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FOREWORD

RHAPS there is no other single writer in English

gterature whose name is associated with the rise of a

"school" so definitely as that of Horace Walpole.
The Castle of Otranto has been abused, criticized, praised,
and even laughed at; but scarcely any one has ever ques-
tioned its historical importance. Professor Raleigh speaks of
Walpole as "the inaugurator and, in some sense, thefounder
of aliterary movement that took Europe by storm";*W. L.
Phelps is no less emphatic and asserts that "The Castle of
Otranto . . . that threw England into a fever of excitement..
iS more responS| ble than any other one book for releasi ng
the flood of tales of mystery";* while Henry A. Beers, |n
his History of English Romanticism in the Eighteenth Century,?
quoting Leslie Stephen on Horace Walpole says, "His
initiative in literature has been as fruitful as his initiative in
art. The Castle of Otranto and The Mysterious Mother, werethe
progenitors of Mrs. Radcliffe's romances, and probably
had a strong influence upon the author of Ivanhoe." And
even Miss Birkhead in her more specialized work on the
terror novel comments on the significance of The Castle of
Otranto ‘because of its power in shaping the destiny of the
novel."* In face of this chorus of critical opinion—and
instances can be multiplied considerably—an attempt to
estimate the influence of Walpole's Gothic story stands in
need of no justification. But even if it did, another and a
better reason is not lacking.

During the last decade or so, considerable attention has
been paid to the Gothic romance, and among the works on
the subject, those of Eino Railo,> and Edith Birkhead stand

! Walter Raleigh: The English Novel, 1903, p. 226.

W|II|am Lyon Phelps: The Advance of the English Novel, 1919, p. 84.
Henry A. Beers: History of English Romanticism in the Elghteenth Century, 1899,

4The Tale of Terror, 1921, p. 20.
*The Haunted Casile, 1927.
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Xii FOREWORD

out conspicuously. But the study has been concentrated
mostly onthe theory of theTerror Novel, on its constituent
elements, on its staging and artistic paraphernalia. Little
remains to be added with regard to what the terror novel
actually was; but from the historical point of view there is a
deficiency. The work of Miss Birkhead, the more historical
of the two, summarizes nearly three decades following the
publication of The Castle of Otranto, thus:

"The enthusiasm which greeted Walpole's enchanted
castle [1764] and Miss Reeve's carefully manipulated ghost
[1777], indicated an eager desire for a new type in which
the known and familiar were superseded by the strange
and supernatural. To meet this end Mrs. Radcliffe suddenly
came forward [1790-94] with her attractive store of mys-
teries, and it was probably her timeIP/ appearance that saved
the Gothic tale from an early death."

The dates certainly are significant.

To the above list we have only to add the names of Sr
Bertrand, A Fragment (1773), and The Recess (1783), and we
exhaust the works of the thirty years after the publication of
Walpole's story dealt with in these studies.” Therefore, if
any further justification for tracing the influence of The Castle
of Otranto were needed, it is provided by the vagueness that
still envelops the beginnings of Gothic romance, the period
in which the influence is first likely to show signs.

It is dso important to explain what interpretation is put
on this word "influence." I1f we wereto interpret it in awide
and vague sense, and include in this survey all the books
which had a generic affinity with Walpole's Gothic story,
then the subject of this work might well change its title and
claim for itself the wider designation, "The History of the
Terror Novel." This is not the real object. If, on the other
hand, the words were narrowed to mean only parallel-
isms and direct borrowings, then the subject might be
reduced to a consideration of half-a-dozen works of fiction
only. But influence certainly means more than that.

The Tale of Terror, 1921, I I |, p. 38.
2Some titles have been added to the above mentioned worksin J. M. S. Tompkins"
The Popular Novel, 1770-1800, a book published since the above was written.



FOREWORD Xiii

Immortality is not an attribute of the gods of Taste.
They have their day and cesse to be. After a time men
weary of a literary movement also; its force gets spent; and
the germs of change infect the air. New ideals are sought to
replace old ones. The "age psychology" represents a nebu-
lous and shapeless mass of discontentment. At that critical
moment, the initiative of one sympathetic personality or work
can strengthen and illumine and give unconscious direction
to this potential energy. A precedent of departure, a line of
action is necessary to inspire and give courage to the timid
and the vacillating. And if the lead be followed, we can say
that, until the moment when phases of the archetype have
evolved to the stage of common conscious literary property,
any fresh production developing the plot, style, or suggestion
of the stimulant source reflects the "influence" thereof. It is
in this sense that the word is interpreted in the following
pages. The work does not aim at being a history of the terror
novel up to 1820; nor isit amereenumeration of plagiarisms.

To show how and in what direction The Castle of Otranto
started to exercise an influence; to trace its first manifes-
tations and its gradual rise; and to indicate when and why it
ceased to be an active creative force; in short, to estimate the
real significance of The Castle of Otranto and the place
it occupied in the period 1764-1820 is the object of the
present study.






CHAPTER |

HORACE WALPOLE AND "THE CASTLE OF OTRANTO"
A GENERAL INTRODUCTION

T is desirable in estimating the historical importance of

any literary work to form an idea of its background. But

when the work is supposed to have initiated something,
inaugurated a new era, given an impetus to effort in new
directions, this becomes indispensable. Old and New are
terms of comparison. We cannot understand the one with-
out a knowledge of the other. And to appreciate fully the
significance of The Castle of Otranto we must connect it with
the past and trace its antecedents. The tricks of light and
shade, colour andline, which are best revealed by looking at a
picture in perspective, areentirely lost in atoo close scrutiny.
It will therefore only be meet to give a perspective of
tendencies in fiction when Horace Walpole wrote his famous
novel.

The history of English fiction from the end of the
seventeenth century to the middle of the eighteenth is the
history of the rise of realism and the decreasing popularity
of romance. A change was taking place in the general
outlook. The spirit, which resulted in the formation of the
Royal Society and the utilitarian philosophy of Hobbes,
influenced literature aso in almost all its phases. In spite
of their extreme popularity, the ponderous romances of La
Calprenéde and Scudéry which were translated in the
sixteen-fifties never struck root in the English soil. Fiction
in England was taking a different course. Mrs. Behn, her
successors Mrs. Manley and Mrs. Haywood, Swift and
Defoe, and the periodical essayists were paving the way
for the great mid-eighteenth century quartette. And if it be

B 1



2 HORACE WALPOLE

true that the novel proper as distinguished from romance
needs " a sophisticated, self-conscious, critical society,"!
about the middle of the century the time for its appearance
was certainly ripe. Accident favoured the appearance. A
meddling bookseller with a passion for preaching and with
years of experience in penning amatory epistles for love-sick
women, was asked by friends to give to the world a series of
Familiar Letters. The suggestion was taken up; memory
yielded an incident of real life heard years ago; and the
bookseller, to use his own word, "slipped" into the author-
ship of a best-seller. This happened in the year 1740,
when Pamela was born. But this was only one part of the
picture. Pamela was to have a cousin soon. The hot-house
morality of Richardson's sophisticated vestal went against
the grain of the robust and full-blooded Fielding. The
result was Joseph Andrews in 1742. Realistic fiction which
had been making an insidious progress since the end of the
seventeenth century was at once raised to unprecedented
perfection and dignity. The years 1740 to 1760 that wit-
nessed the appearance of nearly all the works of Richardson,
Fielding, Smollett and Sterne, are perhaps the most decisive
in the evolution of the English novel. Thevictory of realism
was complete. So great was the vogue of this new type of
fiction (and the list of novels given in the Preface to George
Colman's Polly Honeycombe in 1760 gives a fairly accurate
idea of the most popular reading of the period), that in the
Prologue we are informed,

" Cassandrds Folios now no longer reed,
S Two Neat Pocket Volumes in their stead.”

The publication of The Castle of Otranto only four years
later strikes one as entirely out of joint in this setting.

But there is another side to the question. Romance and
idealism are hard to kill, and allowance must be made for
a satirist's exaggeration. While the school of common sense
was dominating literary ideals, romances found no champion
to espouse their declining cause. On the contrary, to beat
the last signs of life out of a dead horse, a stalwart like

'E. A. Baker: The History of the English Novel ,1924, |, 22.



GENERAL  INTRODUCTION 3

Warburton was not unwilling to take up arms, and to the
second edition of Jarvis's translation of Don Quixote (1749),
is added a supplement on romances by the "learned writer,
well known in the literary world." The old romances are to
the doctor only "a strange jumble of nonsense and reli-
gion";! they represent to him nothing more than "fooler-
ies" fuII of "the monstrous embellishments of enchant-
ments" ;> and in another place he thinks them the product of
"barbarous’ times.’ This, as a matter of fact, was the
accepted view about the Middle Ages and their products.
Thefirst sentence in Hurd's Letters on Chivalry and Romance
(1762) runs: "The ages, we call barbarous, present us with
many a subject of curious speculation.” But in spite of the
onslaughts of Warburtonian and other criticism, there is
reason to believe that the number of those people who
paid the deeper and unconscious homage of reading and
thoroughly enjoying these romances was by no means
negligible. Romance may have lost her beautiful plumage,
her glory, and her status, but she retained nevertheless her
dominion over the hearts of men—and particularly women
—of the time. Chivalric romance may have ceased to be a
living vital type—the ground long left fallow*—but there
were people who could not away with romance, In Leon-
ora'slibrary, which the Spectator visited in 1711, to deliver
a letter from Sir Roger, he found Cassandra, Cleopatra,
Astraea, The Grand Cyrus, with a pin stuck in one of the
middle leaves, Pembroke's Arcadia, and Clelia, which
opened of itself in the place that describes two lovers in a
bower. The Female Quixote appeared a year after Fielding's
Amelia and Smollet's Adventures of Peregrine Pickle. On the
positive side, it is one more instance of the rise of the
rationalist spirit and of the disrepute into which romance
was falling. But people do not satirize fashions absolutely

A part of this supplement was reproduced in the notes to Love's Labour's Lost
in his later edition of Shakespeare. ?|bid.

*The Works of Pope, ed. Rev. Lisle Bowles, 1806, |V, 182. Note by Warburton.

*I't is interesting to note that as late as 1736 appeared Celenia: or, The History of
Hyempsal, King of Numidia. That it was published anonymously is also signifi-
cant. E. A. Baker callsit "abelated attempt to resuscitate an effete style. TheHistory
of the English Novel, 1929, I | | , 33.

®No. 37, April 12, 1711.



4 HORACE WALPOLE

dead, and in spite of Clara Reeves remark that "the book
came thirty or forty years too late,"* Mrs. Lennox's novel is
indirectly the best evidence that even about the year 1752,
there were people left to whom Cleopatra, Cassandra,
Clelia, and The Grand Cyrus (a few books from the herome
Arabella'slibrary), werestill asource of great interest.” Even
the sedate Dr. Johnson was immoderately fond of reading
romances of chivalry in his childhood. The person who said
that only afool read abook "through," forgot hisown maxim
and read, only a few months before The Castle of Otranto
came out, the folios of the Spanlsh romance, Felixmarte
of Hircania, from cover to cover.>* And Walpole himself, as
we shall see, had a most deC|ded predilection for these
"voluminous extravagancies."* Therefore, it ispossible in a
sense, to perceive an unbroken chain in the continuity of
prose romance. Tales of chivalry of the thirteenth and
fourteenth centuries were no doubt amost unknown;
but the so-called "sentimental-pastoral-heroical” romances
of the seventeenth were by no means wholly extinct. The)é
dragged on at least a country-house existence, if not more,

where the unsophisticated still shed tears over the pages of
The Grand Cyrus and Clelia. The stream continued to trickle
unobtrusively. What makes the hiatus seem so marked—and
at first sight The Castle of Otranto does seem a bolt from the
blue—is the sudden appearance of a brilliant constellation of
realistic novelists, with life for the basic texture of their
works. And it is this aso which makes one wonder what
prompted Walpole to write his Gothic story, when there
were scarcely any signs in fiction of a revival of romance®;

when the times, popular taste and critical opinion, were all
against the attempt, especially when the popularity of
Richardson and Fielding was still growing and the moment

Clara Reeve: The Progress of Romance, 1785, | | , 6.

2Mrs.Lennox: The Female Quixote, 1752, I, 70.

®Boswell's Life of Johnson, ed. G. Burbeck Hill, 1887, I, 49.

“The Works of Pope, ed. Rev. Lisle Bowles, 1806, |V, 183. Note on Romances by
Warburton.

®Burke confessed in the House of Commons that a very favourite study of his
childhood had been the old romances, Palmerin in England, and Don Beliarus of
Greece, Boswell's Life of Johnson, ed. G. Burbeck Hill, 1887, I, 49, Note.

® eland's Longsword (1762) must be mentioned as an exception.



GENERAL INTRODUCTION 5

of a reaction was not yet ripe. For a possible explanation of
this question, one has to turn to Walpole himself.

The chameleon personality of Walpole presents a most
baffling problem to those who try to reduce it to a logical,
close-reasoned analysis of character. He admired Gray,
but wrote of his Runic poems, "who can care through what
horrors a Runic savage arrived at all the joys and glories
they could conceive, the supreme felicity of boozing ale
out of the skull of an enemy in Odin's hall":! he disliked
Thomson and Akenside, stated that "Pope and poetry are
dead,"? but had a real appreciation for The Reliques of An-
cient Poery, for old ballads, and for Milton; he compared
Dante with "a Methodist parson in Bedlam,"® pronounced
A Midsummer Night's Dream "forty times more nonsensical
than the worst translation of any Italian opera-books,"* but
himself wrote The Castle of Otranto. His "passionometer”
was susceptible of sudden changes. It was with some justi-
fication that he called himself Ariel. This capricious side of
his nature has led some, at the head of whom stands Macau-
lay, to an absolute denial of character in Walpole. "His
affectation is so habitual and so universal that it can hardly
be called affectation. The affectation is the essence of the
man."®> But easy summaries and clear-cut analyses of
character are a snare. There is one factor in human nature
which must aways be reckoned with—namely, the feasi-
bility of contradiction. Theestimate by Macaulay is unjust.
A germ of truth in it there may be, but it is truth exaggerated
to the point of contortion. In spite of all the contradictions
in Walpole's opinions, it is possible for us to notice one or
two predominant traits in his character. Strawberry Hill was
no mere superficial affectation, though affectation may have
been its beginning. It came to be the main, all-absorbing

! etters of Horace Walpole, ed. Mrs. Paget Toynbee, VI 1, 175.

% |bid, I'1, 181.

®1bid., X | | ,274.

“1bid., 111, 288.

®Horace Walpole, by Macaulay. Traveller's Library, 1852, Vol. X I X, p. 19.
First published October, 1833.



6 HORACE WALPOLE

interest of his life. Other hobbies may have come and gone,
but the Gothic castle, and all it represented, went on for
ever! The creator of Strawberry reveads to us a side of his
personality in which one perceives a certain disgust with his
surroundings, a desire for imaginative expansion and
release, alight and airy fancy.

This trait is perceptible even in the activities of his
boyish days. Writing to George Montagu from Cambridge
in 1736, he said,

" Dear George, were not the playing fields at Eton food for all
manner of flights? No old maid's gown, though it had been tormented
into all the fashionsfrom KingJamesto King George, ever underwent
so many transformations as those poor plains have in my idea. At first
| was contented with tending a visionary flock, and sighing some
pastoral name to the echo of the cascade under the bridge. How happy
| should have been to have had a kingdom only for the pleasure of
being driven fromiit, and living disguised in an humble vale! As 1 got
further into Virgil and Clelia, | found myself transported from
Arcadia to the garden of Italy; and saw Windsor Castle in no other
view than the Capitoli immobile saxum."*

Y es; the romances of Scudéry were devoured by the four
members of the "Quadruple Alliance"—Horace Walpole,
Thomas Gray, Thomas Ashton, and Richard West—at
Eton. Walpole's love for them long outlived his school days
and had a lasting effect on him. Six years later he again
refers to Scudéry's works. This time his angle of vision
appears unromantic, his attitude satirical.

" At last the mighty monarch does not go to Flanders, after making
the greatest preparations that ever were made but by Harry the Eighth
and the authors of the Grand Cyrus and the illustrious Bassa: you may
judge by the quantity of napkins, which were to the amount of nine
hundred dozen—indeed, | don't recollect that ancient heroes were
ever so provident of necessaries, or thought how they were to wash
their hands and face after avictory."?

But this is only a letter-writer's pose and not a real ex-
pression of feelings. It is a mannerism, one phase of Wal -
pole's epistolary technique. A professional wit's letters are
not his confessional. The sneaking regard which he had for

"Letters, 1, 12. 2Ibid., I, 288.



GENERAL INTRODUCTION 7

romances made these absurdities aso a source of delight to
him as compared with the sober rationalism of his sur-
roundings.

