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ABSTRACT

A THEORETICAL STUDY OF

THE PHENOMENON OF HORROR IN ENGLISH LITERATURE
Juan José Rubio de Urquia

A speculative theory of the phenomenon of horror
in literature is_offeréd to accouﬂt_for the pature,r
use and value of horror in English literature.

Three major elements must be present for the devel-
opment of the phenomenon of horror in a text: (1) The
metaphysical elements: elements of the extraordinary,
from the unusual to the supernatural; and commonplace
elements, forming the habituél experience_of a character
in the féxt; (2) the dramatic-eiements, through which
the character's reaction to the conflict between both
alternatives is expressed; (3) the conditional element
of rejection, qualifying the character's dramatic reaction
-to the potential transformation of his habitual experience.

Based on this general definition four categories
of horror are formulated. Within each, selected examples
‘from the body of English literature are used to illustrate
the principle behind horror in literature.

The place of horror im English literature is further
examined through general discussions about its historical
backgréund and about its critical status in respect to

other non-mimetic modes.
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I. INTRODUCTION

Horror and the Phenomenon of Horror

The purpose of this study is to shed light on the
nature, use and value of horror in literature. A spec-
ulative theory of horror in literature is offered to
account for (1) the creative origin of horror: what are
the elements producing it; (2) the mechanism of horror:
how it is intensified; and (3) the use and value of hérror:
how and to what extent does it interpret both literature
and reality.

The theory of horror in literature offered here
is based on‘a controvérsy present both in literature and
in life: what happens when a doubt arises about the famil-
iar reality of everyday experience,_and what are the con-
sequeﬁ;es stemming from the dilemma that the 1ite;ary
expression of this doubt creates. We suggest that one
of the ways of exploring this dilemma in literature is
through the creation of a phenomenon of horror. Con-
sequently, we shall not only be concerned with the empi- .
rical study of the elements forming the phenomenon of
ho¥ror in a teéxt, but also with the deductive interpreta-
tion of the génesis and evolution of those elements

throughout literature.
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Before introducing our definition of horror, it
would perhaps be worthwhile to discuss some aspects
.of the term 'horror‘ and some approaches to its literary
manifestation.

When we invoke the term 'horror' regarding something
we have just experienced--lived, or read--we are usually
describing the sensation of shock and aversion that it
has elicited in us. And if it is possible for us to
apply the term 'horror' to an experience without necessari-
ly referring to our subjective reaction; it is because
of certain signals that denote the potential in the
incident for eliciting the sensation.

Despite the many attempts that have been made to
differentiate between 'horror' and 'terror' (where, for
example, either one would be elicited by physical and
the other by supernatural causes; or where an element of
'disgust' would perhaps be associated with 'horror',
but not with 'terror'), the meanings of the words themselves
do not allow for cleér—cuf differentiafion.

In Klein's Etymological Dictionary of the English

Language (1966 edition), we are told that the noun 'horror’

comes from the accusative of horror, horrorem, 'bri-

stling; rudeness, roughness, shaking, trembling;" which
is derived from the verb horrere, '"to stand on end,

bristle, shake, shudder, shiver, tremble." Similarly,

'terror' derives from the accusative of terror, terrorem,
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"great fear,.alarm,” énd in turn from terrere, "té frighten."
But terrere itself, under the édjective 'terrible', is
shown fo stand for terséyo and to be descendent from
the common root of 0ld Indian trasate, ''trembles;'" Avestic
tarshta, "feared,s revered," tevesgiti, Mis afraid ofi;!
Gk;’tééﬁi&/(for trasein); "to tremble, to flee;" Lithuanian

trisd, triseti,. "to tremble," etc.,.

The elements of 'fear' and 'alarm' present in the
definition of 'terror' seem to indicate that the (terrified)
individual is-not totally possessed by the experience:
though rudely shaken, he is alerted and able to flee.
'Horror', on the other hand, seems to lack any such
escape-valves: it tends to describe that moment in exXper-
ience when the individual is totally overcome, incapacitated,
or paralyzed.

However, it seems evident that both words tend to

describe a subjective reaction of the kind expressed by

the common verb 'to tremble'. To differentiate them
on the basis of the outer stimulus responsible for the re-
action 1s to ﬁass from a strict definition of the noun to
a speculative theory of the phenomenon; from a subjective
expression of feeling, to an objective theory.about an
observed phenomenon; from 'literature' to 'criticism'.

Let us consider some definitions: "Dennis Wheatley
holds that terror is experienced in the face of a physical

danger only, while the word 'horror' conveys fear of the

supernatnral. . . HoP. Eoveeratt maintains that only
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the term 'horror' is applicable in the tale of the Super—
natural. Bor?s Karloff . . . thinks that horror is awakened
by gruesome physicai realities such as scenes of murder
and of sadism, while terror is the feeling we experience
iﬁ the presence of ghostly things. Algernon Blackwood . .
is is complete agreement with this view." Penzoldt,
agreeing with Karlbff's definition, says: "obviously
it is the first emotion [horror] we experience when confronted
with some physical ébomination,.while the second definition
well describes that dread which only supernatural terrors
can inspife.”l

On the other hand, McNally and Florescu, in agreement
“with Wheatly and Lovecraft, but in complete disagreement
with Karloff and Penzoldt, state that "terror is the extreme
rational fear of some accepted.form of reality, whereas

horror is the extreme irrational fear of the utterly

unnatural or the supernatural."2
Northrop Frye introduces the word 'fear' in his
definitions, calling '"terror' '"fear at a distance,"

and 'horror' "fear at contact;'" and he defines "ultimate

1Peter Penzoldt, The Supernatural in Fiction

(London: Peter Nevill, 1952), p.9.

