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Abstract

“Female Identity and Landscape in Ann Radcliffe’s Gothic Novels”

The purpose of this dissertation is to chart the development of an ambivalent female
identity in the Gothic genre, as exemplified by Ann Radcliffe’s late eighteenth century
fictions. The thesis examines the social and literary context of the emergence of the
Gothic in English literature and argues that it is intimately tied up with changes in
social, political and gender relations in the period. The thesis argues against a
superficial reading of the Gothic genre that sees it merely as a counterpoint to
eighteenth century values of order, structure, rationality and reason in its depiction of
excess, instability and the transgression of conventional hierarchies. In her
representation of Gothic castles and ruins, Radcliffe destabilizes domestic space and
constructs highly artificial landscapes in which an emergent Enlightenment female
subjecthood is allowed to emerge. Radcliffe’s Gothic fictions, espedibteries of
Udolpho- the focus of this thesis — envision new gender roles, upsetting late eighteenth
century notions of male power and female subordination. The novels thus challenge and
rework late eighteenth century perceptions of marriage, love and desire, refashioning
the novel as a literary form accessible to female authorship.
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Chapter 1

Introduction

1. Overview

The purpose of this thesis is to chart the development of a “modern” female identity in Ann
Radcliffe’s gothic novels. The Gothic, and especially Radcliffe’s novels, are a rich and
complex field of fiction that rewards contemporary re-readings. In this thesis | will argue that
Radcliffe transgresses older notions of gender difference by shaping a female identity that
does not conform to late eighteenth century definition of females being inferior and
subservient to the male-dominated society. Instead, a female identity emerges within her
novels that deviates from and challenges eighteenth century ideology of the female as object,
to be domesticated in the home, providing pleasure for the male gaze. Diane Long Hoeveler,
feminist critic (1998) writes,

And whereas the ideology of the Eternal Feminine that dominated the writing of the
male canonical poets demanded female submission, economic disenfranchisement of
women, and social conformity to their prescribed domestic roles, the female gothic
depicted its young female heroines as anything but entrapped, passive and docile
(1998:5-6).

Already inThe Romance of the Forest (1791), Radcliffe’s protagonist, Adeline, responds to
the invasive entreaty of the malevolent antagonist, who offers her his fortune if she only
marries him:

I am sensible of the generosity of your conduct, and also flattered by the distinction
you offer me. | will, therefore, say something more than is necessary to a bare
expression of the denial which | must continue to givean not bestow my heart.
You can not obtain more than my esteem, to which, indeed, nothing can so much
contribute as a forbearance from any similar offers in future (1986:122).
Radcliffe’s heroines are an enticing combination of sensibility and decisiveness, defiant in
the face of male tyranny but in control of the situation on their own terms. The lines between
female submissiveness and patriarchal control are clearly drawan‘not” and You can
not’ (1986:122). Here we see Radcliffe juxtaposing patriarchal authority and abuse of male
power with the sense of inherent natural freedom (liberty of choice) that resounds in the

heroine’s words.



In the course of this thesis | will pay particular attention to the ambiguity at play in the fashioning
of female identity within her texts. In one manner, the ambiguity in Radcliffe’s texts reveals the
struggles female writers encountered in that period, having to conform to society’s expectations of
their literature as being merely fantasy literature while wrestling with their desires for reform, and
utilizing their texts as revolutionary vehicles. In another and far more arresting manner, her Gothic
fictions reveal Radcliffe’s skill in fashioning a female identity that is not overtly transgressive, but
is also paradoxically, reaffirming of enlightenment values like rationality, sensibility and
prudence. While her heroines embody an identity that is negotiated by them on their own terms, it
also embodies attributes and an observance of tenets that portray them as transcending the
romantic stereotype where liberty equals wild abandon and lack of decorum. In Radcliffe’s Gothic
romances, the figure of the female heroine becomes the contested terrain in which the
Enlightenment values of liberty, freedom of choice and rational decision making come into
conflict with the older patriarchal values that seek to put women in their place. To use Nancy
Armstrong’s words, “The female was the figure, above all else, on whom depended the outcome
of the struggle among competing ideologies” (1987:5). A close study of Radcliffe’s novels shows
that her appropriation of the initially male-authored Gothic genre gives her an avenue for
challenging and reworking late eighteenth century perceptions of female identity, marriage, love

and desire as well as contributing to burgeoning debates around politics and societal norms.

While these conflicts play themselves out on the level of character interaction, | will also
argue that gendered identities are staged and performed within highly artificial, constructed
fantastical landscapes. Gothic castles and ruins, vaults and labyrinthine passages, which
function as stages for the actions of villains and heroines, abbots and abbesses, can be
understood as allegorical representations that map out the relationships between female
characters and a sexualized landscape. Gothic space, | will argue, is invariably gendered.
Radcliffe’s specific representation of her heroines within these landscapes is significant for

the way in which her Gothic novels envision new gender roles.

The Gothic was a popular literary genre that emerigedhe late eighteenth century,
particularly in England. The late eighteenth century was a period of momentous social and

political upheaval. In France the Revolution (1789-1799) was proclaiming the rights of man



and in England, Dissenters were challenging the old aristocratic order. It is within this social
context that the late eighteenth century witnessed an emergence and influence of the Gothic.
The Gothic genre provided a vehicle by which writers could shock, terrorize, chill and thrill
the reading public. Stock Gothic ingredients that loosely define this genre are hauntings and
ghosts, gloom and eerie noises, phantom lights and bloody armour, open graves, ruins and
tormented whisperings. Frank Botting (1996) adds to this Gothic formula “dark subterranean
vaults, decaying abbeys, gloomy forests, jagged mountains and wild scenery inhabited by
bandits, persecuted heroines, orphans, and malevolent aristocrats” (1996:45). In Chapter 2, |
will expand on this brief account of the Gothic, but at this point it is useful to provide a

general overview.

The Gothic has always been considered a minor genre in English Literature from its origins
in 1764 with the publication of Horace Walpol@ke Castle of Otrantto its hypothetical
demise in 1820. One reason for its inferior status is attributed to the parallel emergence of
Romanticism (1780-1848) as a more main-stream literary movement associated with the
prestigious names of Wordsworth, Coleridge, Keats, Byron, Shelley and Blake. Romanticism
is conventionally thought of as a cultural counterpoint to the Enlightenment, and the Gothic
can be understood as an extreme form of this reaction against reason, order and rationality.
Margaret Drabble defines Romanticism as a

literary movement, and profound shift in sensibility, which took place in Britain and
throughout Europe roughly between 1770 and 1848. Intellectually it marked a violent
reaction to the Enlightenment. Politically it was inspired by the revolutions in France
and America... Emotionally it expresses an extreme assertion of the self and the value
of individual experience...The stylistic keynote of Romanticism is intensity, and its
watchword is ‘Imagination’ (cited by Aidan Dalgomanticism(1996: xx)).

| suggest that this definition is relevant to the Gothic sub-genre as well. It has attracted
considerable attention in English Studies not because it necessarily produced works of great
artistic merit, but because it is an extreme form of literature that reflects the major social and
political shifts of the period. In a major theoretical wofke Gothic(2004) David Punter

and Glynnis Byron claim that, “The Gothic is frequently considered to be a genre that re-
emerges with particular force during times of cultural crisis and which serves to negotiate the

anxieties of the age by working through them in a displaced form” (2004:39). James Watt, in



his work, Contesting The Gothic-Fiction, Genre and Cultural Conflict, 1764-(B329)
confirms Punter and Byron’s assertion of social and political crisis serving as a catalyst for
the generation of the Gothic genre, but suggests that readers of Radcliffe sought a “legitimate
form of withdrawal from the troubles of the present” (1999:103). Although Watt's, and
Punter’'s and Byron’s idea largely conform to the predominant view of Radcliffe’s novels as
escapist, their views only confirm a fraction of Drabble’s definition that can be applied to the
Gothic sub-genre. It is a narrowed one; ignoring the fundamental idea that Radcliffe’s work
also positively helps to construct a new form of gender identity and social relations. Most
significantly, although the Gothic has traditionally been dismissed as a popular, lower form
of fantasy literature, recent revisionist criticism has read the Gothic as a transgressive genre
where “anything might happen and where its excessive emotional experiences of desire,
terror, and pleasure become reading-experiences of female liberation” (Becker 1999:1-2).
The idea of female liberation is then central to the Gothic and this idea will be expanded

upon in later chapters.