Four years later he wrote to Conway, "now, if one has a
mind to be read, one must write metaphysical poems in
blank verse, which, though I own to be still easier, have not
half the imagination of romances, and are dull without any
agreeable absurdity. Only think of the gravity of this wise
age, that have exploded Cleopatra and Pharamond, and
approve The Pleasures of the Imagination. . . . "

It is this side of Walpole which led him to the past, to
archaeological studies and resulted in the development of his
medieval interests. Failure in politics, his father's downfall,
the influence of Gray and Cole, strengthenedthe tendency,
and as Oswald Doughty in his admirable essay on WaIPoIe
expresses it, he was "a spiritual exile in his native land.”
was not in sympathy with his times. His opinions on con-
temporary novelists are particularly interesting from our
point of view. Richardson's work he characterizes as "those
deplorably tedious lamentations, Clarissa and Sr Charles
Grandison, which are pictures of high life as conceived by a
bookseller, and romances as they would be spmtuallzed by a
Methodist teacher."® "Fielding," he said, "had as much
humour, perhaps, as Addison; but, having no idea of grace,
is perpetually disgusting."* Trlstram Shandy was dubbed
with the epithet "tiresome. "> Making alowance for his
natural carping attitude, there is certainly a consistent lack of
sympathy with contemporary realistic fiction. He was sensi-
tive and fastidious. The man to whom country house exist-
ence afforded only "lamentable proofs . . . of the stupefying
qualities of beef, ale, and wine" and who saw in the men
there only "mountains of roast beef . . . just roughly hewn
out into the outlines of human form,"® was hardly likely to
be pleased with the realism of Fielding and Smollett. While
at Eton he had been given the sobriquet Celadon, probably,
as has been suggested, after the character of that name in

Letters |1, 248,
Castle of Otranto, ed. Oswalq Doughty 1929, Introductlon p. XXii.
S eters V1, 163. bid, |1, 281

®bid, V11, 175. 5Ib|d | 372.



8 HORACE WALPOLE

D'Urfé's Astraea, and he dreamed of becoming a swain in
Arcadia.

This "fish out of water" feeling led him to concentrate on
Strawberry Hill. How his ideas on the Gothic altered and
his love for it developed is interesting. In 1738, he wrote a
poem "I n Memory of King Henry the Sixth," and talking
of Eton College Chapel, he regrets that

"Artand Paladio had not reach'd the land
Nor methodisd the Vandal builder's hand."

Even up to 1743, when he wrote his Aides Walyolianae, he
criticized the colourlng of the Florentine school of painting
as "gawdy and gothic. "1 But by 1750, he boldly announced,
"l am gomg to build a little Gothic Castle at Strawberry
Hill." A new chapter in the life of Walpole begins. The
fourteen years that were to elapse before the inception of
The Castle of Otranto are full of architectural activities and
enthusiasm about the miniature castle. "One has a satisfac-
tionin |mpr|nt|ng the gloomth of abbeys and cathedrals on
one's house . . he wrote to Horace Mann in 1753.°
reply to aletter from George Montagu, hesaid, "I thank you
too for the offer of your Roman correspondences, but you
know | have done with virtu and deal only with the Goths
and Vandals."* The romantic ideals of a literary mind are
being realized in actual life at Strawberry. George M ontagu
is again the recipient of letters which show that his mind
about this time was full of buried manuscripts, of valuable
documents concealed behind Gothic wainscot.> With a
feeling of prlde he speaks of himself as the "seneschals of
those castles"';® and to Conway in 1755 he wrote, "I give
myself the airs, in my nutshell, of an old baron, and am
tempted almost to say with an old Earl of Norfolk . . .,

"When | am in my cadle of Bungey,
Situate upon the river Waveney,
| necarefor the King of Cockney.

By 1762, Walpole's pretensions about Strawberry have
increased and he invites Thomas Warton to pay a visit.

2,fEdes Walpdianag, 2nd Ed 1752. Introduction, XQV.
Leters | 1,423 Ibbld I11, 151, I bid., 111, 140.
Sbid., 111, 107-8. Ibid., I11,255.  Tlbid, 11, 346.

n’7



GENERAL INTRODUCTION 9

"Y ou would see some attempts at Gothic, some miniatures
of scenes which | am pleased to find you love.—Cloisters,
screens, round towers, and a printing house, all indeed of
baby dimensions, would put you alittle in mind of the age
of Caxton and Wynken. Y oumi ght play at fancying yourself
in a castle described by Spenser."!

The transmon to the publication in 1764 of The Castle of
Otranto?, a Gothic story, supposed to have been printed in
black Ietter found in the library of an ancient family and
dealing with the darkest ages of Christianity, with miracles,
visions, necromancy, and dreams, is perfectly natural. To
qguote an oft-quoted passage once more, Walpole wrote to
Colein March 1765,

"Shall | even confess to you, what was the origin of this romance?
| waked one morning in the beginning of last June, from a dream, of
which, all | could recover was, that | had thought myself in an ancient
castle (a very natural dream for a head filled like mine with Gothic
story), and that on the uppermost banister of a great staircase | saw
a gigantic hand in armour. In the evening | sa down, and began to-
write, without knowing in the least what | intended to say or relate
The work grew on my hands, and | grew fond of it. .. ."3

Herein lies the explanation of the problem which pre-
sented itself in the last section; namely, the publication in
1764 of a medieval romance when the popularity of Rich-
ardson and Fielding was still on the increase. The Castle of
Otranto was not a conscious reaction against realistic fiction;
it was the product of a side-track of romanticism—the
Gothicbuilding of Walpole.

Al the motives which Walpole was inclined to read into
his attempt after the rapid sde of the first five hundred
copies are after-thoughts. The clams are varied and
inconsistent. Hewroteto Dr. Warton, in March 1765, say-
ingthat hls"tr|fle " "to say thetruth, was begun without any
plan at all."* A week earlier he had described the origin of
the romance in the letter to Cole. Only two days after writ-
ing to Dr. Warton, he said to Elie de Beaumont, "Forgive

Letters, V, 237-38.

2First advertmd in The London Chronlcle XV 1, 606. December 22-25, 1764.
SLetters, V I, 195. “Ibid., VI, 198.
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me if | add that Richardson had, to me at least, made that
kind of writing insupportable. | thought the nodus was
become dignus vindice, and that a god, at least a ghost, was
absolutely necessary to frighten us out of too much senses.
When | had so wicked a design, no wonder if the execution
was answerable."! Such statements must obviously be taken
with a grain of salt. The contradiction is too glaring. The
very diffidence of Walpole in publishing his story as a trans-
lation by "William Marshal, Gent., from the Original
[talian of Onuphrio Muralto,"” shows that his was not the
courage of the enthusiast or reformer; rather the timidity of
a child who is half-ashamed of having given publicity to a
wild dream. Walpole's medieval activities, especialy archi-
tectural activities, are the real parent of his goblin tale. In
this sense, Walpole's story does not fal in the direct line of
development. Idyllic yearnings, love for heroic romances,
Shakespeare, Spenser, provided a receptive soil; dissatisfac-
tion with contemporary novels may have strengthened the
native receptivity; but the vital spark came from Straw-
berry. The Castle of Otranto is not a direct revolt; it is an
interesting literary document, an unconscious forecast of
things to come. The influences round the child's nativity
have left their mark indelibly on the physique, structure, and
characteristics of their offspring.

The sdf-consciousness of Walpole, his remarkable
loquacity, combined with his wide and various circle of
correspondents, have left us a quantity of critical opinion on
The Castle of Otranto from his own pen. But out of all these
remarks those contained in the short introduction to the first
anonymous edition are the most interesting and also perhaps
the most reliable. Here he is not puffed up with success,
propounding inflated theories, or manipulating motives to
place his tale in the best light possible. A writer criticizing
hiswork, or giving ajustification of it, behind the mask of
anonymity and with the fear of the public still before himis

letes VI, 201
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more likely to speak dispassionately and modestly and to the
point than after the work has met with some success. This
preface, apart from the interest of the fictitious manuscript
device which was to gain wide currency later and WhICh
seems to have been suggested by awork of Samuel Croxall,*
is remarkable for three statements.

1. Apologizing for the "air of the miraculous" in his
novel, Walpole lays stress on the desire for historical colour-
ing as hisjustification. An author who omits all mention of
the supernatural, he says, would not be faithful to the
manners of the Middl e Ages.

2. He points out specifically that Terror is the author's
principal engine.

3. He draws the reader's attention to the structure of his
story. " There is no bombast, no similes, flowers, digres-
sions, or unnecessary descriptions. . . . Never is the reader's
attention relaxed. The rules of the drama are almost observed
throughout the conduct of the piece.”

These points, combined with the sentence in the Preface
to the Second Edition, that "it was an attempt to blend the
two kinds of Romance, the ancient [by ancient romance
Walpole means the heroic romances] and the modern,"
sum up the general principles on which the taleisbui It

The actual plot of The Castle of Otranto is simple.®> Man-
fred, Prince of Otranto, has two children—Conrad and
Matilda. Isabella, the daughter of Marquis Frederic of
Vicenzawho isreputed to be dead, is betrothed to Manfred's
son Conrad. On the day the marriage is to take place, and

YIn 1721 was published a work entitled " The Secret History of Pythagoras. Part I.
Translated from theoriginal copy lately found at Otrantoin Italy. By J.W.M .D."
An edition of this work came out as late as 1751. In spite of Walpole's statement
that "it was not till the story was finished that he looked up into the map of the
Kingdom of Naples for a well-sounding name and that of Otranto was sonorous,”
the similarity between the title of Walpole's story and his manuscript device and
that of Samuel Croxall is so remarkable that it ssems not at all unlikely that Walpole
knew the book or had, at least, heard of it.

The Castle of Otranto, 2nd Ed., 1765, Preface, p. vi.

*Alice M. Killen in her Le Roman Terrifiant ou Roman Noir (1915), p. 15, note ii,
has pointed out thesimilarity between the Manfred of The Castle of Otranto and the
Manfred of history. The points of resemblance have been summarized in Oswald
Doughty's edition of the novel. This is added testimony in favour of the suggestion
previously made that Walpole did not just look into the map of Italy for a high-
sounding name after the story had been written out, but that he had some fore-
knowledge of Otranto and its history. {Vide, note 1)
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all arrangements are complete, a servant rushes into the
chapel, dumb with terror. A mighty helmet, a hundred
times more large than any worn by human being, has
suddenly crashed into the courtyard and killed Conrad. An
ancient prophecy was said to have pronounced that "the
Castle and Lordship of Otranto should pass from the present
family, whenever the real owner should be grown too large to
inhabit it";* and the portent so engrosses Manfred's atten-
tion that he does not seem to be much affected by the death
itself. Meanwhile a peasant named Theodore comments on
the resemblance between the helmet in the courtyard and
the helmet on the head of the statue of Alfonso the Good, a
former ruler of the principality of Otranto, in the neigh-
bouring church of St. Nicholas. This comment inexplicably
drives Manfred into a rage. He suddenly orders, "Take
care of the lady Isabella."® Without noticing his wife,,
Hippolita, or Matilda, his daughter, he sends for Isabella
and offers himself in marriage in place of the dead Conrad.
"My fate depends on having sons," he says.* Isabella, dis-
gusted and terror-struck, makes her escagpe from the castle
and takes refuge in the convent near by. Manfred suspects
the peasant Theodore of having helped her in her escape.
Meanwhile Father Jerome of St. Nicholas's Monastery has
been informed by Isabella of Manfred's designs and his
desire to get a divorce from Hippolita. Disapproving of the
proposal, and intending to gain time, Father Jerome aso
throws an indirect hint of an understanding between Theo-
dore and Isabella. Enraged with jealousy, Manfred orders
the execution of Theodore. At this critical moment, as the
youth kneels down to say his last prayers, his shirt dlips
down and Father Jerome cries "Gracious heaven! what do |
seel it is my child! my Theodore" ;* the mark of a bloody
arrow below the shoulder had caused this exclamation..
Father Jerome turns out to be the Count of Falcanora.

While this is passing, a trumpet suddenly sounds; the
sable plumes of the big helmet nod; and a herald from "the
knight of the gigantic sabre" delivers a message to Manfred,

»The Castle of Otranto, 2nd Ed., 1765, p. 3. *Ibid.. p. 6.
3Ibid., p. 18. *Ibid., p. 83.
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calling on him to deliver Isabellaand aso the principality of
Otranto to its proper owner. Lord Frederic, the nearest of
blood to the last rightful lord Alfonso. Manfred tries to
settle matters amicably by suggesting a marriage between
Isabella and himself. While the negotiations with the
knights are on foot, the news of Isabella's flight from the
convent aso is brought. The knight of the gigantic sabre at
this instance of Manfred's dissimulation breaks away from
Manfred and rushes out in search of Isabella Meantime,
Matilda, who felt strongly attracted towards Theodore and
who had fallen in lovewith him because of the resemblance he
bore to the picture of Alfonso in the gallery, releases him
from captivity in the black tower. He meets Isabella fleeing
from the convent. When the knight, also in quest of Isabella,
approaches the place of their retreat, Theodore mistakes him
for one of Manfred's emissaries in pursuit. A fight ensues.
The knight is wounded; and struggling for utterance, he
sys to Isabella, "Then thou—then thou—seest—thy
fathe—"* He was Lord Frederic in person released
from infidel durance in the Holy Land, and returned to save
Isabella, who, he had been told in adream, was in danger.
Manfred tries to secure his position by a double marriage
—between Isabella and himself, and Frederic and Matilda.
Whilethis plan is hatching and Hippolitais on the point of
consenting to a divorce, three drops of blood fall from the
nose of Alfonso's statue. "Behold!" says Father Jerome,
"mark this miraculous indication that the blood of Alfonso
will never mix with that of Manfred!"® The story aided by
supernatural agency moves swiftly on after this. Frederic,
whose infatuation for Matilda made him anxious for a
marriage with her, seeks Hippolitato find out if she would
really consent to a divorce from Manfred. But the fleshless
skeleton of the hermit whom he had seen in the Holy Land
suddenly admonishes him to "Forget Matilda!" The
strange stories about rattling armour and giant arms and
legs which the domestics report to have seen aso influence
him to alter hismind. An evil destiny seems to hang over the

The Castle of Otranto, 2nd Ed., 1765, p. 127.
’bid., pp. 164-5.
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house of Manfred. The sight of Matilda had made Theodore
drink deeply of the passion of love and he goes to the tomb
of Alfonso to say his prayers; accidentally M atildatoo comes
there to intercede for her father and herself. Manfred, whose
jealousy had induced him to have the movements of Theo-
dore watched, receives a message that at that moment some
lady from the castle is in conference with Theodore in the
Church of St. Nicholas. On his arrival at the spot, the first
words which greet his ears are, "Does |t alas! depend on
me? Manfred will never permit our union."* Thinking it was
Isabella, he stabs his own daughter. Saint Nicholas had
promised Ricardo, an ancestor of Manfred's who had
murdered Alfonso, that his posterity should reignin Otranto,
until therightful owner should be grown too large to inhabit
the castle and as long as issue male from Ricardo's loins
should remain to enjoy it. Conrad was already dead. As soon
as Matildabreathes her last, a clap of thunder and the clank
of more than mortal armour is heard. The prophecy is about
to be fulfilled. With Theodore's appearance in the court-
yard the walls of the castle fall; the form of Alfonso, dilated
to an immense magnitude, appears in the centre of the ruins.

"Behold in Theodore the true heir of Alfonso!"? Saying this
the vision vanishes in a blaze of glory. It appears that
Alfonso, while shipwrecked on an island, had married and
left his wife pregnant. Having died before he could
acknowledge her, the child of their marriage grew up in
obscurity and ultimately married Count Falcanora. Theodore
was the fruit of that union. Hippolitaand Manfred retire to
a convent; and Theodore finally marries Isabella, persuaded
he could know no happiness but in the society of one with
whom he could ever indulge the melancholy that had taken
possession of his soul after Matilda's death. Thus are the
lines engraven on the gigantic sabre which Lord Frederic
had dug up in Holy Land aso fulfilled.

"Where €er a casgue that suits this sword is found,
With perils is thy daughter compassd round.
Alfonso's blood alone can save the maid,
And quiet a long restless Prince's shade."*
g'l'he Castle of Otranto, 2nd Ed., 1765 p. 186. 2bid., p. 195.
Ibid., 1765, p. 134,
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The application of modern standards of criticism to The
Castle of Otranto will, from our point of view, be out of place.
In judging its historical importance, it is more relevant to
consider what the novel actually represented in the eyes of
its contemporaries. For us, the ideas and theories of Wal-
pole have more significance than his achievement in their
execution. Writing to Dr. Warton, Walpole said that his
novel aimed at combining "the marvellous of old story with
the natural of modern novels."! The book reveas these
dual characteristics. The latter element in the novel is the
method of handling character and dialogue. Manfred is a
gloomy and austere tyrant; but still "not one of those savage
tyrants who wanton in cruelty unprovoked."? Matilda is
represented as the dutiful daughter with a melancholy cast
of mind, who, if she had her way, would spend her days in a
convent. Isabella is of a livelier cast. Theodore, "with large
black eyes, a smooth white forehead, and manly curling
locks likejet,"* is a real hero, with hero-like qualities. He
is bold and noble and generous and melancholy and sighs
aways for others. Hippolita is a monument of patience;
silent, long-suffering, pious. All this was nothing new or
original. The characters are mostly stock-figures. Contrasted
with these puppets of high life are the domestics in the story.
Diego and Jaques and the loquacious maid Bianca have
their originals, as Walpole acknowledged, in Shakespeare.
The actions of the actors are intended to be within bounds of
reason, and here "the natural of modern novels" comes to an
end.

To give play to the resources of fancy Walpole turned to
ancient romances. He had, as we have seen, a tender
regard for the works of Scudéry and the Heroic school. His
letters show that he also knew the Arcadia of Sidney. And
this, if a suggestion may be made, seems to have been the
source of a part of the supernatural element in The Castle of
Otranto. The origin and the key of the whole plot in both isa
prophecy of things to come. In the Arcadia the oracle pre-
dicts strange events, which on the surface are sensdess. In

Letters, VI, 198.
2The Castle of Otranto, 2nd Ed., p. 34. ®Ibid., pp. 49-50.
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The Castle of Otranto similarly the prophecy is mysterious.
The story of the Arcadia is the gradual, unrelenting fulfil-
ment of all the predictions of the Oracle, in spite of King
Basilius's efforts to prevent their materialization. The Castle
of Otranto also is based on Manfred's fruitless attempts to
ward off his destiny and the realization of the prophecy. The
giant and his leg and armour of the prophecy itself, | think,
probably owe much to Count Anthony Hamilton with
whose works Walpole was quite familiar. In the tale en-
titled "The Four Facardins,” one of the adventures of
Facardin of Mount Atlas is a fight with "an enormous
giant," who had avery long nail on the toe of his right foot.
Facardin, injured by this nail, gets infuriated and lops off
the leg to whose foot the nail is attached. The giant falls.
"Hisfall was like that of atower and the earth trembled as
he touched it."* Facardin's attention is diverted for some
time, but when he returns he finds that the giant has dis-
appeared and carried his leg away with him. Walpole wrote
to Cole about the big hand in armour which he saw on the
banister of the staircase; but while enlarging on the sug-
gestion of the dream, he probably had recourse to Count
Hamilton for the supernatural. What gives further credence
to this suggestion is the similarity in the handling of the
material by these two writers. The same naive simplicity
is characteristic of both. It is a "supernatural™ in which
atmosphere and suggestion play no part. The crude
machinery of the tales belongs to that ideal world of fancy
in which there is no necessity for a correspondence between
effect and cause, and where there is no verge to probability.
Things happen in The Castle of Otranto and there is an end
toit.

This was the nature of Walpole's debt to his environ-
ment, to contemporary fiction, to romances and Shake-
speare. If, however, The Castle of Otranto contained nothing
more than this, it would scarcely be worth considering and
would certainly not have had any influence on the English
novel. Thusfaritisold property, ill-balanced, ill conceived.
But Walpole's innovation comes in with the fire that welds

Fairy Talesand Romances, by Count Anthony Hamilton, 1849, P. 21.
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these ingredients together. As Strawberry Hill was the direct
inspiring force supporting Walpole'sflight, it also proves the
important fusing, co-ordinating factor inside the actual novel.
His Gothic castle provides the stage as well as the setting
for the story, and the statement is true in aliteral sense.

With asilent chuckle up his deeve and the air of a person
telling atruth when conscious that no one is really believing
him, Walpole wrote in his first preface, "Though the
machinery is invention, and the names of the actors imagin-
ary, | cannot but believe that the groundwork of the story is
founded in truth. The scene is undoubtedly laid in some real
castle. The author seems frequently, without design, to
describe particular parts. . . . Curious persons, who have
leisure to employ in such researches, may possibly discover in
the Italian writers the foundation on which the author has
built."! He was even more explicit when he said later of
Strawberry that it was "avery proper habitation of, as it was
the scene that inspired, the author of the Castle of Otranto."?

But ever since Lady Craven sent Walpole a drawing of the
real castle in 1786, "curious persons who have leisure to
employ in such researches’ have gone further and further
from what seems to have been the truth. A comparison be-
tween The Castle of Otranto and Strawberry Hill affords
evidence amounting to proof that the stage of action in
Walpole's mind while writing the story was his own house.
A detailed comparison will of course be out of place here,
but a few instances adduced to support the statement will
not be irrelevant. The gallery, round tower, and the great
cloister at Strawberry were all built before the publication of
Walpole's novel and they are incorporated in the tale.

(a) The walls of the gallery in Walpole's house were lined
with "chairs, settees, and long stools."®* There were also
pictures on the walls. In The Castle of Otranto we find three
separate instances corresponding to these fittings. "When
they came to Manfred, who was walking impatiently about
the gallery, he started and said hastily, 'Take away that light,

The Castle of Otranto, ed. Oswald Doughty, 1929, p. Ixxiii.
A Description of the Villa of Mr. Horace Walpole, 1784, Preface, p. iii.
%bid., 1784, p. 47 and print.

Cc
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and begone." Then shutting the door |mpetuous|y, he qung
himself upon a bench against the wall."* Later we read, "the
portrait of his grandfather, which hung over the bench
where they had been sitting, uttered a deep sigh, and heaved
its breast."> The domestics despatched in purswt of Isa-
bella return frightened to Manfred and say, "So when we
came into the gallery, we found nobody. We looked under
every bench and stool; and still we found nobody." And
Manfred asks, "Were all the pictures in their places’7'

(b) The gallery at Strawberry terminates in two stair-
cases. Going down by the principal staircase, one reaches the
great cloister. There are also wine and beer cellars here. In
The Castle of Otranto Isabella, "continued her flight to the
bottom of the principal staircase.” "She recollected a sub-
terraneous passage.” "The lower part of the castle was
hollowed into several intricate cloysters."*

(c) In the plan of the house, going up one flight of the
principal stairs, a room on the right hand called "Blue
Bedchamber" is reached. Bianca says in the novel, "I was
going by his Highness's order to my Lady Isabella's
chamber: she lies in the watchet [blue] -coloured chamber,
on the right-hand, one pair of stairs."”

It isin providing these architectural properties, and in his
method of handling them, and in the themes suggested to
his mind by association that Walpole struck out a new line
and created something novel. He was to some extent con-
scious of it himself as his remarks from the first Preface
already quoted indicate.

The thought of the "Gothic" brought to his mind "the
dark ages' of superstition and Church domination, the days
of chivalry and the Crusades. These ideas are transplanted
into The Castle of Otranto. The air of the miraculous is intro-
duced, and most important of all is the stress which Walpole
lays on historical colouring in justification of this intro-
duction. The period of action is supposed to be between
1095 and 1243. A realistic picture of those days is attempted.

l'I'he Castle of Otranto, 2nd Ed., pp. 1516, lbid., p. 19.
3Ibid., p. 3 8. *Ibid., pp. 21-22.
®|bid., pp. 175-6.
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The postern-gate bell rings; the brazen trumpet which
hangs outside the gate of the castle is sounded by people on
their arrival; the herald conveys to Manfred the wishes of
his lord, and in failure of compliance delivers his lord's
challenge to a single combat by throwing down his warder;
thereisatalk of thelawsof arms, of hospitality, and chivalry;
Matilda waits on her mother to enjoy the freshness of the
evening on the ramparts of the castle. But the episode in
which Walpoleexerted all his powersto create an atmosphere
of the Middle Agesis the description of L ord Frederic, his
knights, and their train entering the castle. Thomas Green
expressing his disappointment at reading The Castle of
Otranto adds, "L et me, however, except from all censure,
and honour with all praise, the scene in which Manfred
receives the mute messengers of Challenge:—it is capitally
supported."* The further association in Walpole's mind of
Gothic architecture with Popery led him to the inclusion of
Father Jerome, the monastery, church, and convent of St.
Nicholas, and the hermit inthe Holy Land.

Turning to the use Wal pole made of the machinery sug-
gested by his own house—by the gallery lined with pictures,
by the cloisters and underground cellars, by "asmall gloomy
hall paved with hexagon tyles"?>—we notice the infusion and
creation of an atmosphere of terror and romance in the story.
Walpole had used the phrase "gloomth of abbeys and
cathedrals" in one of his letters.® It is this element which is
introduced into The Castle of Otranto. An "awful silence"
reigns in the subterranean regions. "Gliding softly between
the isles, and guided by an imperfect gleam of moonshine
that shone faintly through theilluminated windows," M an-
fred steals forward.* Sitting in the gallery Manfred also sees
the plumes of the fatal helmet waving backwards and for-
wards and soon after the portrait of his grandfather utters a
deep sigh and quits the panel. Theflight of Isabellafrom the
hateful advances of Manfred epitomizes in one episode most
of this eerie atmosphere. She suddenly recollects a subter-

Thomas Green: Extractsfrom the Diary of a Lover of Literature, 1810, p. 23.

Description, 1784, p. 3.

Letters, 111, 151.
“The Castle of Otranto, 2nd Ed., p. 186.
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ranean passage which leads from the vaults of the castle to
the Church of St. Nicholas; she takes up a lamp and passes
through severd intricate cloisters hollowed in the lower part
of the castle; her heart trembles with fear of pursuit; blasts
of wind shake the doors which grate on rusty hinges; every
murmur strikes her with terror; footsteps are heard; her
blood curdles; the lamp goes out; luckily "a clouded ray of
moonshine” comes to her aid; at last, just as Manfred's
voice is heard close at hand, the trap door with a secret
spring leads her to safety. The bricks and mortar of Straw-
berry are made to undergo a transformation by imaginative
alchemy. They have been converted into means of evoking
fear. If the experiment is only avery partial success it is not
because there is something wrong in the design; it is because
the alchemist has not the necessary imagination to lead him
to success.

Terror, Walpole had said, was the author's principal
engine. Hetried to create it by the use of the supernatural,
by nocturnal flights through subterranean regions and by
"Gothic" atmosphere. Further analysis of this leads us to a
consideration of Walpole's third point in the first preface—
namely, his dramatic technique. The basic principle of
construction in The Castle of Otranto is suspense. The story
is divided intofive chapters like thefive acts of a tragedy and
the time of action is three days. An attempt is made to keep
the reader perpetually on the rack and the complications of
the plot are not resolved till the very end. Apart from the
general scheme, suspense is created in minor incidents and
scenes also, and various tricks of technique are employed to
achieve this heightening of curiosity, the tension of nerves.
Matilda and Bianca are talking in the night over the extra-
ordinary events of the day. Bianca, with characteristic
garrulity ischatteringon, "...if my Lady, your mother, who
knows that a bad husband is better than no husband at all,
did not hinder you—bless me! What noise is that! St.
Nicholasforgiveme!" "I tisthewind," said Matilda, "whist-
ling through the battlements in the tower above: Y ou have
heard it a thousand times."* Theodore is being released

The Castle of Otranto, 2nd Ed., p. 49.



GENERAL  INTRODUCTION 21

from captivity by Matilda. Itisacrucial moment. Suddenly,
both are startled by "a deep and hollow groan." "They
listened; but perceiving no farther noise, they both con-
cluded it the effect of pent-up vapours."! Half-finished
sentences are another device used. When Frederic seeks the
holy hermit in the Holy Land, he finds him dying; but the
actual death does not take place till the hermit has excited
curiosity by the revelation of half a secret.

Such are the general characteristics of the novel that,
according to Gray, made some of the members of a sister
university cry a little and feel afraid of going to bed.? It
is a romance based on old materials, employing to some
extent contemporary methods of characterization; it is con-
structed on dramatic principles of technique which few had
used so far;? the architectural and Gothic background gives
a new colouring to the whole, providing a machinery,
besides the supernatural, for terror and suspense and gloom.
The desire to be true to medieval "costume" contributes its
own share by giving the novel a more historical and scho-
larly turn—a factor which has led to The Castle of Otranto
being called ahistorical novel without the history. From the
above list of characteristics and contributions of the novel
one would imagine it to be a triumph of art, a masterpiece
of literature. That it most definitely is not. But the crudity
of the attempt, the incongruity of its supernatural, the utter
lack of suggestiveness do not in any way detract from the
value of it in the history of the English novel. The story may
lack artistic merit, but it contained in itself, in however
unrefined and distorted a form, far-reaching ideas which
were recognized as such and consciously developed by
people in course of time. Walpole's words in the preface to
the second edition were prophetic. The "new route" he
struck out did pave "a road for men of brighter talents.”

The Castle of Otranto, 2nd Ed., p. 116.
3021'1k%g4Lettersof ThomasGray, ed. D. C. Tovey, 1912, | I |, 55; December
3incognita: or Love and Duty Reconcil'd (1692), by William Congreve, is an in-
dance of an earlier attempt. There is a marked similarity in the prefaces on the
point of dramatic technique.



CHAPTER I

THE DOMINANCE OF REALISTIC FICTION AND RISING
ROMANTICISM : 1764—i777

HE usua conclusion from the immediate popularity

of The Castle of Otranto has been that it was a sign of

an eager desire for a new type of fiction, an indication
of a longing for the strange, the mysterious, the super-
natural. Yet at the very outset, one is faced with the anomal-
ous situation that years pass by before Walpole's lead is
followed or any creative work done on the same lines. It
seems strange that a book that is considered to have taken
Europe by storm, and thrown England into a fever of ex-
citement should not have met with immediate imitation. The
fourteen years covered by the present chapter afford only
three instances of an influence of Walpole's Gothic story—
The Hermitage (1772), Sr Bertrand, A Fragment (1773),
The Champion of Virtue (1777)—and even out of these
three, one is only a fragment of ten pages. The first
possible solution of this anomaly that strikes one is the pub-
lication of The Castle of Otranto when realistic fiction was at
its best. And an examination of the reception given to the
story reveals a significant duality that strengthens this
hypothesis.

The popularity of a work can be measured by two stan-
dards; either from the sde of the book or the opinions
expressed thereon by contemporary writers, from its recep-
tion among readers, or its reception among critics. There is
no doubt of the success of The Castle of Otranto on the first
score. The five hundred copies of the first edition were
rapidly sold out, and Walpole brought out a second edition
only four months later." Another year saw the appearance of

The first edition was advertised in The London Chronicle for December 22-25,
1764; and the second in the same paper for April 11—13 1765.
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athird. Still better evidence of its popularity is afforded by
its publication asaserlal inaslightly abridged form, in The
Universal Magazine." The editors then, as now, must have
tried to insert only those pieces in their magazines which
were likely to meet the taste of the average reading public.
On the other hand, a hunt for contemporary commendation
yields results far below one's expectations. The letters of
Walpole certainly give one the impression that there was
widespread enthusiasm about his story; but on a closer
scrutiny a rather doubtful fact emerges that the praise was
mostly confined to alimited circle of personal friends, either
aristocratic or romantic, to whom copies of the book had
been despatched by the author himself. Walpole sent the tale
to Eliede Beaumont, the Earl of Hertford, George Montagu,
William Cole, Thomas Warton, and William Mason.
From a letter to the last we gather that Mason praised it
and that Gray encouraged its publication. The effect it had
on the undergraduates at Cambridge has already been cited.
But so far we are within the pale of the author's acquaint-
ance, and the applause of even the most dispassionate band
of friends does not represent critical opinion. Stepping out
of this circle, only two instances of praise are avallable—a
short commendatory poem by Birch that smacks of flattery,?
and a reference by Warburton in his notes to Pope's
"Imitations of Horace" which, considering the doctors
views on romance, seems strange and inexplicable.® The
passage deserves to be quoted:

. When things were at the worst, we have been lately enter-
tained with what | venture to call, a Master piece, in the Fable; and
of a new species likewise. The piece | mean, is, THE CASTLE OF
OTRANTO. The scene is laid in Gothic Chivalry. Where a beautiful

Vol. XXX VI, pp. 202-8 and 235-42, April, 1765.

2Published in St. James Chronicle on June 20, 1765, No. 670.

*This seems stranger still in view of the fact that Warburton had taken strong
offence at a passage concerning architecture in Walpole's Anecdotes of Painting.
When GarricK tried to explain on Walpole's behalf that the reference was not to
him but to the Phoenicians, Warburton replied, " The Phoenicians! No, no. He
alludes to my note in the edition of Pope, in which | have spoken of Gothic archi-
tecture; | have exhausted the subject.** cf. A. W. Evans: Warburton and the Warbur-
toniansy 1932, p. 232. Isit not likely that an explanation did finally take place and,
realizing that he had been misled by his violence, Warburton thought he would
atone for it by praising The Castle of Otranto?
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imagination, supported by strength of judgment, has enabled the
author to go beyond his subject, and effect the full purpose of the
Ancient Tragedy, that is, to purge the passions by pity and terror, in
coIouringlas great and harmonious as in any of the best dramatic
Writers."

Turning to the reviews which were fairly representative
of the general attitude of the age and which received the
high praise of Dr. Johnson for their impartiality, we find
that Walpole's tale was on the whole handled none too
kindly. The remarks of The Critical on the first edition of
The Castle of Otranto are quite unequivocal. Criticizing
"this very curious performance,” the reviewer says, "The
publication of any work, at this time, in England composed
of such rotten materials, is a phenomenon we cannot ac-
count for." The enormous helmet, walking pictures that
sigh and heave their breast, prove too much for the critic
and he continues, "We shall not affront our readers under-
standing so much as to describe the . . . monstrosities of this
story; but, excepting those absurdities, the characters are
well marked, and the narrative kept up with surprising
spirit and propriety. The catastrophe is most wretched."
When the second edition appeared and the reviewer dis-
covered that the story which he had criticized was from the
pen of no less a person than Horace Walpole, he unbends a
little, expresses his high opinion of the "writer's acquaint-
ance with whatever relates to his subject,” but ends finally
by criticizing the blending of "humour and clumsy jests
with dignity and solemnity."® Open hostility disappears but
only to give place to an armed neutrality.