The Gothic was a severe reaction against Enlightenment because it defied neo-classical
beliefs of order and symmetry that marked this period’s aesthetics as well as societal beliefs
in restraint, rationality and reason that effaced the imagination. As Punter puts it in his earlier
work, The Literature of Terror-A History of Gothic Fiction from 1765 to the present the
“Gothic was chaotic...where the classics offered a set of cultural models to be followed,
Gothic represented excess and exaggeration, the product of the wild and uncivilized”
(1980:6). It was inspired by the revolutions of France and America because of its
concentration on freedom and liberty. Gothic novels often critiqued the arbitrariness and
terror of aristocratic rule, thereby promoting equality between classes. Watt (1999) proffers a
historically grounded reading of Gothic fiction. He argues that a historical perspective of the
Gothic must acknowledge that the genre itself is a “relatively modern construct because
interest in it as a “descriptive” category emerged within twentieth century literary criticism
(1999:1). Watt peruses the works of other twentieth century literary critics like David Punter
(1980) and Robert Miles (1995), distinguishing their criticism as being groundbreaking in
their focus on the Gothic as a literature of “self-analysis” (1999:2). By this, it seems, Watt

classifies the genre as facilitating a kind of self-examination of the nation, of national culture,



becoming at once a criticism of the nation as well as a reflection of the anxieties produced by
this criticism. As clarification of this assertion, Watt states that the Gothic offers, “privileged
access to repressed material” (1999:2). This reading is particularly applicable to Radcliffe’s
work, and | will suggest her works need to be read as metaphors for the repressed within late
eighteenth century society. | expand upon this idea later in Chapter 2, in my focus on the
function of labyrinths and vaults within Radcliffe’s works as being exemplary of the return of

the repressed as a significant theme within her works.

The Gothic is thus a fascinating genre in English literature because it provided a deviation
from set ways of thinking in and viewing in the late eighteenth century society. According to
Fred Botting, the “Gothic signified an overabundance of imaginative frenzy, untamed by
reason and unrestrained by conventional eighteenth century demands for simplicity or
realism...” (1996:3).The unrestrained qualities that Botting speaks of connect with the
excessive outpouring of feeling associated with the genre of Romanticism. More notably, the
idea of the uninhibited correlates with the idea of transgressive behaviour and a passion for
liberation, sentiments that also fuelled the revolutions. But just as the terror of the unknown
lurks in the Gothic, the revolutions sweeping continental Europe were also accompanied by
Jacobin terror, as the quest for individual freedom and political and social transformation

revealed its darker side.

Punter and Byron (2004) provide a more contemporary view in their later work that confirms
Botting’s view of the Gothic as transgressing the conventional ideals of eighteenth century
enlightenment. Punter states that it is apparent that the ‘archaic’ in the Gothic “resisted the
establishment of civilized values and a well-regulated society” (2004:8). Most noteworthy is

Punter and Byron’s argument that the Gothic helped to uncover,

whole areas of English cultural history which had been ignored in conventional
reconstructions of the past, and that the way to breathe life into the culture was by re-
establishing relations with this forgotten, ‘Gothic’ history (2004:8).

This view is striking because it facilitates the idea that, in terms of trajectory, Gothic novels
appear to reach back into the past in order to re-fashion the present as a way forward. The

past, in which unfettered aristocratic power is the true source of terror, is interrogated and



repudiated, opening up space for a future society in which human relations are conducted in
terms of equality.

The Gothic in particular also allowed for the cultivation of ‘individual experience’ in its
focus on the female self as an emergent subject within the late eighteenth century patriarchal
society. Not only was individual experience cultivated, but value was attached to it, which
revolutionized the female identity shaped within the Gothic novel to one where, for example,
female interiority and sensibility became at least in literature, a distinct, separate and
esteemed experience. The Gothic genre thus allowed for a shift in literary convention where
the imagination was no longer a male preserve. The imagination became the Gothic heroine’s
playground, for her to negotiate aesthetically and creatively. The imaginations of Gothic
heroines become more than just fancy but became manifestations of minds that connect and
interrelate with the world outside of domestic spaces. They wrestle with and re-define it —
their imagination — as integral to the development of the female subject. Radcliffe’s works
thus exemplify the shaping of an emergent female subject that deviates from the Romantic
ideal within the late eighteenth century. Her works form a curious synergy between the writer
critiquing the social and political context of her time, and also reveal much about her life as
writer and at times, as woman within the society she inhabited. It is then noteworthy to look
at Radcliffe’s life now not only as a window through which to view her Gothic texts but also

as a kind of map, however vague sometimes, to understanding the source of the themes and
Gothic landscapes that are inscribed in her texts.



2. A brief biography of Ann Radcliffe

Where’er th’ Enchantress points her wand,

Forth from the deep of darkness crowd

Pale glimmering shapes, and silent stand

As waked from Death’s unfolding shroud.

(from Radcliffe’s?osthumous Wosk(1826), cited by Norton (1999: 232)).

Despite being one of the most popular and widely read writers of the late eighteenth century,
Ann Radcliffe’s biography has remained a contested area in literary history because of her
reclusive nature and the dearth of contemporary sources. The air of mystery that surrounds
Ann Radcliffe’s life largely frustrates any ambition to obtain a tangible picture of her.
Instead, an indirect picture of her is created through those who associated with her, and those
that shaped who she became as writer and as woman. Critics of the Gothic genre have
attributed this lack of biographical data to a woman who seemed to value anonymity and
privacy so that neither her contemporaries nor potential biographers knew much about her
life. Critics trace this dearth of material concerning Radcliffe’s life to Christina Rosetti’s
biographical attempt in 1883, where she abandoned her efforts because information on
Radcliffe was too paltry to render such a task possible. Until Robert Mifes’Radcliffe:

The Great Enchantresd995) and Rictor Norton’'$listress of Udolpho: The Life of Ann
Radcliffe (1999), Gothic scholars tended to gravitate towards better-known Gothic writers
like Matthew Lewis The Monk(1796)), Clara Reeverfie Old English Barorf1775) and
Horace WalpoleThe Castle of Otrant@l764)). Rictor Norton’s (1999) biographical account

of Radcliffe’s life provides *“first-hand biographical research” that, unlike Miles’
concentration on the political and social premises of her work, expands the reader’s
knowledge of Radcliffe’'s background (1999:ix). Also, Norton provides not only a
comprehensive study of Ann Radcliffe and her works, but also offers, in his words, “a

cultural history of a writing woman” (1999:xi).

Ann Radcliffe was one of the most recognized and widely read female Gothic writers of her
time. Norton’s words, “she was the creator of the female Gothic, best-paid novelist of her
generation and the most highly praised woman writer of her age” illuminates the
unprecedented degree of Radcliffe’s popularity (1999:x). Norton notes that Radcliffe’s works

illustrate “the internal struggles of many women writers during the late eighteenth century:



patterns of anxiety and guilt, repression, frustration, a sense of imprisonment, curiosity,
doubt and rebelliousness clearly link such literature with the status of women in society”
(1999:9). Most significantly, Norton offers a contemporary reading of Radcliffe’s works in
his suggestion that they represent a “proto-feminist protest and claim for equality” (1999:x).
This reading, although at times not fully explored by Norton, is central to the direction and
perspective of this thesis as well as to the understanding of Radcliffe as a female writer in the

context of her times.

She was born on the 9 July 1764 as Ann Ward, the only child of Ann Oates and William
Ward of Holborn, London’s legal district. Rictor Norton notes that her parents were “persons
of great respectability, who, though engaged in trade, were allied to families of independent
fortune and high character” (1999:13). What is striking about Radcliffe’s middle class
background, are the many influences that she encountered, influences that seem to have had
direct impact upon her choice of writing genre and the themes she chose to weave within the
fabric of her works; themes like gender equality and argument for equality across class
hierarchies. Most significantly, her texts reveal the inferior position of women within the

societies and the literary arena they occupied.