The first notice in The Monthly is extremely favourable as
compared with that of The Critical. The reviewer obviously
seems to have enjoyed reading The Castle of Otranto, though
he is half ashamed to confess it. "Those who can digest the
absurdities of Gothic fiction, and bear with the machinery
of ghosts and goblins, may hope, at least, for considerable
entertainment from the performance before us." To refer
the reader to the book, he says, will be "to recommend him

»The Works of Pope, ed. Rev. Lise Bowles, 1806, 1V, 184,
,TheCritical Review, January, 1765, X1 X, 50.
Ibid., June 1765, X | X, 469.
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to an assemblage of beautiful pictures;"* and the only
fault that he has to find with the story isin the uselessness of
its moral! But when the authorship was acknowledged, the
somersault taken by The Monthly after a lapse of only three
months, is amost incredible though instructive,

"When this book was published as a translation from an old Italian
romance, we had the pleasure of distinguishing in it the marks of
genius, and many beautiful characteristic paintings. . . . While we
considered it such, we could easily excuse its preposterous phenomena,
and consider them as sacrifices to a gross and unenlightened age.
But when, as in this edition, the Castle of Otranto is declared to be
a modern performance, that indulgence we afforded to the foibles of a
supposed antiquity, we can by no means extend to the singularity of
a fase taste in a cultivated period of learning. It is, indeed, more
than strange, that an author, of a refined and polished genius, should
be an advocate for re-establishing the barbarous superstitions of
Gothic devilism!"?

We se¢, thus, that The Castle of Otranto received a double-
faced reception. It made a hit with the public, thereis no
doubt but side by side with the rapid sae of the book, the
attitude, of the Reviews must be placed in the opposite scale.
The novel met with decided disapprobation from the critics.
And the popularity of the book need not necessarily be taken
as indicative of an eager desire for a new type of fiction.
The passion for reading romances had never died out. In
an age in which Dr. Johnson read folios of Spanish romances
with intense enjoyment, the phenomenon is explicable on
natural grounds. A contradiction between precept and
action, not only in individuals (as in the case of The Monthly
reviewer who experienced a sudden rational awakening
from the quiet sleep of silent enjoyment), but among people
in general, is bound to arise in a period in which Reason is
supreme, and especialy if Reason ignores something
instinctive and deep-rooted. On the other hand, the
disapproval of the critics is an important consideration at a
time when literary production is regulated by rules. While
laws cannot prevent men's enjoyment—secret, half-ashamed
enjoyment—of even an unfavoured form, they certainly are

The Monthlg/(Review, February, 1765, X XX | I, 97-99.
*May, 1765 XXXI1, 3%.
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a positive setback on the function of creative energy in that
particular direction. And this, aswe shall see, proved to be
one of the most important forces working against the
immediate imitation of The Castle of Otranto. Walpole's
story had come a little too early.

To go into any detail of the general characteristics of the
age would be a mere repetition of what has oft been thought
and ever s0 well expressed. Stress will therefore be laid only
on the attitude and theory of the so-called Augustans with
regard to fiction, especially as represented in periodical
criticism, afactor which is cognate with the matter in hand,
and has not yet received much attention from the historians
of the novel.

Criticism is only the application to individual instances
of the recognized and widespread ideals of a time, and the
periodical critiques indirectly reveal the mental attitude of
the age. To start with, the fact emerges that fiction as a
genre was regarded as quite unworthy of attention. The
Literary Journal in a review of Amelia states, "Romances
and Novels, in general, have no great Right to be mentioned
in Literary Journals/'* Even The Monthly Review expresses
more or less the same contempt. "Novels, tales, romances"
are classed as "monsters of the imagination."? As late as
1794, Anna Seward, the Swan of Lichfield, wrote to
C Smith, Esq., of Christ Church, Oxford, "I read not, neither
doubtless do you, the Novel trash of the day. Hours are
too precious for such frivolouswaste. . . ."(!)

If any toleration is extended to Novels and any merit
allowed them, it is because of the faint possibility of teaching
morality through that medium. The Monthly writes,

"Compositions of this kind, neverthdess, when conducted by a
Writer of fine tlents and eegant taste, may be rendered as beneficid
as ddectable. . . . Very few are digposed to relish the dry precepts of
morality, or to connect alengthened chain of reasoning; the maority
must be entertained with novelty, humoured with fiction, and, as it
were, cheated into instruction."

These were not only the expectations of the critics, but

YJanuary and February, 1752, VI, 175. 2March, 17511V, 355.
SLetters of Anna Sewoard, Edin., 1811, |11, 389. “June 1761, XXV, 415.
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even authors themselves were anxious to fashion works
according to this plan, and make them intentionally dull.

In 1770, the Advertisement to The History of Charles
Wentworth, Esg., runs, "Novels that merely entertain, merit
no encouragement, because they divert the mind from more
useful objects; to make them a vehicle of instruction under
the mask of amusement it is necessary that they be not too
interesting: wherever curiosity is greatly excited the mind
becomes impatient to know the final event, and every moral
or instructive reflection that may be interposed, suspends the
gratification of its curiosity, and is on, that account either
read with disgust, or entirely past over.'

In 1779, appeared a novel entitled, The Wedding Ring;
or the History of Miss Sdney, and its chief recommendation
Is supposed to be that it inculcates the lesson of ' perfect
reliance on the SUPREME BEING in every distress and danger."?
No wonder that exception was taken to the moral of The
Castle of Otranto!

To what strange aberrations this passion for morality
could lead critics becomes manifest from a review of The
Old English Baron in The Gentleman's Magazine, a passage
which would make Coleridge turn in his grave.

"By keeping more 'within the verge of probability," the author has
endeavoured to preserve the effect, and, at the same time, to avoid
what she deems the only fault in Otranto, viz. 'such a degree of the
marvellous as excites laughter." But, on the other hand, if this effect
be not in some degree excited, or, at leadt, if the circumstances be not
self-evidently absurd, some weak minds, perhaps, might be induced
to think them true or possible, and thereby be led into superstition."?

If this was the attitude towards novels and their purpose,
the little theory of fiction that there is presents us with a
counterpart to the theory of poetry in the time of Pope.
Reason becomes the criterion of literary merit and Reason
is also made the lode-star for the novelist. "Follow Nature"
is here, as elsewhere, the shibboleth, and representation of
"Nature" means truth to the concrete, visible, hard facts
of methodized life.

'Quoted from The Critical, XXX, 358. “The Critical, XL VI, 477.
51778, XL V111,324,



28 HORACE WALPOLE

In a review of Almoran and Harriet. The Monthly writes,
"But, though Romance' is, in fact, nothing more than a
poetical fiction, in the habit of prose, yet, it ought never to
exceed the bounds of probability. The Writer may adorn
the Probable, however, with every incident to make it
agreeable, and to charm and surprise the Reader. We must
copy Nature, it is true; but Nature in the most perfect and
elegant form in which conception can paint her."

The Critical echoes the same idea four years later in a
review of Chrysal: or, the Adventures of a Guinea. " | n review-
ing the two first volumes of this work we hinted that the
author writ too much from reflexion, and too little from
nature. . . . His description of the conduct and sentiments of
two noble brothers, the one a soldier, the other a seaman,
proves that since our review . . . this author has beheld
nature reflected by a true mirror."*

As an exposition of what "Nature" means, and as a sum-
ming up of the whole attitude, one more instance from the
review of Juliet Grenville: or the History of the Human Heart
in The Critical in 1773, may be added.

"No species of literature affords more useful instruction than that
which leads to the knowledge of human characters through the
intricate mazes of the heart. It is by such representations, when faith-
fully portrayed, that we are taught the influence of the passons in the
various situations of life, that we behold the seeds of vice and virtue
germinating in their most latent recesses, and improve in that essentia
lesson of philosophy, to know not only others but ourselves. Utility,
however, though the principal, is not the sole conseguence derived
from writings of this sort. For if they be the work of a masterly hand,
of a hand that is guided by a regular and lively fancy combined with
just reflection, and accomplished in the art of elegant composition,
they present us with the most agreesble entertainment that the mind
can receive."

" Romance" and " Novel" were easly interchangeable words about the middle of
the century. It was not till scholars had revived an interest in romances, and had
dressed the word "romance" in contra-distinction to the word "novel" that a
differentiation between them gained any consistency of usage. It may be mentioned

that in indexing its contents, The Critical starts dividing works of fiction under the
heads Romances and Novels for the first time in 1794.

ZJune, 1761, X X |1V, 415,

3X X ,120-1.

XXXV, 4434,
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As long as these were the predominant ideals in fiction,
romances, medieval or those of the seventeenth century,
naturally called upon themselves the opprobrium and con-
tempt of the critics. A regular and lively fancy, just reflec-
tion, elegant composition, intricate mazes of the heart faith-
fully portrayed—nothing could be further from the ideal
world of romance. Its airy bubbles burst when pricked by
the finger of cold common sense, or concrete reality. The
supernatural degenerates into superstition; flights of fancy
into regions unknown are reduced to "preposterous pheno-
mena"; simplicity of faith and idealism becomes "a strange
jumble of nonsense and religion,"* or “the barbarous super-
stitions of Gothic devilism!"? And morality, that fetish of
the age, makes critics ask, "What conclusion can be drawn
from hence [i.e., from The Castle of Otranto], but that
oracles, divinations, and prophecies, should be believed,
and must always be fulfilled ? Such notions can only tend to
enslave the mind, and bring us back to the long exploded
errors of ignorance and barbarism."® Critical opinion was
thus definitely against Walpole, and must have had a most
damping effect on his enthusiasts. Walpole's inspiration
came from his Gothic castle; love of "Kudos," a desire to be
unique, spurred him on; his social status and eccentricity
gave him courage. But no such motives operated in the case
of average people who were penning novels to earn aliving,
and who were carrying on a crusade against vice. The Castle
of Otranto was certainly popular when it came, and that by
itself might have been a bait for authors; but simultaneously
with its appearance there was another type of fiction which
was more popular still—a type, that had the approbation not
only of the public, but also of the critics. The Castle of Otranto
appeared when realistic fiction was master of the field.
Production was keeping pace with theory, and the novel
market long after the publication of Walpole's tale abso-
lutely swarms with imitations of Richardson, Fielding,

*heLifeand Exploitsof theingeniousgentleman Don Quixote, T r . Charles Jarvis,
Zn%_hEd., 1749. Warburton's Supplement, p. a6.
eMonthly, XX X | | ,3%4. ]
3The Critical, December, 1781, L1 I, 463. From the review of The Count of Nar-
bonne, atragedy by Robert Jephson, bassd on The Castle of Otranto.
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Smollett and Sterne, particularly the first two. A glance
at the titles of novels reviewed in The Critical (the year
1770 may betaken as a convenient one for illustration) is
illuminating.

The Placid Man: or the History of Sr Charles Bevil.

The Fruitless Repentance, or the History of Miss Kitty Le Fever.

The Maid of Quality; or the History of Lady Lucy Layton.

The History of Charles Wentworth, Esg., in a Series of Letters.

The History of Sr Charles Dormer and Miss Harriet Fillers.

The Prediction; or the History of Miss Lucy Maxwell.

The Undutiful Daughter; or the History of Miss Goodwin.

The Fool of Quality; or the History of Henry Earl of Moreland.

The Old Maid, or History of Miss Ravensworth. In a series of
|etters.

The History of Miss Harriot Montague.

The Prince of Salermo. (On which the critic contemptuously
comments that "the author seems to have heated his
brain from the perusa of old Italian romances.")

The Portrait of human life.

The Fortunate Blue-Coat Boy.

The Life, Adventures, and Amours of St R P

Letters between an English Lady, and her friend at Parls in
which are contained the Memoirs of Mrs. Williams.

Constantia, or The Distressed Friend.

Theodora, a Novel. (One might be led to suspect this to be a
romance, but the reviewer informs us that theground-
work of the novel had appeared lately in most news-
papers—a piece of society scandal probably!)

The Unhappy Wife; A Series of Letters.

The Happy Discovery. (In the style of Richardson.)

The Younger Sster.

Genuine Memoirs of Miss Faulkner.

Memoirs of Miss Arabella Bolton.

Nature.

Henrietta, Countess of Osenvor; a Sentimental Novel, in a
Series of Letters.

The Scotchman; or the World as it goes, a Novel.

The Life and Adventures of Mad. de la Sarre.
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A Voyage through Hell, by the Invincible Man of War, Captain
Sngle Eye, Commander; dedicated to your grandfather.

The Adventures of a Bank-Note.

Fatal Friendship: a Novel.

The Adventures of a Jesuit; interspersed with several remark-
able characters and Scenes in real life.

Female Friendship, or the Innocent Sufferer, a moral Novel.

Before a revival of romantic fiction could take place in
England, it was necessary that there should be an awaken-
ing of the imagination and that critical opinion with
regard to romances should be changed. While fiction was
adhering to the ideals of Common Sense, this is exactly what
was happening during the years 1760-1780. A reaction
against Rules and Restraint had aready started in various
directions. And in this general expansive movement of the
"Renascence of Wonder," affecting Poetry, Gardening,
Painting, Architecture, one phase of the new spirit was an
increased interest in the past, in the Middle Ages and their
literature. The enlightened age, tired of too much light, was
being attracted by the soothing and alluring mystery of the
Dark Ages. In approximately the period discussed in this
chapter (the boundaries may for convenience be slightly
extended) there was the rise of a number of scholars who by
their work in different directions did much to remove the
stigma from romance. The interest in the beginning is per-
haps only a scholarly interest, more intellectual than emo-
tional. The writers are not all conscious protagonists. But
by giving it the sanction of authority the very names of the
scholars helped to reinstate romance in the "dogmatic
formularies of the ruling class," and raise it to a plane of
respectability. The transition was gradual; and at least men-
tion ought here to be made of some of the works which
helped to bring about this change.

In his Observations on the Faerie Queene (1754) Thomas
Warton made indirectly a strong plea for chivalry and
chivalric romance. Quoting Warburton on "the monstrous
embellishments of enchantments,” he no doubt called him
"an admirable judge of this matter":' he talked aso of

'Observationc on the Faerie Queene, 1754, p. 43.
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"Gothic ignorance and barbarity" in the very first paragraph
of his book; nevertheless, by the vast reading in older
literature displayed in the footnotes, by the seriousness and
earnestness with which old romances are discussed, and by
the insistence on the graces of the Faerie Queene, "because
they are situated beyond the reach of art, and where the
faculties of creative imagination delight us, because they are
unassisted and unrestrained by deliberate judgment,"*
Thomas Warton struck the keynote of a new movement.
Two years earlier than Warton even, one comes across a
refreshing and sympathetic passage in The Adventurer,
which anticipates Clara Reeve's views by over thirty years.
The writer compares old romance to epic poems. After
talking of "the vicissitudes of passion” with which "every
heart attends Ulysses in his wanderings, and Achilles to the
field," he goeson, "I n both these species of writing truth is
apparently violated: but though the events are not always
produced by probable means, yet the pleasure arising from
the story is not much lessened; for fancy is still captivated
with variety, and passion has scarce leisure to reflect, that
she is agitated with the fate of i |mag|nary beings, and inter-
ested in events that never happened."?

But the first conscious, sustained defence was in Hurd's
remarkable Letters on Chivalry and Romance in 1762. "M ay
there not be something in the Gothic Romance peculiarly
suited to the views of a genius, and to the ends of poetry?
And may not the philosophic moderns have gone too far, in
their perpetual ridicule and contempt of it"?° Macpherson's
Poems of Ossian which came out the same year also indirectly
helped the movement in favour of the restoration of dignity
to ages gone by. In the preface to the first edition he said
he would not have dwelt so long on the question of the
authenticity of the epic of Fingal, "were it not on account of
the prejudices of the present age, against the ancient inhabi-
tantsof Britain, who are thought to have been incapable of the
generous sentiments to be met with in the poems of Ossian."

'Observations on the Faerie Queene, p. 13.

*The Adventurer, November 18, 1752, Vol. |, pp. 19-24.

*Richard Hurd : Letters, etc, ed. Edith J. Morley 191 x, p. 8x.
“The Poems of Ossian, ed. Malcolm Laing, 1805, p. Ixi.
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A year after The Castle of Otranto, Bishop Percy published
his Religues of Ancient English Poetry. While so far there had
been a general defence and appeal on behalf of Romance,
Percy unconsciously provided a more substantial material
on which to build romances. His "parcel of Old Ballads,"*
as he stated, exhibited "the customs and opinions of remote
ages."” To his Reliques was aso prefixed "An Essay on the
Ancient Minstrels," embodying much original research.

The interest was on the increase and in 1774 came out the
first volume of the History of English Poetry by Thomas War-
ton, with a long dlssertatlon " On the origin of romantic
Fiction in Europe."® Thework was favourably received and
by its very width and vision had a wide influence. Richard
Price on the scope of Warton's book says, "The range of
enquiry was to be extended . . . , beyond its obvious or
perhaps its lawful limits; and the History of English Poetry to
be made a channel for conveying information on the state of
manners and customs among our feudal ancestry, the litera-
ture and arts of England, and occasionally of Europe at
large."* This being the range and nature of the work,
served a double purpose. It not only gave dignity to
Romance, but it also dispelled some of the darkness that
enveloped Feudal times.

Mrs. Susannah Dobson contributed her share by transla-
tions on the subject. In 1779, she published her Literary
History of the Troubadours . . .from the French of Mr. De Saint
Pelaie, and The Critical gave extensive quotations from it.
Introducing the book, Mrs. Dobson said that it contained
"a great and striking picture of the twelfth and thirteenth
centuries";> remarked that "the works of the Troubadours
are nevertheless of great value, as the customs and morals of

'Reliques, New Edition, 1847, Preface, |, xxiv.

% bia., Dedication, I, vi.

* As further evidence of a rise of interest in the subject, it might be mentioned
that about this time a controversy on the origins of romance, and on the word itself,
seams to have started. Letters were contributed on the origin of the word to the
Archaeologia, by Rev. Mr. Drake in 1774 (Arch., |V, 142), and Rev. Mr . Bowie
(Arch., V, 267), in 1778. Other scholars were not backward, and Malone in his
edition of The Plays and Poems of Shakespeare (1790), quotes Tyrwhltt's refutation
of Warburton s theories on the origin of romance. (Vol. | | , 433-8.)

“History of English Poetry,ed. W. Carew Hazlitt, 1871,1, p. 8, Price's preface.

*The History of the Troubadours, 1779, Preface p. ix.
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these distant ages are, in them, more exactly copied from
nature than in any other memoirs of the times,. .. The poets
may be justly styled painters from life":* and to lend
dignity to a subject which might have been considered
trifling, finally adds, "Homer was in fact the historian of his
own age; and even his fictions are a source of knowledge and
truth."? In 1784, she translated another work of the same
author under the title, Memoirs of Ancient Chivalry. The same
year was published A Concise History of Knighthood. Contain-
ing the Religious and Military Orders which have been ingtituted
in Europe, by Hugh Clark. This book, though a specialized
and technlcal work, dealing with "collars, stars, badges and
mottoes"?® of the various orders, must have provided a fund
of knowledge for the novelists. Even dry details are neces-
sary to build up the super-structure of a story, and the lists
in the book of names of persons knighted in each reign seem
to have been a source for the characters in the historical
tales that became popular about this time.  The very plates
in the volumes must have been a mine of interest and infor-
mation.

In this way, little by little, a subject that had been con-
sidered not worthy of attention, which had been disposed of
contemptuously as "barbarous," as "aboundlng with the
false provocative of enchantment and prodigies' suited to
gratify only a vitiated and uncultivated taste; which had
been denied even the possibility of any literary merit, re-
gained, through the efforts of scholars, editors, antiquaries,
some of its lost prestige. The stigma of inferiority was taken
away. That these works did effect this change becomes
evident from a comment of The Monthly, in a review of Clara
Reeve's Progress of Romance, in 1785, a book with which we
might terminate this brief sketch of the more important
workson the subject. Bolstering himself up behind authorities,
the reviewer wrote,

" | f Hurd, Bedtie®> Warton, and Percy (whose names reflect the

1The History of the Troubadours, 1779é p. Xv.

2|bid Preface, p. xv. Preface, Vii.

4The Works of Pope, ed. Rev. Llsle Bowles, 1806, |V, 182. Note by Warburton.

James Beattie wrote an essy "On Fable and Romance published in his
Dissertations Moral and Critical, in 1783.
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highest lustre on modern literature), did not regard the subject of
these little volumes as unworthy of their research, no one need blush
at devoting some portion of time in pursuit of the same enquiry: nor
can that be deamed undeserving the notice and protection by the
Public, to which the practice of a Sydney hath g|ven sanction, and
which hath received the approbation of a Milton."*

It is worth comment that the attitude of the majority of
these writers in their studies—Hurd excepted—has an air of
superiority about it. They are interested in tracing the pro-
gress from barbarism to enlightenment. But even this in
itself was a great step. They did away with the absolute
neglect and contemptuous indifference that had been charac-
teristic of the times. They prepared the ground in which the
seed sown by The Castle of Otranto was to germinate. It is
only when this phase coincides with the desire for change in
fiction, that active production on the lines suggested by The
Castle of Otranto starts in any considerable degree. Not till
towards the end of the period 1764-1777 did the edge of
novelty wear off realistic fiction, or a surfeit of sameness set
in. Thefirstindications of satiety with contemporary novels
are important for us, and present a strange coincidence. In
1773, the year of Sr Bertrand's publication, The Critical said
in a review of The Fashionable Friend, "When ancient
romances were exploded, and pictures of real life were sub-
stituted in their stead, such a variety of characters and
incidents presented themselves, that novel-writers easily met
with materials; awidefield was opened for them to range in,
and they might avoid treading in each others steps. But since
almost every track is become beaten, authors are obliged to
make the most of what is left them; for this reason most of
our later novels are very barren of incidents, and the writers
seem to aim less at diversifying their tales, than at Worklng
up a single circumstance in the most striking manner.'

The year The Champion of Virtue appeared, The Critical
again reveals its disgust, this time more emphatically. "The
abuse of novel writing is so great, that it has ailmost brought
that species of entertainment into discredit. Meagre stories,

YThe Monthly Review, December, 1785, LX X111, 414.
*The Critical, XX X VI , 235.
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flatly told, and drawled through many tedious volumes with
no other view than a little dirty emolument, have over-
whelmed us like a flood; and the manes of Richardson,
Fielding, and Smollett have often been cruelly tortured by
their imitators."*

To sum up, the years under consideration possess all the
charm of an era of preparation—its problems and its con-
tradictions. They show the slow evolution of opinion, the
first signs of a new movement and its tentative beginnings.
The Castle of Otranto on its appearance was very popular
reading with the public. But paradoxically, the deduction
from this popularity that there was an eager desire for a new
type of fictionis not true to fact. The reception of The Castle
of Otranto by the critics was not favourable and this was more
representative of the ideals of the day and a more influential
force in regulating fresh production, than the appreciation
of the average reader. When rules regulate letters the im-
portance of literary theory is bound to be great. Thus adverse
critical opinion, which resulted on the one hand in the dis-
grace of romance, and on the other in the setting up of ideals
detrimental to their spirit, was the first important force
operating against the imitation of The Castle of Otranto. The
second important force was the fact that when Walpole
wrote his story, the school of Richardson and Fielding was
all-powerful. A type which had critics on its side, which
appealed to reason and which conformed to the dominating
theories of the time, naturally attracted authors more than
disgraced romance could. These circumstances account for
the startling inconsistency between the popularity of The
Castle of Otranto and the long lapse of time before it pro-
duced any visible impression in fiction. It was not till a band
of scholars had shaken the smug superiority of the age, laid
stress on imagination, and removed the blot from romance,
that there was any possibility of arevival of that effete genre.
Simultaneously with this development, the old order began
to show signs of fatigue. The results are discussed in the
next chapter. But the importance of The Castle of Otranto
lies in having provided the rallying-point when the desire

Yhe Critical, XLIII, 473.
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for change did arrive. And as might have been expected, all
the three imitators of Walpole in this period are only allied
personalities stimulated by The Castle of Otranto because of
some specia idiosyncrasy in their temperament rather than
by a mere desire to imitate a popular model.

Before proceeding to an examination of The Hermitage, to
my knowledge the first direct descendant of Horace Wal-
pole, a novel entitlted The Hermit that appeared in 17609,
deserves to be mentioned. The hermit, who gives the title to
the story, retires to a cave in a wood, after experiencing a
series of family misfortunes, but is finally recalled to society
and prosperity by a happy turn in circumstances. The con-
duct and plot or the book shows no trace of The Castle of
Otranto; and the "retreat," and the figure of the holy man
are the only reasons for its inclusion in this survey. The
hermit who, in The Castle of Otranto, was found dying in a
cell in the deepest recesses of the wood near Joppa, amost
made the character a sine qua non in the early Gothic novel;
the present story provides probably the first instance of its
use after Walpole. The vogue of this man of piety at that
time is easily accounted for by his latent possibilities. Intro-
duced with a past wrapt in mystery, leading a life of silent
beatitude, succouring the distressed, and tending the sick,
he proved a very fitting instrument in the hands of novelists
who wished to make their work a medium of instruction.
His life, as in this novel, could be a silent reproach to the
vain, unprofitable bustle of life, or by its sufferings, the
picture of retribution pursuing an act of indiscipline and
impetuosity; it could be an example to teach patience, or an
inspiration to inculcate piety. And authors and critics wanted
nothing better.

The retreat itself has a "gloomy aspect,”” and the way to
it leads through several intricate paths difficult to penetrate.
A rock impedes the progress at the end of one of these
passages, the entrance being concealed by a cunningly con-

*The Hermit, A Novel, by a Lady, 1769, | | , 11.
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structed door; and flights of steps, "that were worn by time
or hewn by Art"* lead to the bottom of the cavern. Thus,
some of the properties used by Walpole are aso here, though
the motive of their introduction is entirely different. They
are intended to create a mild air of novelty only. The desire
to evoke terror or suspense is entirely absent; and the super-
natural is cursorily mentioned but once. The wood in which
the cave of the hermit was situated is unfrequented, "the
common people having entertained a strang;e notion that it
is the habitation of supernatural beings."“ But while the
influence of The Castle of Otranto on The Hermit is very
slight and even problematical, we are left in no doubt on
the point in The Hermitage, three years later.

William Hutchinson, the author of The Hermitage, A
British Story (1772), became later an antiquary and topo-
grapher of some repute. He published the first volume of
his History and Antiquities of the County Palatine of Durham, in
1785. But his antiquarian interests, as becomes evident
from the correspondence published in Nichols's Illustrations
of Literary History, were fully awake long before that. Even
about the time when he wrote The Hermitage his mind was
running on moats, castles, and the Middle Ages. The Castle
of Otranto was in harmony with his tastes, and he was
naturally attracted by it. According to Nichols, Hutchinson
also wrote in 1776 "a Romance after the manner of 'The
Castle of Otranto,' "* a book of which unfortunately no copy
is available. But the similarity between The Hermitage and
Horace Walpole's novel is so clearly marked, that one
wonders whether the "romance" referred to is not The
Hermitage itself.

With all his love for the past, Hutchinson seems to have
been a thoroughly religious, credulous, commonsense man,
and "the Editor" informs the reader in the Preface of the
novel that "The work, in general, inculcates resignation to
the will of Heaven, filial reverence, and universal love." The
author may well have been prompted to write his story as an

YThe Hermit, A Novel, by a Lady, 1769, I, 139.

2
Ibid., I, 79.
3llustrations of the Literary History of the 18th Century, 1817, Vol. I, p. 424.
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antidote to The Castle of Otranto, to the moral of which
strong objection had been taken. While Walpole's novel
showed that the sins of the fathers shall be visited upon their
children, in The Hermitage, on the contrary, we have the
picture of virtuous ancestors protecting their progeny from
harm. With this significant difference, the plot of both the
writers unravels in the same way. As in the tale of Walpole,
the story develops round an ancient prophecy.

After accidentally wounding hiskinsman Grinvil, Astianax
a descendant of Norban, is forced to relinquish his
estates and fly to the hills, where he is afforded shelter by
some shepherds. From them, he hears of the hermitage in
the hills, and the legend connected with the name of one of
his ancestors called Paul du Monte, who had resided there
centuries ago. The legend ran that when the hour of Paul
Du Monte's death arrived, he gave a crucifix with miracu-
lous powers to his brother, saying, "Wear this, beloved
Norban . . . ; sword, pestilence, and storms, shall never
injure thee, whilst this crucifix shall hang upon thy neck."
"This shalt thou wear," continued the Hermit, "till a good
old age shall lead thee through the tranquil hours, and yield
thee to the peaceful sleep of death; but | charge thee, never
divulge to any of thy kindred what further | relate. When
the hour of thy dissolution comes upon thee, enjoin thy son
in vows, that with thy armour this gem may hang within the
mansion of Du Monte: There it shall hang for ages, till one
of thy good race, whom Heaven appoints to give rest unto
my ashes, shall reassume it, and with it all its virtues."* On
hearing this Astianax was like one struck with lightning, for
he was wearing round his neck the afore-mentioned crucifix.
He hastens next day to the hermitage. He finds there the
figure of a man in a meditative posture with a book, an
extinguished lamp, and a rosary in front of him. A voice is
heard saying, "Here thou shalt remain, to serve thy God in
prayer and meditation, until the time shall be accomplished,
which hath been written in the book of fate! To delight thy
solitary hours, peruse this book; it will enrich thy mind with
science; and, from science true religion is derived: For, as

The Hermitage, A British Story, York, 1772, pp. 118-20.
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thou advancest in philosophy, the growing ideas will enlarge
thy knowledge of the Deity, as his wonderous works and
attributes are revealed to thy understanding. On the day in
which thou shalt attain the last of these few folios, on that
day the will of Heaven shall lead thee hence."! The ap-
pointed moment arrives fourteen years later, ushered by
divine music, harmonious voices, livid flames and the sweet
perfume of eastern spices; and simultaneously Grinvil,
whose wounds had not proved fatal and who had been
searching for him appears on the scene. Astianax is led back
to the world by the persuasions of Grinvil. "The field of
honour,” he said, "calls thee to arms: For even now the
youngLordMelvil, with hisunclesthe L ords Selbourn, and
Henricks, and a mighty band of great confederates, have
taken arms against our Sovereign. . . ."? Astianax, and an
unknown knight who turns out to be his son, win honour
and glory in the battle and all their lands are restored to
them.

As a story The Hermitage has far less interest for us than
even The Castle of Otranto, and from the above sketch
one may wonder what possible connection it could have with
Horace Walpole's novel, excepting the central idea of the
prophecy or the fact that a hermit is fundamentally con-
nected with the plot in both. But the real influence of Wal -
pole lies in the supernatural element in the book, in the
attempt at medieval colouring, and in some of the characters
and minor incidents. The marvellous is so profusely intro-
duced into The Hermitage, that it would have put the author
of The Castle of Otranto to shame. There are cataclysmic
changes which in atrice alter beyond recognition the face of
nature; lightning and thunder are ever ready at hand to herald
any event of importance, to punish the evil and succour the
deserving. The machinery of Walpole is transported whole-
sdeinto histale by William Hutchinson.

"Some little time preceding to the day of trial [trial about
the property], Astianax had retired into the gallery of his
mansion, to meditate on the posture of his affairs. ... As he
walked pensive to and fro, on a sudden, behind him, at the

he Hermitage, A British Story, York, 1772, pp. 139-40. Ihid, p. 164.
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further end of the gallery, he heard a clash of armour:
Turning hastily, he observed the buckler and shield to
shake, which once his great ancestor Norban wore; and in
which, in Palestine, he testified his valour to the Saracens.
He regarded the event as accidental, and on pursued his
melancholy walk: Hearing the sound again, he looked up,
and perceived the coat of mail to tremble on the crooks
where it hung, and the gauntlet moved as if it beckoned
him. . . . Heascended a few steps, and begun to hand the
armour, when he distinguished, within the breast-plate, a
light like the fainting rays which glow worms shed within
the shadowy bower at eventide. Advancing further, he dis-
covered that the beams proceeded from a small onyx cross,
which hung concealed by the armour, suspended in a golden
chain, fromthecollar.... A sudden propensity led Astianax
to place the chain upon his neck. Soon as the amulet had
touched his bosom, from every point of the cross, there fell
warm drops of blood; and, Wlth a horrid clangour, the
armour shook in every joint | " * The resemblance of rattling
armour and drops of blood to The Castle of Otranto is obvious.

As soon as Jessalind, the wife of Astianax, leaves the
family mansion, and the rapacious officers of Lord Melvil
come to take possession of it, "all the elements in war
seemed to have made this habitation the scene of their dire
vengeance! Fierce lightnings blazed in the apartments, and
rush upon each gallery! Tremendous bursts of thunder
shook the building to its foundation! Asif atorrent poured
its waters down the stairs, the noise of vast cascades were
heard; and, in the painted gallery, the agitated coat of mail,
sounded with the clangour of a mighty combat."? Grammar
excused, this may well be a passage out of M aturin.

In the character of Father Peter we have the first mild
sketch of the monk who was later to become so famous and
so mysterious in Lewis and Mrs. Radcliffe. "His meagre
tall figure, was made lean by a mind of anxiety, and his pale
visage and hollow eyes, expressed avarice and envy. He had
acquired a bigotry of principle, from example rather than
judgment; his monastic learning not advancing his charity,

The Hermitage, A British Story, York, 1772, pp. 13-18.  2bid,  pp. 74-5.
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had furnished him with censures and condemnations; and
his aversmns were more generally exercised than his com-
passion. "* In this character, Hutchinson definitely created
something new.