Norton attempts to trace the transgressive focus of Radcliffe’s writings to, amongst others,
influential family members such as her uncle Thomas Bentley, who married the sister of
Ann’s mother and another uncle, Dr. John Jebb. Thomas Bentley was the co-partner in the
famous and lucrative Wedgwood China company, and for the latter years of the eighteenth

century, the mark of “ ‘Wedgwood and Bentley” was stamped on the black basalts, busts of
white jasper and terracotta for which the firm became celebrated” (1999:27). Thomas
Bentley was a friend of Joseph Priestly, the radical Dissenter who later befriended and
supported Mary Wollstonecraft, who was considered to be one of Radcliffe’s contemporaries
in her argument for gender equality. Ann Radcliffe resided with both uncles for a period of
time in her life, and it is the social circles they occupied that seem to have had most bearing
upon Radcliffe as a writer. Norton notes earlier that Radcliffe’s parents met with financial
difficulty when Ann was seven. Her father approached Thomas Bentley for assistance in

procuring a vocation.



Thomas Bentley assisted Ann’s parents by obtaining a position for her father as manager of
the new showroom for Wedgwood china in Bath. Before her parents made the transition from
central London to Bath, they sent Ann to stay with her uncle. Norton notes that Ann was only
“occasionally visited by her father, but never returned to Bath or saw her mother during that
period” (1999:25). This stay with her uncle lasted well into Ann Radcliffe’s teenage years.
Norton states “The Ward family’s removal from London to Bath in pursuit of commercial
success is a classical example of family disruption...” (1999:25). In short, Ann Radcliffe’s
childhood was a dislocated one, hardly ever seeing her parents, and moving from one uncle
to another. Norton notes that there “are many clues, in biographical facts as well as in the
novels, that the relationship between Ann’s parents were uneasy and that her relationship
with them was painful” (1999:38). Norton argues later in the biography that one can trace the
effects of Ann Radcliffe’s separation from her parents in the portrayal of her heroine’s lives
in the texts, where they too are separated through death or circumstance from their parents.
Norton elaborates upon this by looking at Ann’s relationship with her father, noting that it
was one fraught with tension in that it was clear that Ann Radcliffe was an “unwanted child”
(1999:38). Norton traces how Radcliffe’s feelings of rejection are mirrored in the lives of her
heroines, most specifically in Adeline’s life, the heroineTble Romance of the Forest

(1791). 1 will expand upon this later in this chapter in my discussion of her texts.

Thomas Bentley’s influence on her choice of writing genre can be linked to his social circles,
his homes and their landscapes as well as his personal tastes in art. Bentley was
“‘indefatigable in his endeavours... to oppose the slave trade. He was just as actively
interested in poetry and fine arts, and he contributed essays to political journals...also writing
a pamphlet on [the necessity] of female education” (1999:33). Bentley’s interest in Gothic
architecture and the picturesque manifested itself in his design for Catherine the Great's
dinner service. The principle subjects were “the ruins, the most remarkable buildings, parks,
gardens, and other natural curiosities, purposefully omitting to represent the most modern
(neoclassical) buildings, considering them unpicturesque”(1999:34). Bentley's aesthetic
register rejects Neo-classical tenets of order, structure and symmetry that is associated with
this period, making Bentley’'s choice decidedly Gothic. Radcliffe’'s texts use Gothic

landscape markers such as ruins, as can be seen in the opening gc8neliah Romance



(1790) that describes, “ the magnificent remains of a castle” that “have an air of ancient
grandeur...”(1993:1). Similarly imhe Romance of the Forg4{791) part of the action takes

place in“ the Gothic remains of an abbey...” that “seemed to be sinking into ruins,... shewed
the remaining features of the fabric more awful in decay” (1968:15). Other sketches and
paintings done by or purchased by Bentley all portray similar features of Gothic landscapes.
Norton notes, ‘He (Bentley) and his niece would have been surrounded by countless images
of castles, abbeys, ruined towers and sublime and picturesque scenery” (1999:34). Implicit in
Norton’s statement is the idea that Radcliffe’s imagination was saturated with these signifiers

of Gothic landscapes.

Even the architectural design of Bentley’s villa seems to have fuelled Radcliffe’s
imagination. The external walls of Bentley's villa were ornamented with “bas-reliefs”
(1999:34). Bentley’s reproduction of classical Etruscan vases that populated the interiors of
his homes, also found their way into the Gothic scenes of her novels. A scen&higom
Romance of the Fore§t791) manifests Radcliffe’s first forays into the Gothic realm finding

hold in her surroundings, “The walls were painted in fresco, representing scenes from Ovid,
and hung above with silk drawn up in festoons and richly fringed... From the centre of the
ceiling...descended a silver lamp of Etruscan form, it diffused a blaze of light... stands of
flowers, placed in Etruscan vases, breathed the most delicious perfume. The whole seemed

the works of enchantment, and rather resembled the palace of a fairy...” (1986:156).

Magic and enchantment are, most significantly, some of the aspects that mark the unfolding
of Radcliffe’s imagination and as seen here, the spaces she occupied invigorated these. More
significantly, the description of Montalt’s villa signifies excessive opulence and dissolution.
The Latin poet Ovid had a reputation for decadence. Chloe Chard in her introdudtton to
Romance of the Forest (1791) states that this representation of scenes from his poetry
“particularly suited the chateau of the libidinous Marquis de Montalt” (1986:378). Radcliffe
focuses on aesthetic excess in her texts to critique it and warn against it. This is evident in
Radcliffe’s device of ascribing the penchant for excess to her iniquitous and malicious
characters. Chard affirms “Gothic fiction provides an extravagant dramatization of various

forms of excess and transgression, which are defined as sources of intense fascination

10



precisely by virtue of the expressions of horror and censure that is directed at them...” (1986:
ix-x). There is no space here to explore Chard’s ideas but | will explore this in Chapters 2
and 3.

Radcliffe’s other uncle and font of influence was Dr. John Jebb. He was a distinguished
physician and notorious political writer in the late eighteenth century. In the period from
1775 onwards, Jebb wrote and published numerous tracts advocating academic reform,
“liberty for the American Colonies, abolition of the slave trade...and [he] was a zealot in
support of civil and religious liberty” (1999:15). In short, Jebb intensely detested what
England nationalism represented at the time, and was known for being a firm supporter of the
Dissenter cause. His belief in egalitarian principles and political freedom would have
influenced Radcliffe and he may have first ignited her interest in the theories of Rousseau.
According to Norton, Radcliffe would have read her uncles published letters and pamphlets,
containing such stirring sentiments as this: “Everything should be now done, which can
contribute to spread the sacred flame of freedom through the country” (1999:16). As we shall
see, the idea of freedom is central to Radcliffe’s Gothic fiction, and her texts associate the
idea of freedom with the emergence of a new liberated female identity. Freedom is thus re-
defined as an idea not only associated with a patriarchal nationalism (“Liberty, Equality, and

Brotherhood”) but one that Radcliffe claims for an emancipated female subject.

Jebb’s influence as radical and rebellious in the face of staunch English nationalism and
patriarchy appears to have extended to Ann Radcliffe, whom Norton asserts, resided for a
period of time with her “activist granduncle at his residences in Bungay, Craven Street and
Parliament Street during various periods from 1771-1786” (1999:16). Taking this into
consideration, Norton is careful to note that Radcliffe’s works do not exemplify what has
become a stock-feminist view of Radcliffe’s novels, one that states that Radcliffe, and any
other female writer of the Gothic romance, produced their literary works because of the
debilitating effects of patriarchy. Instead, it is apparent that Norton argues for recognition
that Radcliffe emerged at once because of the male defined society she occupied and also
despite of it. This is a crucial marker to understanding Radcliffe’s works, one that | refer to

and expand upon in Chapter 2.
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Ann Ward married her husband William Radcliffe in 1787. William was a graduate from
Oriel, a prestigious Oxford college. He had intended to pursue a career in law but instead was
drawn to journalism, becoming the owner and editor of the English Chronicle (Norton,
1999:54). What is interesting about her marriage is that Radcliffe appears to have married
‘above her station’. Norton writes, “we must seriously doubt that this daughter of a ceramic
tradesman — a dealerware —was of sufficient social standing to have been welcomed into
this polite academy” (1999:47). Strikingly, then, Radcliffe pursues this as theme in her
novels. The Italian (1797) comes to mind, as Ellena is portrayed earlier in the novel as
someone who is “inferior in rank” to the Vivaldi family, aristocratic as they are, would “be
averse to an union” such as that between Ellena and Vivaldi because “a full sense of the
value of birth is a marking feature in the characters of the Marchese and Marchesa di
Vivaldi” (1968:24).