The Hermitage also shows an advance in medieval colour-
ing. The suggestion of medievalism of course came from
Walpole, but in one particular instance Hutchinson goes
farther than The Castle of Otranto. The era of the story is
fixed in days when "the first vestiges of the Reformation
had not taken place in thisKingdom," and in the description
of Lord Albion's castle, there is an unusual wealth of realis-
tic detail, minus the romantic spirit. "A trumpeter sautes
the stranger allies; they draw near the castle; a massy pile of
building thrown together by various architects, all irregular
and confused; towers jostle towers, and battlement rides on
battlement; a dark unhallowed aspect hangs upon it. Time
had dressd the walls in sable, and gasping loops and yawn-
ing grates, beset the horrid front, and strike it with the
characters of savage times, of power uncivilized, of slavery,
and arbitrary rule. Here the open gallery conducts to each
rude tower, whose walls stand garrisoned with men of stone
to mock the siege. As the strangers approach the gate, the
pavement sounds beneath the horses' hoofs, and hollow
arches multiply the noise. They cross the drawbridge of the
ditch, and, to the trumpet's summons, the iron studded
gates roll rumbling on the massive hinge, and the port-
cullis, in its passage, harshly grates as the watchmen heave
it up. From a multitude of sluices waters rush, and fill the
muddy ditch. . . ."?

This is not the description by an enthusiast of Gothic
architecture; but the hand of the antiquary and topographer
manifestly reveals itself. Although the author of The Hermit-
age is matter-of-fact, and misses that beauty which romantic-
ism manages to impress on "massy" piles of ancient archi-
tecture, it is worth remembering that the castle of Torquil-
stone does not come till almost half a century later. It is
doubtful if William Hutchinson would have even used the

*The Hermitage, A British Say, York, 1772, p. 5.
%bid., pp. 180-81.
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supernatural machinery had he not been a strongly religious
man and firmly believed that there might be something in it
after all. His faith borders on credulity, and he anticipates
the views of a famous modern scientist by a century and a
half, when he says that "The blessed spirits of those who
have left this life, remain our guardian angels; and . . . hover
in the upper atmosphere. . . "' While Walpole used the
supernatural as an instrument of terror, and as a means to
screste @ medieval atmosphere, Hutchinson regarded it as a
perfectly serious instrument of divine agency. The goblins
of Horace Walpole became the saints of Hutchinson. The
Hermitage is interesting because, in a sense, this transformation
of The Castle of Otranto is typical of the period when didactic-
ism was ever near to the hearts of the novelists. The first
imitator of Walpole only found in him a machinery which
he considered might be well utilized in the service of the
pulpit. His enthusiasm carried him away, and the book is a
strange medley of sermons and supernatural. As literature,
the novel is too contemptible to have had any effect on con-
temporary fiction, though embedded in this fustian there are
passages which call to mind much later writers of more
brilliance. The Hermitage is not a terror novel, but that it
contained the possibilities of one becomes evident from the
enterprising piracy of a publisher who brought out the tale
of Hutchinson about three decades later when terror novels
were more in vogue, under the title Kilverstone Castle or The
Heir Restored, A Gothic Story,> with some names altered, the
long moral harangues cut out, and miracles and claps of
thunder reduced to reasonable proportions. This transforma-
tion throws important light on the change and evolution of
taste. While Hutchinson had no definite programme when
he wrote The Hermitage, the author who comes next is a
serious theorist writing a story according to plan.

In 1773, was published Miscellaneous Pieces, in Prose, by
J. and A. L. Aikin. Thejoint authorship has led to some
confusion and ambiguity in the exact allocation of individual

The Hermitage, A British Sory, York, 1772, pp. 18-19.

20n the authority of probably the frontispiece, which bears the date 1799, the
British Museum catalogue ascribes the book to this date. The copy in the B.M .
library is mutilated.
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pieces, especially of Sr Bertrand, A Fragment, with which we
are directly concerned. Who wrote the fragment, the brother
or the sister, is a moot point, and in face of contradictory
evidence it is perhaps best to follow the generally accepted
opinion, that the credit of treading in the steps of Walpole
should be given to Anna L aetitia, an assumption which has
the support of Walpole on its side.* The collection itself is
interesting for the freshness of outlook that characterizes
many of the pieces. It reflects signs of a new spirit, a sym-
pathy with the emotional, imaginative, dim, mysterious
aspects of life. There is an imitation of Ossian, and "An
Enquiry into those Kinds of Distress which excite agreeable
Sensations.” In an essay "On Romances,” a voice is raised
in favour of fictionin general. ". . . Let not those, on whom
the hand of time has impressed the characters of oracular
wisdom," it says, "censure withtoo muchacrimony produc-
tions which are . . . calculated to please the imagination,

and interest the heart."? To have raised avoice in support
of those who indulged in the unprofitable pursuit of reading
novels was at that time no minor achievement, but, in that
moral age to have said a word on the side of introducing
"the agency of invisible beings" into fiction, was bold
temerity. Thisiswhat Miss Aikin actually did in her piece
"On the Pleasure derived from Objects of Terror." "The
old Gothic® romance and the Eastern tale, with their genii,

giants, enchantments, and transformations, however a

'The strongest argument against this opinion is the evidence of Mrs. Barbauld's
editor who only three months after her death, wrote in the memoir prefixed to an
edition of her works, "They [the brother and sster] did not think proper to
distinguish their respective contributions, and several of the pieces have in conse-
guence been generally misappropriated. The fragment of Sir Bertrand in particular,
though alien from the character of that brilliant and airy imagination which was
never conversant with terror, and rarely with pity, has been repeatedly ascribed
to Mrs. Barbauld, even in print." The Works of Anna Laetitia Barbauld, ed. Lucy
Aikin, 1825, I, xiii-xiv. On the other hand, there is the evidence of Walpole who
was personally acquainted with Mrs. Barbauld (Letters, | X, 10; X |, 112-13; X,
216-17), and it ssms strange that she should have quietly appropriated for half a
century the credit and the praise which was bestowed on her, because of this
fragment; of., also The Critical, 1786, Vol. LXII, p. 469.

2 Miscellaneous Piecesin Prose, 1773, pp. 45-6.

%0f. A. E. Longueil on The Word "Gothic" in Eighteenth Century Criticism.
Modern Language Notes, December 1923. After it lost the implication of libel in
Hurd, it was simply used as synonymous with the word "medieval"; of. eg.,
"The Castle of Otranto. A Gothic Story."
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refined critic may censure them as absurd and extravagant,”
Miss Aikin writes, "will ever retain a most powerful
influence on the mind, and interest the reader independently
of all peculiarity of taste." The analysis of the element of
terror is vague and superficial, but the psychological
interest and exposition savour of modern methods. The
objects of terror are divided into two classes—natural and
artificial. The former class, called "terrible,” which results
in "natural terror," isallied to life, and inclined to be painful
in the representation; but the over-balance of pain is
averted by the pleasant sensation of gratified curiosity.
She cites as an instance, the scene in Smollett's Ferdinand
Count Fathom, where the count, entertained in a lone house
in a forest, finds a corpse just slaughtered in his room. The
second type, which is entitled "marvellous,” and which
results in "artificial terror,” has new and wonderful objects
as its implements, the sense of pain, in this case, being
overruled by the sense of amazement. The specia signifi-
cance of this theory for us is that the authoress applies these
ideas to The Castle of Otranto. She calls it "a very spirited
modern attempt upon the same plan of mixed terror [by
which she means 'the terrible joined with the marvellousT],
adapted to the model of Gothic romance,"' and sets out to
write a story on the same lines herself. Sr Bertrand is the
result.

Sr Bertrand is called A Fragment and it really is a frag-
ment of less than ten pages. The story is that a Knight loses
his way on a wide heath on "one of those nights when the
moon gives a faint glimmering of light through the thick
black clouds of a lowering sky." Tired and dejected, he had
given up all hope of finding his way, when the sound of a
bell attracts his attention. Guided by a light seen at a dis-
tance, he approaches "an antique mansion," in which some
strange incidents happen. A light appears and glides away
mysteriously; a deep sullen toll of the bell is heard; the
heavy door creaks upon its hinges, and shuts of itself with
a thundering clap; a deep hollow groan resounds through a
vault; a figure completely armed is seen. The influence of

! Miscellaneous Pieces, p. 126.
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Walpole is strong in these incidents. After passing through
an intricate winding passage, a large staircase lighted up by
a pale bluish flame is reached; the light disappears; "a dead
cold hand" seizes that of Sir Bertrand; a massy iron key
falls. The key fits a brazen lock which opens the doors to
alarge apartment in which there is a coffin with tapers burn-
ing around it; gigantic statues with sabres in their hands
line the walls. From now onwards the supernatural is
reduced to the fanciful machinery of The Arabian Nights.
As Sir Bertrand approaches the coffin, the sabres clash; the
lid of the coffin flies open; a lady appears from within;
Sir Bertrand rushes towards her and clasps her in his arms;
and instantly the whole building falls asunder with a
crash. Sir Bertrand falls into a trance and on recovering he
finds a beautiful feast set before him. The feast over, the
lady addresses him . . . here the fragment breaks off.

Miss Aikin opens her story at such high pressure that
it would have been impossible either to maintain the
narrative or even to hold the attention of the reader for any
length of time. The fragment comes to an end from sheer
exhaustion. After making use of a variety of incidents of
natural terror—one close succession of mysterious, blood-
curdling events which makes Sr Bertrand almost a handlist
of the terror novelist's requirements—Miss Aikin was
forced to eae off and have recourse to the machinery of the
Oriental tale. But, considering that the fragment was only
intended as an exposition of her theories and not as a
complete, finished, organic whole, the attempt has been
admirably successful. Almost all likely suggestions with
terrific possibilities in The Castle of Otranto are taken up,
added to, as in the wild and dreary heath, and utilized with
enhanced effect by an aesthetic conception of their use.
In the transition one significant change takes place. While
the castle of Otranto was a massive building, of which the
front as well as the postern gate was intact, with all the
turrets and towers fully in repair, "the antique mansion”
in Sr Bertrand is invested with a "ruinous" air. Affected
by the contemporary rage for ruins, Miss Aikin writes,
"the injuries of time were strongly marked on everything
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about it. The roof in various places was falen in, the
battlements were half demolished, and the windows broken
and dismantled. A drawbridge, with a ruinous gatevvay at
each end, led to the court before the building."” On the
whole, Walpole's praise wasjustified when he said that Mrs.
Barbauld's Fragment, though but a specimen, showed her
talent for imprinting terror."> What she, however, extracted
from The Castle of Otranto and what she suggested by her
execution was much too exotic a product for the period,
much too sensational and "romantic." Twenty years were
to elapse before the aim of her fragment—the sole creation
of terror—became the ideal of any writer of a full-length
novel. But in contrast with The Hermitage, and The Old
English Baron, which was soon to follow, Miss Aikin's
attempt reveals how many-sided was the reaction to the
tale of Walpole, and in what widely different directions it
exercised its influence.

The author of The Champion of Virtue, or, as it is better
known by its second title, The Old English Baron, was
forty-eight years of age when she wrote her novel. In her
cast of thought and her outlook she is linked with the
common-sense generation that was passing away. The
ideals of Clara Reeve have greater affinity with those of
Hutchinson than of Miss Aikin, and her sentence in the
dedicatory epistle to The Exiles in which she begs the
protection of the public saying, "the reader will find that,
either principally or collaterally, it has always been my aim
to support the cause of morality, to reprove vice, and to
promote all the social and domestic virtues," has the true
ring of the "Old School." But the side of her nature which
resulted in the imitation of The Castle of Otranto shows itself
in her interest in romances and the Middle Ages. She
translated Barclay's Argenis in 1772, and wrote The Progress
of Romance in 1785. The Champion of Virtue, published
anonymously in 1777, is the result of a steady rational
mind playing on The Castle of Otranto, of which it is
acknowledged to be the direct "literary offspring." Miss

Miscellaneous Pieces, 1773, p. 129.
Letters, X1, 112-13, January 27, 1780.
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Reeve thoroughly approved of Walpole's plan to combine
the most attractive qualities of ancient Romances and
modern novels, and only took exception to the violence of
his machinery. "Had the story been kept," she said, "within
the utmost verge of probability, the effect had been preserved,
without losing the least circumstance that excites or detains
the attention."* Thejustice of her strictures is undeniable
and her theory of the supernatural quite sound, but in the
writing out of her book she was handicapped by her literal,
unimaginative mind. "The Old Baron a Gothic story,
professedly written in imitation of Otranto, but reduced to
reason and probability!"?>—this was Walpole's satiric
comment on its appearance in a slightly revised form under
anew title a year later.

Not only did The Castle of Otranto provide the inspiration
for Miss Reeve and suggest the general plan, but its in-
fluence on The Old English Baron is more strongly marked
in the plot and the conduct of the story than one might
expect at first sight. As in Walpole, the time of action
is fixed in the distant past, with the difference that like
John Leland's Longsword (1762), a book distinguished in
Miss Reeve's list "among Novels uncommon and Origi-
nal,"* the story transports us from Italy to England. While
Walpole's tae purported to be a translation from an old
Italian source, The Old English Baron is supposed to be a
transcription from a manuscript defaced by time and
damp. There is again an essential similarity in the nucleus
of the plot; in both writers the central theme is the devolu-
tion of honours and fortune from a usurper to the rightful
owner, whose ancestor has come to an untimely and unfair
end.® Theodore, the legitimate heir, enters The Castle Of
Otranto as a peasant's son, though imbued with every
possible virtue that imagination can conceive; so does

YThe Champion of Virtue, 1777. Address to the Reader, p. v.

“Letters, X, 216-17, April 8, 1778.

*TheProgressof Romance, 1785,Vol.l | ,p.33.

“I't has been suggested that the story of Miss Reeve's Lord Lovel was based on the
legend concerning the death of the real Lord Francis Lovell, supporter of the
pretender Lambert Simnel, and owner of Minster Lovell on the banks of the Windrush
near Witney. Of. The Novels of Clara Reeve, by J. K. Reeves. (Whileat Oxford |
had the pleasure of consulting this work in a manuscript stage)
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Edmund Twyford in The Old English Baron. Father Jerome
has his counterpart in the benevolent priest, Father Oswald,
and Bianca of Walpole seems to have suggested the pro-
crastination, and the exasperatingly wandering narration of
Margery Twyford. Turning to the supernatural element in
the novel, dreams, groans, pictures, clashing of armour—
all suggested by The Castle of Otranto—are used by Miss
Reeve. Just as supernatural agency heralded the arrival of
the rightful owner in Walpole's story, in Clara Reeve's
tale we find that as soon as the announcement of the com-
missioner's arrival was made, " a sudden gust of wind arose,
and the outward gates flew open. They entered the courtyard
[again reminiscent of The Castle of Otranto], and the great
folding doors into the hall, were opened without any
assistance."* The resemblance which the rightful owner of
the estates bears to the murdered ancestor is used in a
dramatic manner by both writers. Theodore, who has a
strong resemblance to Alfonso, is mistaken for a phantom
by the usurper of Otranto. "Ha! what art thou? thou
dreadful spectre! is my hour come?'? cries Manfred. When
Sir Walter sses Edmund, the son of the murdered Lord
Lovel, he exclaims, "It is himself!" and faints away.® The
incidents of Isabella's flight in Walpole, are reproduced in
the hero's adventures in the East apartment. "He set the
lamp on the ground, and exerting all his strength opened the
door, and at the same instant the wind of it blew out the
lamp, and left him in utter darkness. At the same moment
he heard a hollow rustling noise like that of a person coming
through a narrow passage."* In this incident, moreover,
Miss Reeve definitely foreshadows one aspect of Mrs.
Radcliffe's technique. After rousing the reader's expecta-
tions, she resolves the whole incident by saying that it was
only the old servant Joseph bringing some wood to make a
firel Thus The Old English Baron incorporates most of the
properties of Walpole, although nothing very violent or
spectacular takes place in it and on the whole the impres-

The OId English Baron, 1778, p. 196.

*The Castle of Otranto, 2nd Ed., 1765, p. 135.
*The Old English Baron, 1778, p. 149.

“Ibid., pp. 56-7.
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sion on the reader is weak and ineffective. But it will,
nevertheless, remain to the author's credit that she created
the haunted eastern apartment in Lovel castle Miss
Aikin had introduced the "ruinous" air in the exterior
of her "ancient mansion"; Miss Reeve introduces it also
into internal decorations. "The furniture, by long neglect,
was decayed and dropping to pieces; the bed was devoured
by the moths, and occupied by the rats, who had built their
nests there with impunity for many generations. The
bedding was very damp. . . ."* Another small article which
was to chill the heart of many an innocent heroine later was
the tapestry which Miss Reeve invented. "They overlooked
the closet in which the fatal secret was concealed; the door
was covered with tapestry the same as the room, and united
so well that it seemed but one piece."?