Implied in the above, is Radcliffe’s inferiority not only in social standing but also in terms of
education. Norton alludes to Radcliffe’s seemingly superior education as being nothing but a
veneer. It seems that Radcliffe sustained the illusion of being well educated throughout her
years; something that Norton notes was really an “indication of how successfully she
managed to create the impression through the cultural allusions in her novels” (1999: 48).
Norton cites Bridget MacCarthy (1947), who opines that Radcliffe is

the extreme example of genuine literary power misdirected for want of education.

Any one of her novels contains a thousand testimonies to this fact. Her style is the

style of the poet gone astray. (1999:48).
Norton continues MacCarthy's argument by stating that “the cultural attributes with which
the novelist invests her characters suggest that she herself had to strive for culture, that it had
not been part of her education” (1999:48) | find this take on Radcliffe important to viewing
her as Gothic writer. Not only is it a contradictory and alternate view to Radcliffe as cultural
icon or as having “codified the contract between reader and writer of the Gothic novel”
(1999:ix). Instead of depriving Radcliffe’s works of import, this view serves to illuminate her
works as extraordinary (1999:ix). She did not need high levels of education to have her

works set as the markers by which all other Gothic novels were measured. E.J. Clery (2004)
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cites more than one review extolling Radcliffe as “the Queen of the tremendous, the
‘Shakespeare of Romance Writers™ (2004:51).

Despite her popularity and celebrity status Radcliffe remained a recluse and she retired from
publishing in 1797.Norton states that by far the greatest mystery that surrounds Radcliffe’s
life is the question “what-or-who-compelled her to abandon her muse?” (1999:136). This
guestion is not answered by Norton but he does offer an explanation of her sudden retraction
from the writing world, especially since her novels had achieved critical fame. Norton
proposes that “the often-repeated features of the novels may illuminate the author’s otherwise
unknown life. Ann Radcliffe seems to have planted clues about her own life in her fiction, as
in her very specific references to dates and ages” (1999:137). For example, Addlime, in
Romance of thBorest (1791) first meets her suitor Louis La Motte when he “was now in his
twenty-third year” (1986:68). William Radcliffe was twenty-three years old when he married
Ann and although Adeline does not marry La Motte in the novel, the character description of
La Motte seems like a “portrait of William — an imperfect figure rather than an idealized
hero” (1999:137). Norton also warns that this biographical criticism in this vein has its
limitations but it is nevertheless interesting to think that her last novel might reveal reasons

why her writing ceased.

Regardless of the paucity of biographical data on Radcliffe and her reclusion, what is clear is
her enormous impact on her contemporaries. Mary Wollstonecraft, a novelist herself,
attacked Radcliffe’'s style of writing. IMaria, or The Wrongs of Womafl798),
Wollstonecraft writes,

Abodes of horror have frequently been described, and castles, filled with specters and
chimeras, conjured up by the magic spell of genius to harrow the soul, and absorb the
wondering mind. But, formed of such stuff as dreams are made of, what were they to
the mansion of despair, in one corner of which Maria sat, endeavouring to recall her
scattered thoughts!... the terrific inhabitants [of the madhouse where she was
imprisoned]...whose groans and shrieks were no insubstantial sounds of whistling
winds, or startled birds, modulated by a romantic fancy, which amuse while they

affright; but such tones of misery as carry a dreadful certainty to the heart (1798:1-2).

Wollstonecraft had no need to mention Radcliffe’s name for the critique is clear; Radcliffe’s

works were mere fantasy constructions of subservient females experiencing the horrors of the
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patriarchal spaces they inhabit as “sounds of whistling winds”, hardly harmful, never
damaging (1987:1) The fact that Radcliffe became known as well for the ‘supernatural
explained’ aspect of her novels is also critiqued in Wollstonecraft's narration. The haunting
of Radcliffe’s heroines were never real, not as real as the situation of Maria, imprisoned in a
mad-house by her husband who discards her at a whim. Despite Wollstonecraft's seeming
dismissal of the fanciful in Radcliffe’s fictiong, Sicilian Romancg1789) introduces this
theme of wrongful female imprisonment at the hands of the husband. Louisa Mazzini is
banished to a far-off tower by her husband. He tells everyone that she is dead so that he can
marry his mistress. This theme is echoed in other novels produced in the nineteenth century,
in particular, Charlotte Bronté’dane Eyre(1847). Bertha, the wife of Rochester, is
imprisoned in the attic of his mansion, and is, to use Gilbert and Gubar’'s words, “the mad-
woman in the attic” (1979:1).

To sum up then, two aspects of Radcliffe’s life are significant: she avoided private society
and kept herself distant like the “sweet bird that sings its solitary notes” and Radcliffe as
writer who was the “Great Enchantress” (cited by Norton (1999:204 and viii). As seen in the
works of Wollstonecraft, Radcliffe’s romances became the dominant model for imagining
and frightening experience. Conversely, the idea of Radcliffe as ‘Enchantress’ is fittingly

captured in Keat's letter to a friend,

| am going among Scenery whence | intend to tip you the Damosel Radcliffe - I'll
cavern you, and grotto you, and waterfall you, and wood you, and water you, and
immense-rock you, and tremendous-sound you, and solitude you (cited by Clery
(2004:51)).

The marked references to nature like “waterfall”, “wood” and “water” in Keat’s words allude

to Radcliffe’s abundant landscape description in her fictions and is emphasized by the
capitalized “Scenery” (cited by Clery (2004:51)). The use of the sublime in her novels is
aptly captured in the words, “immense-rock” and “tremendous-sound” invoking the way the
sublime is portrayed for its overwhelming and excessive qualities in her fictions (cited by
Clery (2004:51)). We, like Keats, appreciate the fantastical and mysterious features of

Radcliffe’s works that enchant us but as this thesis will argue, Radcliffe’s fictions are more
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than just horrid stories read for their thrilling entertainment value. Her works transcend
conventional modes of writing, facilitating the emergence of new gender roles that

ambiguously defy and exemplify the dominant culture.

3. Summary of Radcliffe’s Novels
As a female writer of the Gothic Radcliffe was, in E. J. Clery’s words, a

hell-raiser in more than one sense, not only did she specialize in evoking scenes of horror,
cruelty and supernaturalism, but in doing so she exploded the literary conventions of the day
and laid claim to the realms of the imagination hitherto reserved for men (2004:169).

Her first attempts in the genre of Gothic romantke Castles of Athlin and Dunbayne
(1789) andA Sicilian Romancé1790), were published anonymously. Then followdud:
Romance of the Fore¢l791), The Mysteries of Udolph@794) andThe Italian (1797).
Radcliffe’s works were translated into many languages. Her penchant for travel produced a
work titled, A Journey Made in the Summer of 1794, through Holland and the Western
Frontier of Germany...To Which Are Added Observations of a Tour to the [(HK@S)

based on her travels to the Continent. Chard notes that the “tours of southern Europe
undertaken in Radcliffe’s novels were more exotic, based on travel books, fashionable
landscape paintings, and a vivid imagination; the scene-painting sometimes heightened by
verse” (1986: Preface). Radcliffe’s final nov@laston de Blondevilleras published in 1826,
together with a narrative poef®dt Alban’s Abbey.

The Castles of Athlin and Dunbay(ie’89) marked the arrival of a unique talent. It was Ann
Radcliffe's first attempt at fiction, and its feuds, cases of mistaken identity, and background
of castles and the sublime landscape pointed the way forward to the Gothic novels of her
later years. Set in the Middle Ages against the beauty of mountains and rugged coasts of the
Scottish Highlands, the novel describes the internecine feuds of the warring clan chieftains of
Athlin and Dunbayne.The novel weaves that which becomes stock ingredients for Radcliffe’s
later novels; fear-ridden pursuits alternate with scenes of passionate feeling that coincide
with the character’s experience of landscape. The Castle of Athlin itself appears synonymous
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with romantic sublimity, becoming the focal point of the novel, much like the Castle of
Udolpho does iThe Mysteries of Udolph@d794).