With the debt to Walpole so marked, with all the
paraphernalia of The Castle of Otranto in it, plus some of
Miss Reeve's own creations, it will be asked in what particu-
lar feature The OIld English Baron differs from the book
of Walpole. The difference primarily lies in its essentially
modern tone. Miss Reeve's tale is saturated with contempo-
rary ideas and ideals. She has certainly moderated the
didactic fervour of Hutchinson to a great degree. The long
harangues have disappeared, and the religious element is
not as detached as in The Hermitage, being here infused
more into the character. But as compared with The Castle of
Otranto, thenovel doesread like ahomily. Wal polehad made
Manfred say in the end, "List, Sirs, and may this bloody
record be awarning to future tyrants!"; he had adso in his
preface commented on the piety that reigned throughout his
piece, and on the lessons of virtue inculcated therein, but
this was more in the nature of a sop to the critics than the
result of a fundamental didactic desire. In the story itself
no such motives had really played a part. But in The Old
English Baron, all the characters, either negatively or posi-
tively, are the author's mouthpieces to expatiate on the
beauty of "conjugal affection and happiness." Baron
Fitz-Owen's life is made an example of a noble soul dis-

The OldEnglish Baron, 1778, p. 56. 2| pid. p. 108,
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charging its "duties as a citizen, a husband, a father, a
friend."~ When Sir Philip Harclay returnsto hishome from
his travels, "he . . . looked round his neighbourhood for
objects of his charity."? And from the whole the lesson is
deduced unctuously, "Let this awful spectacle be a lesson
to all present, that though wickedness may triumph for a
season, a day of retribution will come!"® What further
differentiates Miss Reeve's novel from that of Walpole is
its construction. While Walpole had adopted the dramatic
technique and built his story on the principle of suspense,
Miss Reeve's misuse of her material informs the reader of
the end of the novel at the very outset. Edmund's pro-
phetic dream detracts considerably from the interest of
The Old English Baron. An attempt is made to create sus-
pensein Edmund's nocturnal vigil in the haunted apartment.
As comparedwith the rest of the incidents, the scene certainly
has more interest; but Miss Reeve's stolid imagination fails
in really investing the dry bones with much life. She,
moreover, introduces a most plebeian element into her
romance, and reduces a world of fine fabling to a stock-
broker's office.  When the final adjustments are taking
place we read, "But before they set out, Sir Philip had a
conference with Lord Fitz-Owen concerning the surrender
of the Castle, in which he insisted on the furniture and stock
of the farm, in consideration of arrears."* But we must not
forget that the author's intention was to combine the
qualities of modern novels and ancient romances.

The suggestions from The Castle of Otranto about
medieval colouring have not been thrown away, and the
assertion is boldly made in the Preface to The Old English
Baron, that the novel is "distinguished by the appellation
of a Gothic story, being a picture of Gothic times and
manners."> Trumpets are frequently blown, and in the
description of the combat between Sir Philip Harclay and
Sir Walter Lovel, Miss Reeve seems to have taken some
pains to be realistic. The influence of the cavalcade of Sir
Frederic entering the castle of Otrantoisdefinitely noticeable.

YThe OldEnglish Baron, 1778, p. 209.  2bid, p. 25. Jbid, p. 198.
Ybid., p. 187. dbid., Preface, p. iii.
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In one place there is a mention of Edwin, an old pilgrim,
"who would tell old stories, and sinq old songs, that one
could have sat all night to hear him."~ It has been pointed
out that Miss Reeve held Longsword in high estimation; it
seems to have even suggested one or two incidents in The
Old English Baron; but it will not be special pleading to say
that the real inspiration of Miss Reeve came from The
Castle of Otranto. Lest the charge of crediting Walpole with
what was anticipated historically by John Leland® be
levelled at the whole of this survey, it ought to be stated
here that the influence of Longsword, though the book
forestalled the medieval side of The Castle of Otranto by
two years, was surprisingly negligible as a stimulating and
inspiring force. Except the commendation by Miss Reeve,
and an advertisement to Reginald Du Bray (1779), a novel
printed at Dublin (alocal connection), in which Longsword
is praised, John Leland's book plays scarcely any part in the
contemporary reviews. It was certainly well received by The
Monthly and The Critical when it appeared, but it was not
reprinted till 1831. Considering its merit, Longsword was
born to blush unseen.

To summarize briefly, in her attempt to combine ancient
romancewith the mo povel,directly under the influence
of The Castle of O Miss Reeve's story results in a
hybrid combination of Christian virtues, domestic life,
and deeds of chiva The change in the title from The
Champion of Virtue to The Old English Baron suggests that
the author wished to stress the medieval element. In her
desire to keep within the verge of probability, the violence
of Walpole is toned down, though amost all his properties
are utilized. The Old English Baron is an adaptation of
The Castle of Otranto to the needs of the time. In the process
Miss Reeve made some valuable additions—for instance,
the haunted suite of rooms, twinkling light, decaying furni-
ture—to the terror-novelist's armoury. Thus transformed,

The Old English Baron, 1778, p. 86.

Longsword is variously ascribed to Thomas Leland and John Leland. The
Bodleian catalogue, Halkett and Laing's Dictionary, William Cushing's Anonyms,
are in favour of Thomas. T he Dictionary of National Biography suggests John. It is
ascribed above to John on the authority of the British Museum catalogue.
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the novel appealed not only to the public, but aso to the
critics, whose opinions simultaneously seem to have been
modified to a certain degree. When The Champion of Virtue
appeared, The Critical said, "The story being well contrived,
agreeably told, and not very long, may be ranked among
those which afford a tolerable degree of amusement, without
any dangerous tendency. How far it may be excusable in our
times to encourage a belief concerning the existence of
ghosts, we shall not here determine; but it may be said that
if the dramatic poet is allowed to introduce them with
impunity, the novel writer has aclaim to alike indulgence."*
No such indulgence was allowed to The Castle of Otranto
when it appeared. The opinion of The Critical about Wal -
pole's novel itself shows change. Reviewing The Old English
Baron it said, "This is no common novel—it may, in some
respects, claim a place upon the same shelf with The Castle
of Otranto, which has its faults as well as The Old English
Baron.—The Baron will probably live as long as the Castle
stands, but he should never forget that he was born in the
Castle of Otranto."? About fifteen years later, The British
Critic wrote, "When the 'Old English Baron' made its
appearance, every mouth was opened in its praise: every
line carried fascination along with it. The younger branch
of readers found their attention absolutely riveted to the
story; and, at its conclusion, they have been actually seen
to weep, in the spirit of Alexander, because they had not
another volume to peruse."® The years 1764 to 1777 were
a period of preparation. Even Miss Reeve ends the "Ad-
dress to the Reader" in The Champion of Virtue with the
diffident sentence, " | f you despise the work it will go to
deep quietly with many of its contemporaries, and the
ghost of it will not disturb your repose."* But her diffidence
proved misplaced. While the spirit of The Castle of Otranto
had been lost on Hutchinson, while Mrs. Barbauld, like
Walpole, had gone too far ahead, Miss Reeve with her
steady, conservative mind gave the public exactly what was
,The Critical, Vol. XLIV, p. 154, August, 1777.

Ibid., Vol. XLV, p. 316, April, 1778.

British Critic, Vol. I | 79 383.

Champion of Virtue, 1777, p. vii.
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most suited to the spirit of the age—a moral tale of higher
middle-class life, with a touch of the past for romance, and
a dream, a groan, and a ghost for a thrill. Clara Reeve was
a reactionary, but by her very retrograde movement, she
pushed The Castle of Otranto along. Diluted with reason,
and sweetened with morality, the high-brow reviewers
found in The Old English Baron a dose of The Castle of
Otranto which did not offend even their sensitive palate.
And from now onwards the Gothic romance makes rapid
progress. The next decade affords a more copious harvest
than the meagre one of the present.



CHAPTERIII

THE RISE OF THE "SCHOOL OF WALPOLE"
|'778-1788

T was pointed out in the last chapter how, by the end of

the period 1764-1777, the first signs of satiety with the

school of Richardson and Fielding had become visible,
and how the ground was being prepared for a revival of
interest in romance. It was also seen that the work of Wal -
pole's last imitator, Clara Reeve, met with decided approval
from the critics as well as the public. The time for a revival
was certainly ripe, and the movement was ushered in by an
increased interest in The Castle of Otranto itself. The
success of The Old English Baron from the contemporary
point of view seems to have given a new lease of life to
Walpole'snovel.

The continuance of the popularity of any work over a
length of time can be fairly estimated from the number
of occasions on which it is re-issued during that period.
Judged from this standpoint, the success of The Castle of
Otranto in the fifty-five years of the present survey is un-
questionable. While Longsword was not reprinted even
once, Walpole's story was published in various forms at
least eighteen times, including the publication in The
Universal Magazine. From the chronological order of the
various editions the significant fact emerges that the popu-
larity of the book was by no means continuous, but that it fell
into two distant sections separated from each other by a
long period of neglect. The dates support the statement that
Walpole's tale had a re-birth in the decade under considera-
tion. The enthusiastic reception of the novel among readers
immediately on its publication has already been discussed.

55
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There were three editions in less than two years, the third
edition appearing in 1766. But after this the demand seems
to have suddenly waned. The fourth edition was not required
till sixteen years later in 1782. From now onwards The
Castle of Otranto continues to appear with greater frequency.
It was reprinted in 1786, twice in 1791, in 1793, 1796,
and 1800. It is therefore quitejustifiable to make the state-
ment that there was a revival of The Castle of Otranto. As
a corollary we may deduce that general opinion with regard
to romances was changing. By December 1781, The
Critical speaks of "M r. Horace Walpole's celebrated novel,
or romance;"! in January 1782, The Monthly still calls
Walpole's tale "the singular story," but adds, "The Castle of
Otranto, with all its peculiarities, must be allowed to be . . .
[an] interesting and animated composition."? It seems,
however, that The Castle of Otranto received its immediate
impetus from the performance of The Count of Narbonne,
a dramatized version of the story, on the 17th of November,
1781, at Covent Garden. The play is additional evidence of
an increased interest in the book.

Taking into consideration how a trifle like the goblin
tale of Walpole was saved from oblivion, and how it con-
tinued to figure in the mind of the public, we have to admit
that its author was favoured by fortune. Walpole's social
standing helped him; and he probably owed his popularity,
not to say notoriety, in no small degree to Strawberry Hill.
After his death, The Monthly said in 1798, "Mr. Walpole
seems through life to have wished for notice as a connoisseur
in painting and architecture, as well as in literature; and as
the building on Strawberry Hill and its furniture form an
unique among villas, he could not have obtained fame on so
small [large?] ascade at a less expence, by any similar draft
on public notice. Gothic architecture, so appropriate to
sacred purposes on account of its gloomy grandeur, lost its
secular favour at the same period as that which abridged the
Barons of their feudal rights and military splendour . . . but
of whatever utility this Gothic miniature may be to future

;TheCriticaI,LI |,456.
TheMonthly, L XV 1, 64.
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times, it has certainly contributed not a little to its founder's
celebrity."!

However the fame may have been achieved, the popu-
larity of Walpole, combined with the revival of The Castle of
Otranto,have from our point of view an immense significance.
They provide for us a hypothesis that in the period under
consideration Walpole's tale was a living, vital thing, and
not merely a piece of notorious eccentricity relegated to the
shelf of literary antiques. In dealing with its influence on
novels long forgotten, novels the authorship of which even
is not known, it is of importance to be able to establish that
at the time when they were written, The Castle of Otranto
was likely to be known to most people with any literary
pretensions, through hearsay, the stage, the reviews, or the
book itself.

The revival of the book is symptomatic of the times.
Fiction in this decade undergoes a great change. If we
compare the mass of production in the beginning of this
period with that towards the end of it, the comparison is
illuminating. New strands are visible. There is a distinct
loosening of old traditions. While in the previous decade
" Memoirs," "Histories," "Adventures'—of which in-
stances have been given—formed the main types to the
exclusion of everything else, by the end of the period 1778-
1788 we have the appearance of works which indicate an
outburst of emotional life. The popularity of The Sorrows
of Werter is typical of one aspect of this new phase. First
translated in 1779, it was rapidly reprinted year after
year. Editions came in 1780, 1782, 1785, and 1789. It
has aready been pointed out that about 1777 the first
signs of discontent with realistic fiction had become appa-
rent. An examination of the annual production in this
period (the novels reviewed in The Critical may for compari-
son be taken as fairly representative), also shows that in
1779-1780 we touch the point of lowest activity. In 1771,
The Critical reviewed 31 novels; 12 in 1777; only 7 in
1779; and 8 in 1780. After this there is a steady increase,
the yearly total from 1781 to 1788 being 18, 12, 22, 24,

The Monthly, N.S, XXV 11, 65,
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38, 30, 43, and 55 respectively. The figure rises to
the unprecedented height of 59 in 1789. Of course the
application of mathematical standards to literature is
dangerous, and the dates and the figures should not be
interpreted too strictly. But it is safe to draw a general
conclusion that there is a distinct stimulation and a marked
increase in productivity in the years 1778 to 1788. Fresh
blood is injected into the veins; prose romance is resuscita-
ted; and the period is on the whole characterized by a
flexibility and indefiniteness typical of an era of change.
The study of literature as a growth, as an organism, gives
a vast significance to periods of transition. It enables us to
assign to objects their relative dimensions, a factor of
importance in the history of literature. It ought therefore
to be pointed out that no cataclysmic revolution takes
place in these years. Evelina appeared in 1778, was thrice
reprinted in 1779, and went into further editions in 1783
and 1791. In 1782, Cecilia made its appearance; it reached
its fourth edition by 1784 and was again printed in 1786.
Upholding the ideals of common sense and the realistic
school, Miss Burney is none too kind to romances. The
design of the author of Evelina is to represent the world as
it appeared to a young girl first making her entrance into it.
And in the preface, Miss Burney prepares "for disappoint-
ment those who, in the perusal of these sheets, entertain
the gentle expectation of being transported to the fantastic
regions of Romance, where Fiction is coloured by all the gay
tints of luxurious Imagination, where Reason is an outcast,
and where the sublimity of the Marvellous rejects all aid
from sober Probability."* The popularity of these works
was so great that by 1788 The Critical talked of " The Burney
School."? It is well to keep the success of the anti-romantic
Miss Burney in view when tracing the rise of what is vaguely
termed the romantic novel—a term which may, for want of
a better one, be extended to include all deviations from the
traditional path. Theold literary idealsin periodical criticism
also continue. (They last through the remainder of the
century and after.) A few illustrations from the reviews may

Evelina, 2nd Ed., 1779, Preface, p, Xiii. The Critical, L XV, 485.
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be given. In 1787 the stale cry about morality is repeated
in a criticism of a novel, entitled Victoria. "The author
wishes to inculcate filial piety. . . . She who would support
the cause of piety and virtue cannot err."’ The Monthly
wrote of Louisa; or the Cottage on the Moor the same year,
"a not unpleasing, but rather improbable tale.

‘In all you say or do,
Ever keep probability in view,’

says a celebrated didactic poet; and this is a rule, for the
observation of which we have ever been, and ever must be
sticklers."? The Critical as usual decries Fancy at the expense
of Judgment in areview of Fairy Tales, a Selection, in 1788.
"The only merit of a collection," the reviewer said, "must
arise from the judgment with which it is chosen; but what
judgment can appear in a compilation, Where to be pleased
at all, must be the exercise of fancy alone?'® Even a decade
later, The Monthly's comment on The Lyrical Ballads reveals
the persistence of the old ideals. The passage is well worth
quoting.

"Though we have been extremely entertained with the fancy, the
facility, and (in general) the sentiments, of these pieces, we cannot
regard them aspoetry, . . . Would it not be degrading poetry, as well
as the English language, to go back to the barbarous and uncouth
numbers of Chaucer? . . . Rust is a necessary quality to a counterfeit
old medal: but, to give artificial rust to modern poetry, in order to
render it similar to that of three or four hundred years ago, can have
no better title to merit and admiration than may be claimed by an
ingenious forgery. None but savages have submitted to eat acorns
after corn was found."*

But side by side with this we feel in these years the
definite growth of new elements and the evolution of a
fresh standpoint. Though Evelina may have temporarily
retarded the resurgence of prose romance, it could not stem
the tide of the movement which laid stress on imagination
and fancy.

Before proceeding to an examination of the new forces,

The Critical, LXIII, 76. *Tre Monthly, LXXVI, 449
3Tre Critical, LXV 15 “Tre Monthly, N.S., XX 1X, 202.
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one important change in outlook must be mentioned—a
change which indirectly affects the whole movement. In
this period there is the rise of a few authors who shift
the emphasis from morality to amusement. This difference
in motive was bound to have far-reaching results. In her
introduction to . Bernard's Priory the author said, "as |
write only for amusement, | hope those that read it will be
entirely swayed by the same motive, in expectation of
which | patiently abide my fate."! Turning to the evidence
of the reviews once more we notice the emergence of some
strains which are particularly relevant to this survey. The
elements of change may be classified under four heads—
the growth of the Historical or Gothic romance, probably
the most important development of the period, which will
be discussed later in the chapter; a favourable attitude,
occasionally, towards the supernatural and the "romantic”;
variety and experimentative quality in fiction, with emphasis
on a structural technique to excite the reader's curiosity;
and the first signs of a rising interest in German literature.

In 1783 The Monthly opened the review of The Recessin an
extraordinarily sympathetic manner: "The Tale of Other
Times is a romantic title. It awakens curiosity; it sets us at
once on fairy land—while Fancy, equipped for adventure,
sdlies forth in quest of the castle, the giant, and the dragon,
'rob'd in flames'; and already rapt into vision by its own
magic,

'Towersand battlementsit sses
Bosom'd high in tufted trees.' "

Three years later The Critical also reveals the same change
in mental outlook. "To admire marvellous occurrences,
and to follow, with an eager attention, the author, who,
regardless of nature's operations, employs spirits of the
air, or of the earth, to attain his purposes, by means the
most extraordinary and astonishing,” the critic said in a
review of Vathek, "is a passion so deeply implanted, that,
from the cradle, it is discovered in the imperfect lispings of
the infant, and still adheres to us in spite of reason, judg-

"--.Bernard'sPriory. An Old English Tale. By a Y ouner Lady, 1786, vii-viii.