Castleshas been compared to Clara Reevids® Old English Barorf1789) because of its
similar format of the Bildungsroman:the development of its heroine, Mary, is foregrounded
by the calamities that befall her. Her attempts to overcome conflicted situations of an
arranged marriage to Count de Santinorin and imprisonment by the novel’s villain, Malcolm
of Dunbayne, is meant to illustrate her emergent agency. But, as James Watt puts it, the novel
“does little either to exploit the dramatic potential of its heroines’ confinement or to
foreground the character of its villain” (1999:103). Therefore, as a first Moastles reads

as a tentative beginning in terms of its Gothic themes and its foray into aesthetic terror that
distinctly characterized Radcliffe’s later novels. Although it shares Whig Old English

Baron the idea of property restoration, it is a theme, together with aesthetic terror, that
Radcliffe revisits more strongly in her later novels keicilian Romanc¢l1790) andThe
Mysteries of Udolph¢1794).

Castlesis also about the contestation of land embodied in the conflict between aristocratic
greed for land ownership and rightful ownership that is female. Radcliffe extends this idea of
female ownership into her other novels in a far more pronounced way: the restoration of land
into female hands reads as the climax of her triumph over the villalDastiesMalcolm
becomes a passive, vanquished character towards the novel’'s end, rendering a full confession
on his death-bed that sees the contested land restored to its rightful ownerCastlas,
Radcliffe continues to remove the villains of her novels through death that ranges from
poisoning to natural death because of imprisonment. The villain’'s confession and death
assumes symbolic meaning in Radcliffe’s novels: an end to secrecy and deception and an end

to patriarchal oppression.

The heroine’s ownership of land at the novel's end also reads as a reward for her intact
virtue, another theme that is further developed in Radcliffe’s later ndvattlestells the
theme, amongst others, that virtue may temporarily suffer under vice's triumphs but that

Providence will eventually reward virtue even on earth. Other themes include the negotiation
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of marriage by the heroine, where Mary, faced with the possibility of wealth and marrying
according to her station in life, rejects this and is ‘rewarded’ in marriage to Alleyn. This
narrative framework differs distinctly from Radcliffe’s novels that follow, in that one can
trace a more pertinent shaping of female identity, one that negotiates being female outside of
the patriarchal society. Mary’'s choice to marry is not really a choice, as it is her family that
must agree before she can marry Alleyn, and it is Alleyn who must first acquire a title and
become a BarorCastles(1789) then stands as a tentative step towards a progressive female
identity that Radcliffe actively pursues in her later novels.

The text ofSicilian Romanc€1790) differs from the frameworks @he Italian(1797),The
Mysteries of Udolph@1794) andTheRomance of the Forest (1791) in that Julia, its heroine

is not dislocated from her family in the stock way that Radcliffe employs in her other novels.
Instead, she is immersed in a nuclear family, where her father has re-married following the
death of her mother. She also has a brother, Ferdinand and a sister, Emilia, unlike the
heroines of Radcliffe’s other novels. The step-mother is a woman of “infinite art, devoted to
pleasure, and of an unconquerable spirit” (1993:3). This, coupled with the father being “dead
to paternal tenderness” paints a family life, though representative of a unit, as actually devoid
of the accord that is so palpableThe Mysteries of Udolph@794). More succinctly, the
marital relationship between the Marquis and his wife is described as, “she had the address to
bend them (his passions) to her own purpose; and so well to conceal her influence, that he
thought himself most independent when he was most enslaved” (1993:3). Although haunting
and terror do occur within the novel to disturb the heroine, the haunting occur for the first
time in the domestic space that the heroine occupies and notvhsteries(1794) where

Emily is ‘haunted’ predominantly in the Castle of Udolpho, a place not her home and where
she is held prisoner and irhe Italian(1797), where Ellena is ‘haunted’ in the dilapidated

house where she is kept prisoner by Schedoni.

The tale of love unfolds at a rapid pace similarly to thafhe Italian(1797), where Julia
meets Hippolitus at a ball hosted by her father. The step-mother desires Hippolitus for
herself. When he selects Julia for a dance, “her bosom, which before glowed only with love,

was now torn by the agitations of other passions more violent and destructive” (1993:18).
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This entanglement of emotions, improper on her part, sets the tone of deceit and avarice that

unfolds as the story progresses.

Unlike Castlesseemingly reluctant foray into the Gothic themes of haunting and térror,
Sicilian Romancean be read as an allegory for the “recess of horror” to be found within the
Castle of Mazzini (1993:176). The themes of haunting and mystery assume fantastical
proportions inSicilian in the form of mysterious lights that appear in a far-off tower of the
castle. Added to this, strange and woeful lamentations issue from a hidden apartment
seemingly below their step-mother’'s chamber, terrorizing the imaginations of Julia and
Emilia, causing them to faint continuously. But it is also here where Radcliffe can first be
seen to offer a grounding for her heroine’s apparent hysteria and fear that extends into her
well-known device of the ‘explained supernatural’ that is a common thread in the rest of her
novels. Julia’s heightened emotional state and propensity for fainting is attributed to “her
spirits already weakened by sorrow” (1993:61). Similarly,The Mysteries of Udolpho
(1794) Emily only yields to ‘imaginary’ terrors because of “her spirits” that were “more than
usually depressed” (1966:367).Jicilian the ‘haunting’ in the Castle of Mazzini in the form

of mysterious lights is explained by the revelation that Julia’s mother was still alive, roaming

the castle corridors at night with a candle.

As in all of Radcliffe’s novels, the heroine is told she is to marry and not given the choice.
Radcliffe utilizes marriage and the negation of this institution to reflect the liberty and value
of individuality when her heroine’s reject the proposals, as does Julia. Her words to her
father, “forbear to enforce authority upon a point where to obey you would be worse that
death; if indeed, to obey you were possible” finds resonances in Adeline’s rejection of
Montalt’'s suit inThe Romance of the Forest (1791) (1993:55). In short, Julia escapes her
father’s tyranny, only to find her mother in the forest she escaped to. The novel ends with

Julia marrying Hippolitus and her and her siblings restored to their mother.
The Romance of the Forgdt791), discontinues witA Sicilian Romancs (1790) focus on

its heroine as part of a family unit (albeit dysfunctional) and introduces the theme of a

heroine dislocated from her family and the safety of domestic life through circumstance of
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birth or through the death of her parents. In this instance, Adeline, who, abandoned by her
father, is placed by him in the ‘care’ of banditti-type men who are meant to dispose of her as
they please. The men ‘kidnap’ a passer-by in the dark of night, who happens to be La Motte,
a Parisian man who is pursued by the law because of his unpaid debt and who had
approached the old house where the banditti lived to seek shelter for him and his wife from
the coming storm. The ruffians compel La Motte to take Adeline with him, or his life would
not be spared. La Motte complies, in fear of his life as well as the possibility that the banditti
would discover his wife in the carriage not far from the house. Once in the carriage, La Motte
explains to his wife the circumstances and she immediately takes pity on Adeline. They
travel, La Motte seeking concealment in the neighbourhood of Lyons. They come upon a
desolate road that leads them into a forest “wild and solitary” (1986:14). Here, they come
upon the ruins of an abbey. They decide to stay here, as the wheel on their carriage breaks,
and night is fast-approaching. Their first night is filled with imaginary terrors in the Gothic
edifice that is gloomy and forlorn. La Motte decides that they should stay their permanently,
as the abbey’s solitary location would suit their purposes as well the fact that game was
abundant in the forests surrounding the abbey.

The Gothic villain is, much like Walpole’s villain ihe Castle of Otrant¢1757) a lustful

tyrant who pursues the heroine to appease his appetites. De Montalt covets Adeline despite
being married. He prevents her from being with Theodore the man she loves by kidnapping
her, attempting to seduce her. In accordance with the pattern of reunion and losing each other
in The lItalian (1797), Adeline is separated from Theodore when de Montalt, cruel and
vengeful, captures Theodore as though he is a common criminal, imprisoning him under false
charges. de Montalt tempts Adeline with everything she does not possess: title, wealth and
stability. When she continues to reject him, he resorts to having her murdered and demands
that she be killed by her pseudo-father La Motte with whom he has formed a devious and
twisted relationship. The villainy of de Montalt appears unprecedented in comparison with
the rogues of Radcliffe’s other texts (except MontonMiysterie3, for even when the euvil

monk Schedoni had the opportunity to murder Ellendhe Italian (1797), he could not
accomplish it. As an aside, it is interesting that Norton (1999) suggests that Adeline and her

experiences closely mirror Radcliffe’s feelings towards the ‘villain’ in her life, her father.