*The Monthly, LX V111, 455,
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ment, and philosophy. The authors who wield these power-
ful weapons are the favourites of every age and every
climate."* Feeling, however, that he had gone too far and
seeking shelter behind a great name, he added, "Our own
Shakespeare owes much to his Ariel, his Robin Goodfellow,
and even his Witches."? We seem to touch a halfway stage
in a review of The Rambles of Fancy in 1786. "1f Miss
Peacock had not called them the Rambles of Fancy," The
Critical said, "we should have styled them too fanciful.
The descriptions are romantic, the situations often improb-
able: instead of the scenes of nature, we are presented with
magical groups of imaginary views. For the glaring scenery
of romance, our young author loses the empire of nature,
and is content to lose it."® The reviewer does not seem to
have been particularly discontented at the loss either, and
in the beginning of his notice called the Tales "really"
interesting.

A few exampleswhich indirectly illustrate the growth of a
desire to arouse curiosity and suspense—a technique which
was consciously employed by Walpole and which ultimately
leadstoMrs, Radcliffe—will not beout of place. Inareview of
Lord Winworth in 1787, we are told, "The author's address,
in concealing the event, deserves commendation: in some
parts the interruptions given to the explanation are too
artificial, too obviously intended; yet the curiosity is kept
in anxious expectation, and we are not satisfied but in the
very moment when the explanation cannot any longer be
advantageously concealed. The plot is aso unfolded with
great dexteritX; and the denouement is an interesting part
of the work."™ The same insistence on the dramatic method
of Walpole as compared with the epic manner of Fielding,
recurs in Louisa; or the Cottage on the Moor. The reviewer
said, "This is a pleasing little artless tale, much superior,
both in its plan and conduct, to the numerous productions
of this class. Curiosity is skilfully excited, expectation
kept momentarily alive, and, at last, the intricacies are
unravelled very satisfactorily."® In 1787 also appeared a

The Critical, LX 11, 37-8. 2lbid., LXII, 37-8.  3lbid, LXII, 393-94.
Ybid, LXIII, 225. Shid., LXIII, 308.
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novel entitled Rosa de Montmorien, and The Critical said of
it, "Miss Hilditch has probably been told, that it is proper
to keep the event a secret; so that she has perplexed her
story with difficulties that she cannot consistently unravel,
and rendered one half of it unintelligible, that the rest may
be surprising."! All the three instances cited above occur
in the same year, and indicate the development of a new
conception in technique, namely, the dramatic conception
which had been stressed in The Castle of Otranto.

The experimentative and flexible nature of the decade
is of course revealed by the variety of novels that were
published. Fiction does not fall into types as distinctly
as in the previous years, and works with a more in-
dividual air appear with greater frequency. A detailed
consideration of this phase will be beyond our scope. But
as this nebulous tone of the period has a significance for us,
the opinion of those spokesmen of their age, the contempo-
rary reviews, will not be beside the mark. "1n no period,
perhaps,” said The Critical |n 1788, "have we seen novels
of such various characters."> A gentleman wrote a story
called The School of Virtue in 1787, and The Critical said of it,
"This gentleman dislikes, with some reason, the novels
which commonly appear: but his new plan is not deserving
of our praise."®* When Miss Gibbes' novel, The Niece, was
published, the same review exclaimed, " Another attempt at
a new plan."* Miss Gibbes herself wrote in her preface,
"1 must beg leave to observe, that this Novel, being written
on aplan entirely new ... | have thrown the several incidents
by way of Dialogue, and it would not be any impropriety if
it were called

A Dramatic Novel.! "®

Thebook is interesting as evidence of the desire to strike out
in untried directions. It isalsoat thistimethatanew foreign
influence begins to affect English Literature. When Henrietta
of Gerstenfield, A German Story, was translated, The Critical

Yhe Critical, L X1V, 480. ?|bid., L XV, 486.
®lbid., LXIV, 480. *Ibid., LXIV, 481.
*The Niece; or, the History of Sukey Thornby 1788, Preface.
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asked in 1787, "Is it in conseguence of our common ancestry
that we feel a congenial warmth for everything of German
origin? or do we only approve of their writings because of
the strong, sound, good sense, which is observable in every
page?'’ The results of the geniality which warmed the
critic's heart will be discussed at a later stage.

We e thus, that the years 1778 to 1788 are years of
transition and growth; they possess all the interest thereof.
Fresh experiments are made; new implements are fashioned
and their uses tried. There are tendencies intersecting and
occasionally counteracting each other. But underneath all
this, the outcrop of a spirit of adventurousness is noticeable;
a disquietude and restlessness which leads to a quest after
fresh woods and pastures new. It is exactly the state most
favourable to the exercise of a new influence. A decrease in
the force of tradition results in a corresponding increase in
intellectual receptivity. The importance of a model at this
stage can be supreme; it was pointed out that after a long
deep The Castle of Otranto came to life again in these years,
and loomed large in the eyes of the public; it provided the
necessary model. While the revival of the book owed not a
little to the rise of the new spirit, Walpole's tale in its turn
became avital guiding and moulding force in the movement.
On the one hand, it satisfied the desire for the quaint and
the novel, for the mysterious and the unknown, which is
characteristic of the romantic mood; on the other, it gave
creative suggestions and pointed the direction for writers
to follow. Just as Miss Burney is the apostle of the realistic
school in this period, Horace Walpole is unconsciously the
personality that sponsors the aberrations from the beaten
track. The people who fall under the influence of The Castle
of Otranto may be divided into three groups—first they who
laugh at it; secondly those who in a desire to infuse a touch
of romance into a novel of men and manners, only take up
some of its suggestions; and lastly, people who fall in the
more direct line of descent. They will be discussed in the
same ascending order of their merit in the following

pages.
YThe Critical, LXI11, 389-90.
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In 1779, Elizabeth, Lady Craven, Margravine of Ans-
pach, wrote a story entitled Modern Anecdote of the Ancient
Family of the Kinkvervankotsdarsprakengotchderns, A Tale for
Christmas. The book was dedicated to Walpole, who,
besides feeling highly flattered at the comE)Iiment, was
extremely pleased with the performance itself.” He did not
$e, or decided not to see any connection between The
Castle of Otranto and Modern Anecdote. There certainly is no
serious and obvious imitation of Walpole's novel. A book
with that title, written with the avowed object of affording
some entertainment to Horace Walpole at Christmas time,
when he was confined to his fireside by his usual "unwel-
come visitor" gout, could scarcely be expected to be so.
But the characters, the setting and some of the incidents in
the story incline one to think that the intention of satire
was not entirely absent. There seems to be a subtle innuendo
in dedicating the tale to the author of The Castle of Otranto.

In the centre of Germany lived a nobleman, whom "in
consideration for his reader's teeth and the tympanum of
the hearer's ears," the author simply chooses to call Baron.
A daughter Cecil, a chaplain, and a distant relation named
Hogresten form the rest of the household. Into this family
are introduced one Madame Franzel and her son Fredric.
Cupid takes a hand in the game. Fredric and Cecil fall in
love with each other. Puffed with the pride of ancestry,
the Baron refuses the proposed match and orders Cecil
to marry Hogresten. Desires override parental authority
and Cecil springs from a window into her "handsome
Fredric's arms.” "Can we dispose of her better?" the author
asks, and the story ends.

Elizabeth Berkeley seems to have had Walpole's novel
in mind while writing her story. The castle, the stair-case,
the pictures, the gallery, the sentimentality and the super-
natural, all are introduced into Modern Anecdote in one way
or another. They are ridiculed with a delicate and airy
touch, though the author's wit occasionally borders on very

YLetters, X1, 108; XI, 120; January 17 and February 2, 1780.
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broad humour. Just as in The Castle of Otranto Theodore
married Isabella because he could talk with her of "his
dear Matilda" whom he had lost; in Modern Anecdote,
Captain Franzel and Madame Franzel enter wedlock
because they are thus enabled to comfort each other for their
mutual loss when his beloved, and her friend, was forcibly-
married to the Baron. Madame Franzel, we are told, con-
tinued to wear ever after the baronesss picture on one
wrist and that of the captain on the other! Romances come in
for their share of mockery. Hogresten had been reading "the
wonderful romances of ancient chivalry, till he had almost
persuaded himself that he was an unfortunate knight,
frowned on by the lady of his heart ;"* but according to the
author, Hogresten had for the object of his passion "the
Barons daughter, who neither frowned nor smiled upon
him."2 The walls of the hall in the castle were hung with
family pictures from ceiling to floor; the parlours, bed-
chambers, the closets and the garrets, nay, even the very
stair-case, were covered all over. When Cecil isimprisoned
in a room in the castle for refusing to marry Hogresten,
"she waited till she thought every one asleep; then flew to
her honored ancestors and without regard to precedency,
or decency, she heaped grandfathers on grandmothers;
knights on old maiden aunts; he-cousins bearing armour
on she-cousins bearing distaffs. . . . Thus, one by one,
the noble family, as fast as she could heap them upon
each other, made a pile which reached to the windows:
"Adieu Messieurs et Mesdames, said she, as she sprung out of
the window. . . ."* Feeling that she could not leave the
supernatural entirely out of her story, Lady Craven
tortures a reference to a ghost into Modern Anecdote in her
own Rabelaisian fashion.  One morning young Franzel
was hastening to his chamber after spending a night in
Cecil's room when he encountered Hogresten who "looked
at him, and after him for some minutes: indeed, well he
might; for had not the rude shock he received from Franzel
by running against him, convinced him, that he was not an

Modern Anecdote, 1779, pp. 8-9. 2| pid., pp. 8-9.
3bid., pp. 80-82.
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immaterial being, the young man's disordered figure, and
hasty steps all together, proved that he was far from being a
dissatisfied ghost."*

The book itself has no important bearing on the rise of the
influence of The Castle of Otranto, and is only an amusing
skit with Walpole's novel probably inview. Butthe Dedi-
cation has more interest, as it throws some light on the
personality of Walpole. It is written in an easy, flippant,
familiar, half-mocking style. In defending herself against the
possibility of censure, Lady Craven says that Walpole him-
self must bear some of the blame, if any happen to rail to her
share, for it is his advice which has led her to make the
attempt. The passage is interesting and reveals Walpole's
desire to throw off* restraint.

"Among many foolish, but true things you have heard me
say," Lady Craven writes, "I once expressed a wish to be
learned, and acknowledged that | was ignorance itself; and to
encourage that ignorance you thus advised me: 'Despise
what is called learning, give aloose to your imagination, correct by
your heart, and polish by your taste: and you added, 'most
books are like pedigrees; the founder of afamily is generally
a genius, the descendants serve to people theworld."?" It is
this wish to give a loose to the imagination which resulted in
The Castle of Otranto and which links Walpole with the
precursors of the romantic movement.

As compared with Modern Anecdote a novel by Elizabeth
Blower, entitled Maria, published in 1785, has much more
direct importance. The novel is written in a style of light
banter and mild sarcasm. The author sets out with the
intention of ridiculing all the current fashions and fads; and
the humours of the times are reflected in Maria as in a
mirror. Thebook, however, lacks artistic coherence. Miss
Blower is occasionally so intent on satire that the distinction
between the creations and their creator vanishes. But this
does not in any way detract from its value as an indicator of
contemporary tendencies. Antiquarianism, the rage of "senti-
ment," critics, playwrights, Gothic galleries, and Ossianic

,Modern Artec ddte pp. 46-7.
Ibid., Dedication, pp. 7-8.
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language—all come in for their share of satire. It has
special significance for us that The Castle of Otranto and
its machinery also find a place among the objects on which
Miss Blower exercises her wit. During the twenty years
since Walpole wrote his novel, taste seems to have changed
and developed, and his book is now not so out of harmony
with the spirit of the times as it was on its publication. The
eccentricity of 1764 has become one of the fashions of 1785.

Maria, who gives the title to the book, is taken under his
protection by Dr. Edgware after the death of her father, Dr.
Mordaunt. In London she is introduced to Lady Melmoth,
who turns out to be the sister of Aubrey, the man she loves.
At Lady Melmoth's she is aso introduced to Miss
Emilia Hampden, whose story is by this frail link connected
with that of Maria. After the usual lovers' delays and
difficulties, the clouds disperse, peace is restored all round
and the author begs leave to "claim the privilege (which
historians of our class have for time immemorial preserved)
of ending our work, with informing the reader, that our hero
and heroine were MARRIED, after all due respect had been
paid to propriety and decorum."*  Our interest lies morein
the characters than the plot of the novel. Lady Melmoth,
Miss Hampden, and Mariaare all infected by the "romantic"
mood in different ways. Describing Lady Melmoth to
Maria, Dr. Edgware says, "she is aimost the only person |
know, to whom that air of melancholy you wear would be
interesting. There is nothing, |1 am told, conciliates her
affection and regard so closely. Sorrow, from which most
people retreat, she pursues.” Maria herself is caled "a
young lady of avery . . . pathetic turn of mind," while the
silent and reserved Miss Hampden is described as "a lady of
literature." The story opens in London. But to provide an
opportunity to poke fun at the Gothic and the supernatural,
the scene is shifted to Dunlough Castlein Dorsetshire. When
Maria is first introduced to Lady Melmoth this intended
visit is being discussed.

"'And as to poor Miss Hampden (continued Lady Mel-
moth smiling) having never yet seen Dunlough, she is

Maria, a Novel, by Elizabeth Blower, 1785, | | , 272. Apid,, |, 77-78.



68 HORACE  WALPOLE

impatient to enjoy the delightful horrors of Gothicgalleries,
winding avenues, gaping chimnies, and dreary vaults; and
by way of enlivening the scene, she intends to take with her
the tragedies of Eschylus, the poems of Ossian, Castle of
Otranto, etc. etc. and | dare say will, by the aid of
imagination, behold gigantic hands and legs; and hear the
voices of other times come whistling in the winds, and see
the grey mists rising slowly from the lake, like an aged man
supported by a ghost in mid-air, and presently dissolving in a
shower of blood—Are you, Miss Mordaunt,' continued her
adyship, ' alover of this kind of sublimity?"

'l am indeed, Madam,' said Maria, 'there is not a piece
of antiquitIy of that kind in my native shire | have not
explored,”

The evidence of Maria is added testimony in favour of the
reasons we have given to explain the delay in the imitation
of The Castle of Otranto. An external influence cannot suddenly
mould a personality. The most it can do is to stimulate
allied natures. And with a few exceptions exactly these were
absent at the time when Walpole wrote his tale. The few
persons who might have been sympathetic towards it were
working in different fields. By 1785, however, as we can
deduce from the novel of MissBlower, theboundaries of the
appea of Walpole's book had extended to average "ladies
of literature,” and it is in this period that an increase in
production on the lines of The Castle of Otranto takes place.

But Maria possessss something more than a mere docu-
mentary interest. Miss Blower was, as we have seen, making
fun of The Castle of Otranto and its gigantic hands and legs.
In one scene she set out deliberately to ridicule the super-
natural of Walpolein moredetail. All she really succeeds
in doing is to anticipate Mrs. Radcliffe's method, and to
introduce the "explained super-natural” into her novel. In
Walpole, a hollow groan was heard, which the author
afterwards suggested was the effect of pent-up vapours; in
Clara Reeve intense expectation was created by a mysterious
knocking in the night, though finally it proved to be only a
servant bringing some wood for the fire; but Miss Blower

! Maria, a Novel, by Elizabeth Blower, 1785,1, 87-8.
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goes much further than both these writers and brings us
definitely into the domain of Mrs. Radcliffe—strangely
enough quite unintentionally. Attracted by "the mellifluous
notesofthenightingale,"and"charmedwith thesweet serenity
which possessed all nature,” Maria decides to go into the
garden one night. Opening a wrong door, she is conducted
into a long gallery which communicates with the principal
apartments of the castle. "The stillness of the night added a
terrific solemnity to the place. The moonbeams, which
pierced faintly through the Gothic windows, gave a shadowy
view of some old paintings, that were thinly scattered about
the walls; and here and there, a wide-yawning chimney,
resembling agloomy cave, presenteditself; fromoneof which,
whilst she stood with the door in her hand, Maria saw a
lighted torch fall on the ground—the fright depriving her of
the power of motion; the door slipped from her hand, and
closed upon her."* Soon after, "something all black, and
large as the most masculine human figure, followed the
torch with an equal velocity. . . ." "Whether the terror
Mariafelt at this moment originated from her supposing the
object in question to be a diabolic appearance, or from her
alarm, lest a thief had concealed himself there ... we
know not, but the operation of her fear was so powerful,"
that she again opens the wrong door. After meeting with a
ridiculous accident with Lord Newry, "Maria pursued
her way to the extremity of the avenue; the attainment of
which introduced her to a small gallery she had never seen
before; and here, by the light of the moon, which shone with
resplendent lustre through abroken window opposite to the
place where she stood, she beheld a man lying beside the
wall, all pale, ghastly, and weltering in his blood. Maria
shrieked aloud at the sight of this dreadful spectacle,
exclaiming, with the deep tone of terror—

'‘Horror and death obstr