19



The narrative ends in Adeline being re-united with Theodore, having overcome, like Ellena
and Vivaldi, insurmountable obstacles. Similarly, like Ellena, Adeline discovers her true
lineage, that her father had been murdered by de Montalt, who was his brother, Henry de
Montalt. His wife died giving birth to Adeline. Adeline and Theodore marry after, like

Emily, she rightfully inherits her title and wealth as daughter of a Marquis and Marchioness.

In a similar framework in terms of the heroine’s orphan status and destiftitierifalian

(1797) has as its focus, the heroine, Ellena di Rosalba, an orphan who lives with her aunt,
Signora Bianchi, in Naples, Italy. In the first chapter, Ellena meets Vincentio di Vivaldi, son
of wealthy parents and heir to an opulent fortune. His way of life is in complete contradiction
to Ellena’s, who embroiders silks and sells these to nuns at a neighbouring convent, living
“thus innocent and happy in the silent performance of her duties and in the veil of retirement”

(1968: 9). Vivaldi pursues her despite her initial lack of interest in him.

His pursuits clash with the surveillance of a monk, whom he meets in his nightly forays to
the villa Altieri, where Ellena stays. The monk represents a dangerous and mysterious figure
at this early point in the novel, having warned Vivaldi to desist in his pursuit of Ellena. In the
meantime, Vivaldi's mother becomes suspicious of her son’s preoccupation, she being a
person whose character was inclined to “craft, duplicity or vindictive thirst of revenge”
(1968:8). But it is the Marchese, Vivaldi’'s father who finds out that he is in love with Ellena.
He immediately demands that Vivaldi desists in his interest in her. Vivaldi refuses. His
mother also confronts him but Vivaldi quits her chamber, “unconvinced by her arguments,
unsubdued by her prophecies, and unmoved in his designs” (1968:33). She enlists the help of
a monk, Schedoni, of the convent of the Black Penitents who had for some time been her
confessor and secret adviser. She implores Schedoni to arrive at a solution for her son could
not marry someone that could not enrich the Vivaldi lineage or add to the wealth of the
Vivaldi house.

Signora Bianchi grants Vivaldi permission to meet with Ellena. Their relationship blooms.

Signora Bianchi entreats Vivaldi to care for Ellena, committing Ellena to his charge. They
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agree to marry the following week. Signora Bianchi dies a mysterious death that is attributed
to her being poisoned. Ellena is left with little choice but to enter a convent for propriety and
prudence sake for she no longer had a guardian at her home. Before she can do this, she is
kidnapped by two men. She is taken to a distant convent, the San Stefano that is ruled by an
Abbess who is “unaccustomed to have her power opposed” (1966:68). The Abbess believes
that Ellena has wronged the Vivaldi family by brazenly pursuing their son. The Abbess is
connected with the Marchesa, who funds the Abbey. Ellena’s denial of this accusation
ensures that she is treated like a prisoner, as just punishment for ever thinking that she could

cross the boundaries of class.

In the interim, Vivaldi pursues Ellena, wandering from village to village. Instinctively, he
travels to the convent of San Stefano, hoping that Ellena is there. He disguises himself as a
monk and sees her during vespers. In short, they escape the confines of the convent. They are
separated again following this brief reunion, when Vivaldi is accused by priests of
kidnapping a nun (Ellena escaped the convent camouflaged as one). He is hurt and is taken
prisoner and sent to the Inquisition. Ellena is siezed by two men posing as law-makers. But in
fact, they worked for Schedoni, whose plan it was, together with the Marchesa, to separate
Ellena from Vivaldi. Schedoni is meant to kill her but finds instead, that she could be his
daughter. He frees her and Ellena travels to the convent of the Santa della Pieta. Ellena is told
that the Marchesa has died. Vivaldi escapes the portent Inquisition and meets once again with
Ellena. The Marchese ceases to object to Vivaldi's love for Ellena. Ellena, like Emily,
marries on her own terms, despite class difference, having overcome numerous obstacles.
Added to this, she finds that her mother is the nun whom she befriended during her

imprisonment in San Stefano and they are re-united.

The Mysteries of Udolph(794) unfolds the tale of Emily St. Aubert who lives in relative
harmony and luxury with her parents lzd Vallee Theirs is a traditional family unit;
Monsieur Aubert is the patriarchal figure that imparts words of caution to his daughter
concerning the proper behaviour of a young lady. Emily’'s mother dies early in the novel.
Soon after her death, Emily’s father becomes ill. He decides to take a journey that would

facilitate his return to good health. Father and daughter journey through Languedoc and the
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Pyrenees. This journey is filled with landscape description and while other important events
develop in the course of their wanderings, Emily meets Valancourt, with whom she falls in

love.

Theirs is a love that seems to flourish in their shared appreciation for the beauty of landscape.
Their ‘courtship’ develops under the watchful eye of St. Aubert, who seems justly fond of
Valancourt. Valancourt is unable to travel further with them and they separate. Emily and her
father reside at a village where a peasant called La Viosin gives them shelter. Her father’s
health declines. It is also within this time that the novel hints at its *fiatigible mystery;

Emily and her father hear melancholic music played in the forest that surrounds La Viosin’s
house. No one knows the source. Also, St. Aubert tells Emily of the letters and papers he has
hidden for years under a floorboard at La Vallee. He extricates a promise from her that she
will destroy it without reading it. St. Aubert dies and Emily returns to her home in Gascony.
Valancourt visits her here and shares in her grief. Their connection is short-lived because
Madame Cheron, Emily’s aunt, arrives at La Vallée to claim Emily as her charge. Madame
Cheron is portrayed as a cold and callous woman: “Madame Cheron looked on her niece’s
diffidence with a feeling very near to contempt” (1966:118). She was never close to her
brother and her treatment of Emily is removed and distant. She immediately assumes that
Emily is willful and lacking in decorum so she sets out to correct this behaviour by removing

Emily from La Vallee to her own home at Thoulouse.

From here follows Emily’s continuous displacement as she moves from one home to another,
one country to another. In the meantime, Emily is allowed to resume her courtship with
Valancourt only because he is related to one of the most powerful women in Madame
Cheron’s social circle. Madame Cheron marries Signor Montoni, the novel’s villain who is
introduced as having “an air of superiority” and “spirit and vigour of soul”, the latter eliciting
Emily’s admiration, the former her fear (1966:122). We are soon told that he is a compulsive
gambler, wasting his fortune. He courts Madame Cheron solely for her wealth and estates.
They marry in an underhanded and sly manner. She and her husband forbid Emily’s
relationship with Valancourt because she no longer requires his powerful familial

connections but mainly because Montoni begins to assert his dominion over her and Emily.

22



Emily and Valancourt are forced to separate again. It is clear to Emily that Montoni does not
love her aunt and perhaps has only married her for her property and financial gain. Montoni
removes them all to Venice where Montoni’s diabolical and ambitious character becomes
more pronounced. He attempts to trick and force Emily into marrying a business partner of
his, Count Morano, but Emily refuses. Montoni’s anger is ferocious in the face of Emily’s
defiance. He is also in financial trouble so to escape his creditors he takes the entire party to

his castle Udolpho in the Appenines.

What has read as a thwarted romance till now shifts into the concentration on the Gothic,
with haunting noises, strange ‘paintings’, bloody bodies, the tyrannical villain in the form of
Montoni, and Emily as the tormented heroine whose virtue and character are continuously
under attack. The castle holds unsolved mysteries. Servants believe the previous owner’s
ghost, Signora Laurentini, haunts it. There is also a ‘painting’ that remains covered by a veil.
Emily sees it only once and it horrifies her. We are not told what the ‘painting’ contains until
the novel reaches its conclusion. Meanwhile, the castle becomes riddled with Montoni’s
bandits as he becomes involved in robbing travellers and inhabitants of other chateaus. Emily
and Madame Montoni are constantly harassed by the overwhelming male presence in the
castle. Someone attempts to poison Montoni and he accuses his wife. He locks her in a turret
and forgets about her. Madame Montoni suffers and it is only when Emily begs Montoni that
he allows her to see her aunt. But Montoni does not relent in his persecution of his wife. He
demands that she release her property and money to him. She refuses and dies a cruel and

lonely death due to her husband’s neglect.

Emily is then the only female left (besides Annette, her personal maid) within the walls of
Udolpho. Still in love with Valancourt, Emily again fights the advances of Count Morano,
who has followed her to the castle. She is in almost constant threat of violation from the
bandits that populate the castle. Montoni’'s men are boorish and wicked. Each night brings
the sounds of their coarse revelry and “the wild uproar of riot” (1966:383). Added to this,
Montoni threatens Emily’s life in his edacity for his wife’s estates that Emily now owns. In
the meantime, we are told that Valancourt is enjoying the city life of Paris; indulging in

pleasures while Emily fends for herself. Emily also discovers that Montoni keeps a prisoner
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who sings each night. Emily is convinced that it is Valancourt because the person sings songs
from her native country Gascony and one of them was the same song that she had heard sung
in the fishing-house near her home. Also, Valancourt had once told her that the fishing-house

was his favourite haunt even before he knew her.

In a sudden twist that has left many critics baffled, Montoni orchestrates Emily’s ‘escape’
from the castle that has come under attack fcomdottieriwho mean to seize Montoni and

his men for plundering and stealing. Two of his men are her guides. They lead her to a
cottage in Tuscany, a far way from Udolpho. Emily remains here with a family for a few
weeks but after Montoni conquers the soldiers, he demands her return. This return to
Udolpho serves to heighten Emily’s terror and fear to where “she shrunk, as from a new
picture of terror” (1966:435). Annette informs her that Montoni was still intent on forcing her
to relinquish the estate to him. Emily begs Annette’s lover, Ludovico, to assist her in
escaping Udolpho. Amidst their plans, Emily finally meets with the mysterious prisoner she
believes to be Valancourt. It is not he but another gentleman called Du Pont. In a daring

escape, Du Pont, Annette, Emily and Ludovico leave Udolpho.

The boat on which Emily and her companions travel capsize in a storm and they are flung
onto a shore that is not far from the Chateau-le-Blanc, the same chateau that Emily and her
father first spied amongst the trees on their journey through Languedoc. The chateau’s
owner, Count de Villefort and his two children rescue Emily and her companions. Du Pont is
in love with Emily. He leaves the chateau and Emily leaves to stay in the nearby convent. In
the meantime, Emily writes to Valancourt but receives no answer from him. She also forms a
close friendship with de Villefort's daughter, Blanche, as well as with the Count, who begins
to view himself as her protector. He assists her in the legal matters concerning her reclaiming

of her father and aunt’s estates.

It is at a harvest celebration held in the village where St. Aubert passed away, that Valancourt
and Emily meet again. Their reunion is a joyful one but it is not long into their time together
that Emily notices something different about Valancourt. His manner is agitated and at times

pensive. He also tells her that he is not worthy of her. The following day, Count de Villefort
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informs Emily that he has reason to believe that Valancourt is not suitable for her. He tells
her that he had met Valancourt at an officer's house in Paris and had invited him to his
house. He had not known then that Valancourt had become involved “with a set of men, a
disgrace to their species, who live by plunder and pass their lives in continual debauchery”
(1966:505). Addicted to gambling, Valancourt began losing his money. To pay his debts and
to continue gambling, these men managed to persuade Valancourt to join them in their vile
living, in exchange for a share in their trade that would feed his predilection. Emily’s

reaction on hearing this about Valancourt is one of disbelief and her “heart was overwhelmed

with anguish at the mere suspicion of his guilt” (1966:506).

But the worst was yet to come. The Count de Villefort informs Emily that not only was
Valancourt addicted to “gaming” but also to other corruptive pleasures. Valancourt was
imprisoned twice and the last time saw him extricated by his lover, a well-known Parisian
Countess. The Count advises Emily to break all ties with Valancourt. Although it causes her
immeasurable pain, Emily tells Valancourt that they can no longer be together. Meanwhile, a
mystery unfolds in the chateau that intrigues Emily. Blanche, Count De Villefort’'s daughter
and close friend to Emily, accidentally discovers passageways that have been closed off from
the rest of the house. Emily, on hearing this from Blanche, endeavours to question the servant
that had always resided at the chateau. The servant called Dorothée explains that the former
mistress of the chateau had died in one of the chambers. She also tells Emily that she once,
years ago, saw the Marchioness’ ghost sitting on her bed. Whilst relating the story of how the
Marchioness came to die, the same mysterious music that played before St. Aubert died is
heard outside the chateau at midnight. Dorothée is convinced that it is the late Marchioness

de Villeroi who sings in the forest that surrounds the chateau.

In the last one hundred and forty five pages, more mystery is added to the plot. Servants
attest to seeing apparitions gliding up and down stairs. The nuns at the convent where Emily
at times resides tell her that it has long being known that the chateau was haunted. Ludovico
endeavours to set everyone at ease and spends the night in the chamber to refute the rumours
of it been haunted. He mysteriously disappears. Emily receives news that Montoni has died,

having being arrested by the soldiers who had first laid siege at Udolpho. His death was
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mysterious. Some believed he was poisoned. His death clears the path for Emily to resume
ownership of La Vallée as well as her aunt’s estate. Also, Emily becomes acquainted with the
tragic story of the Marchioness de Villeroi and finds a parallel to the story of Sister Agnes, a

nun in the convent who appears both deranged and lucid at times and who often speaks
mysterious and terrible things whenever she sees Emily. She also tells Emily that she has

seen her face before.

Eventually, Emily leaves the convent and first travels to Thoulouse where she resumes her
position as heiress and governs the affairs of the estate. Having set things in order, she
returns to her beloved La Vallee. Here, memories assail her of Valancourt and her once
idyllic life. It becomes apparent that she is still in love with him. Emily learns that her
father’s trusted servant, Theresa, was removed from the chateau and was no longer cared for
by her father's estate. She immediately visits Theresa who informs her that someone had
cared for her and her family all the time Emily had been away. She at first refuses to tell
Emily who this person could be but when Emily admonishes her on her incessant talk of
Valancourt, she tells Emily that it was him who cared for her in her distress. Theresa also
tells her that she had not heard from Valancourt in weeks. Emily immediately sends someone
to enquire about his whereabouts from his brother. Word comes back that Valancourt is

missing. Emily is devastated.

Yet, when he does return, Emily spurns him. He gives her his ring but she does not want it.
Valancourt leaves Gascony. Meanwhile, Ludovico returns to tell Emily about his
disappearance that explains the mystery of the chateau’s ‘haunted’ room. Blanche was to be
married and Emily was invited to stay at the chateau for the wedding. Once at Languedoc,
Emily and Blanche hear that Sister Agnes is dying. They visit the convent. Sister Agnes
relates a surprising and shocking tale on her deathbed that questions Emily’s parentage.
Emily also discovers that Sister Agnes is really Signora Laurentini, the ‘ghost’ of Udolpho.
Signora Laurentini’s story cultivates confusion and horror. In a rare lucid state, Sister Agnes
shows Emily the same picture that her father had grieved over and tells her that Emily looks
just like the lady in the picture, the Marchioness de Villeroi. She tells Emily that there is no

mistake, “you surely are her daughter: such striking resemblance is never found but among
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near relations” (1966: 645). Following this startling declaration, she lapses into a delirious
state screaming “Come from the grave! Blood — blood too!” (1966: 648). Emily immediately
assumes that the horrific ‘painting’ that she had seen in Udolpho was really a shriveled

corpse of someone that had been murdered by the Signora.

When Sister Agnes dies, all is revealed. She was the lover of the Marquis de Villeroi. He left
her and married Monsieur Aubert’s sister. Signora Laurentini was livid with jealousy and
followed him to France. She resumed her power over him and he took her as his lover again.
She convinced him that his wife was being unfaithful to him. They schemed to have her
murdered. Laurentini poisons the Marchioness. After his wife’s death, the Marquis discovers
that she was never unfaithful to him. In disgust, he turns against Laurentini and commands
her to enter a convent, as a way of sparing her life. He also dies later. Laurentini, now Sister
Agnes, walks the forest at night and plays on her favourite instrument, sometimes singing.
This is of course the ‘mysterious’ music that played at midnight. Also, the painting in the
castle of Udolpho that had caused Emily such horror is also explained. It was a waxen figure
created to remind sinners of what they will resemble when they die, not, as Emily earlier

believed.

In short, Laurentini’s only living relative Mons. Bonnac tells Du Pont the story of his life that
reveals that Valancourt had been misrepresented in character. He had fallen into gambling
debt but had not become a smuggler or plunderer. Neither had he formed liaisons with other
women for Emily had constantly being in his heart. His second arrest occured because he
gambled for one last time to secure the release of his fellow prisoner, Mons. Bonnac and to
reunite him with his family. Valancourt’s brother finally came to his aid and paid for him to

be released. The Count de Villefort realizes his error in judgement in having listened to
scandal. Before he can personally set the matter right, Valancourt finds Emily and tells her
how he’d been misunderstood. Emily decides to believe him and the Count’s apology is a
mere affirmation of her decision. She marries Valancourt despite him being penniless. It is
their marriage that releases his brother's benevolence. He gives Valancourt a share in his
property. The novel ends with Emily as heiress who disposes of property as she wishes and

who bestows the castle of Udolpho to a woman, the wife of Mons. Bonnac.

27



4. Thesis Outline

Having explored the life of Radcliffe and looked at her writing in a brief way, one can
propose that Radcliffe’s specific utilization of the Gothic genre is not only an exercise of a
particulary expressive imagination, but also reflects the manifold social and political shifts in
the fabric of society. In this thesis | will examine her work as sites of contest in which older
patriarchal notions of gender roles are disputed and transformed in the form of heroines who,
in James Watt's words, “despite their popular reputations for shrinking passivity, are made to
stand up to the impositions of male tyrants, and, in particular, to resist arranged marriages”
(1999:104).

Central to this thesis is then the way in which Radcliffe’s works shape female identity as a
site of contest in the late eighteenth century. As several critics such as Nancy Armstrong
(1987) and Yael Shapira (2006) have shown, the idea of ‘female identity’ was synonymous
with that of female subjugation in the predominantly patriarchal society.Being female meant
being restricted by societal conventions to a domestic space as a form of social control. This
restricted social role epitomized being female, and directly affected their sense of identity.
Identity for women was not a connection to, and fashioning of the self, but rather a negation
of self in being defined and created by the male subject. E. J. Clery writes: “The common
picture we have of women in the Romantic period is one of concealment, restraint, fear of

criticism, self-censorship” (2004:1).

For Radcliffe, the Gothic genre afforded an avenue for reworking ideas about love, desire,
marriage and female identity as well as contributing to burgeoning debates around political
freedom that dominated European thinking in the aftermath of the French Revolution.
Landscape is also a site of contest in that it becomes an equalizer across gendered lines.
Landscape, as | will further elaborate in Chapter 3, is portrayed in Radcliffe’s novels not
merely as physical scenery or background to action, but is also a social and political space
that Radcliffe rewrites in her project of challenging these male dominions. | suggest that, in
placing a female within these landscapes, as Radcliffe does with her heroines, she allows her
heroines to master these spaces both practically and aesthetically. In this way, Radcliffe
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transgresses gender boundaries by generating a female experience of landscape that is outside

of the conventional domesticated experience.

Furthermore, | will argue that Radcliffe’s response to this contestation is complex and
contradictory. On the one hand her works reveal a reaffirmation of older eighteenth century
values as they pertain to the woman’s proper place. On the other hand, her works rewrite the
seemingly stable category of the domestic as a space of Gothic depth and turbulence. As we
will see in Chapter 2, Radcliffe destabilizes the domestic space through the removal of the
patriarch or by showing the domestic home to be a space of violence and turmoil. | will argue
that Radcliffe destabilizes the domestic in order to rewrite this space as a female domain.
Ultimately, it will be shown that Radcliffe’s heroines assume command of both the domestic

and outside spaces that exemplifies their independent identities.
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Chapter 2

Gothic Theory and Radcliffe’s Novels

1. The Rise of Female Authorship

The buried reality that lies not very far below the surface of the female gothic is the
sense that middle-class women can only experience the male-identified patriarchal
home as either a prison or an asylum. (Hoeveler, 1998:19).

One of the reasons why the Gothic, a relatively minor literary fad from the late eighteenth
century, still attracts attention of scholars today is that it can be read as a transgressive genre
throwing light on major social and cultural change, instead of merely light escapist fantasy
literature. | will in this chapter explore more carefully how the Gothic, in particular as it
manifests itself in Radcliffe’s novels, can be understood as articulating a powerful, yet veiled
critique of dominant structures of gendered power. The power of the Gothic to shock, to
destabilize -- in other words, its revolutionary potential -- is evident in Dobree’s remark that
Radcliffe’s Gothic romances were composed according to the “Terrorist System of Novel
Writing” (1998:1) The word ‘terrorist’ is a highly inflammatory word in our contemporary
context today because of its associations with fear, chaos, pain and terror as well as excessive
power. In the literary and social context of the Radcliffe’s times, the Gothic destabilized the
neo-classical tenets of order, stability and hierarchy that characterized this period. Radcliffe’s
work can be viewed in one way as having ‘terrorized’ the fabric of eighteenth century life by
challenging conventional power relations, especially as they pertain to gender. At times, it
also appears that Radcliffe’s novels challenge the hierarchical system of late eighteenth

century society by criticizing class difference.

Radcliffe’s novels should however not only be read simplistically as subversive cultural
documents. There are marked instances in her novels where Radcliffe appears to exemplify
the patriarchal status quo. This ambivalence threads itself throughout her works and forces a

fluid reading of her novels that defies set binaries of being either conventional or radical.
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Rather, Radcliffe appears to shift between the conventional and the radical. For example
unfettered aristocratic power is frequently the target of Radcliffe’s pen, yet her heroines
assume aristocratic privileges when they assume their property. This ambivalence, which is

so central to Radcliffe’s works, will be explored in more depth way in the following chapters.

As | have illustrated in my introductory chapter, Radcliffe, in her appropriation of the Gothic
genre, defies not only the ideologies concerning herself as a female writer, but most
crucially, transgresses eighteenth century conventions concerning gender inequality. Writing
at once outside of and inside the patriarchal world, Radcliffe fashions a female identity that is
challenging in its demand for reform. In other words, Radcliffe crafts female identity as a site
of contest within her novels. In a related argument | will also show that Radcliffe
subversively breaks from the male-authored representation of landscape within late
eighteenth century Romantic poetry by placing her heroines within these spaces to author
their own pastoral experiences and in doing so, they generate a female voice of landscape
description. Instead of locating women primarily in domestic spaces, as seen in the earlier
novelistic tradition (for exampl®loll Flanders(1722) and?amela(1740)), Radcliffe allows

her female heroines to traverse out-door spaces conventionally reserved for men. During the
course of Defoe’8oll Flanders(1722), the female protagonist is habitually confined to the
interior spaces of inns and boarding houses even though she transgresses conventional female
roles in other ways. Ironically, one of the only times she roams the city is when she is
disguised as a man and becomes a thief, courting danger. In this episode Moll Flanders is in
double danger because she is not only a criminal facing the threat of arrest, but is also an

independent woman trespassing on the male territory of outdoor spaces.

In Richardson’sPamela(1740), the female heroine’s movement is restricted to two spaces,
the house of the lady for whom she works and the Lincolnshire Estate of the squire where she
is literally under arrest. Pamela, in desperation to escape the constant threats to her virtue,
plans to escape through the garden gate. She reaches it, only to find that Mrs. Jewkes, the
squire’s servant, had changed the lock, effectively shutting her in. Pamela attempts to climb
the wall but it crumbles and a brick falls on her head. She sustains injuries that can be read as

punishment for attempting to escape the domestic confines of the house for the freedom of
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the outside. This idea is intensified when, robbed of her only chance of freedom, she is
tempted to commit suicide in the pond. Her thwarted escape and attempted suicide in the
pond of the garden is emblematic of the idea that women did not belong in outdoor spaces. In
both novels, the spaces that are occupied by the female protagonists reflect a particular kind

of spatially circumscribed female identity.

Although one can read these early novels in more complex ways than this brief account
allows, Moll Flanders appears to be punished for traversing the landscapes conventionally
reserved for men, and she is imprisoned in Newgate Prison. But she is also set free and is
wealthy towards the end of the novel. flamela the heroine is a servant who is inferior
because of her class as well as her gender. The male antagonist is an aristocrat who wields
almost limitless power. The interior space the heroine occupies is indeed her “prison”, a
space allegorically reflecting the subservient female identity prescribed by the male
antagonist as well as the greater society. But Pamela marries above her station in eventually
becoming Mr. B’s wife and achieves, by means of her virtue, a life that transcends social
conventions. The “prison” interior spaces of the houses she occupies do become reconfigured
spaces for a ‘newly’ empowered female identity. But this libe