2Raymond T. McNally and Radu Florescu, In Search of

‘Dracula: A True History of Dracula and Vampire Legends

(New York: Warner Books, 1976), p-.155.
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horror" as occurring "when the potential passes forever

into the actual.”l Devendra Varma, in The Gothic Flame,

comments at length on the nature of horror as opposed tb
terror, generally agreeing with Penzoldt's differentiation
on the basis of physical and psychological causes: '"the
difference between Terror and Horror is the difference
between awful apprehension and sickening realization:

between the smell of death and stumbling against a corpse."2
Some literary uses of the words seem to justify

this differentiation between terror and horror: 'who
" shall conceive the horrors of my secret toil, as I dabbled
among the unhallowed damps of the grave, or tortured
—the—tiving armmmat—to-animate-thelifeless clay?"S;
"] turned . . . and saﬁ Dorian Gray for the ‘first time.

A curious sensation of terror came over me.”4 Never-
theless, throughout the works of these and other writers,
such as Poe, LeFanu, Maturin and Lovecraft, no sﬁch

P

1Northrdp Frye, Anatomy'of Criticism (New York: Atheneum,

1968), pp. 37, 213.

2DeVendra Varma, The Gothic Flame (London: A. Barker,

1957), p.130.

3Mary Shelley, Frankenstein (London: J.M. Dent & Somns

Ltd., 1970), p.48.

4Oscar Wilde, The Picture of Dorian Gray (London: Oxford

Univ. Press, 1974), p.16.
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pattern emerges. They tend to use the words indiscriminately,
sometimes substituting: "terroxr’ for 'horror'cwhen' they
have used 'horror' too often and viceversa. For instance,
in "William Wilson" Poe describes how the protagonist
reacts to his antagonist's strange effect upon him in
two similar situations by saying, in the first, that
"his whole spirit became possessed with an objectless
yet intolerable horror;" and in the second, that this
effect "added to a feeling of even terror."1

However, there is another type of feeling, whose
manifestation seéms to incorporate these two aliegedly
distincf phénomena. Frye terms it "dread' or "Angst";
‘and defines it as "fear without an object.'" He explains
Eliot's objection to Hamlet's undirected emotionality
by saying that "Hamlet is best approached as a tragedy
of Angst, or of melancholy.”2 Lovecraft's observation,
that '"the most merciful thing in the world . . . is the

inability of the human mind to correlate all its cohtents,"3

lEdgar Allan Poe, "William Wilson,” in The Complete Tales

and Poems of Edgar Allan Poe (New York: The Modern Library,
1965), pp. 634, 640.

2Anatomy of Criticism; DPPeid3Ts167;
3

H.P. Lovecraft, "The Call of Cthulhu,” in Tales of the

Cthulhu Mythos, Volume I, ed. by August Derleth (New

York: Ballantine Beoks, 1975}, p.l.
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is closely related.to Frye's definition of dread. - Such
observations on horror and terror illuminate, not so much
the subjective sensation, or the partial definition of
the term, but what we shall identify as the phenomenon
of horror.

In reference to Stevenson's "Olalla,'" Irving Massey
suggests that the "horror of the living fact is the
horror . . . of all living fécts. .. o s ALL later 'knoW-
ledge' is a suppressing of true knowledge, which is the
death-saturated, fear-saturated nature of experience
that suffuses and overwhelms the mind. Or rather, what
is later called 'the mind' is only rescued and separated

from the undifferentiated mass of terror which was originally

all that 'the mind' consisted of.”1 In. this context,
consider the following examples: 'I started from my
sleep with horror . . . when . . . I beheld the wretch--

the miserable monster whom I had created.”2 "He came

close to the picture . . . and there was no doubt that
the whole expressidn had altered. . . . The thing was
horribly apparent.”3 W wie i horror of rhe.spirit

llrving Massey, The Gaping Pig: Literature and Metamor-

phosis (Berkeley: Univ. of California Press, 1976) . p.1U08

ZM. Shelley, Frankenstein, p.57.

3Wilde, Dorian Gray, p.100.
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that cannot be exceeded at the hour of birth and death."1
Or consider this more explicit illustration of the

same concept by Poe:
The moaning and groaning,

The sighing and sobbing,
Are quieted now,

With that horrible throbbing
At heart: --ah, that horrible,

Horrible, theebbingl: e
The sickness--the nauseazc

The pitiless pain--
Have ceased, with the fever

That méddenedfmy brain--
With the fever called "Living"

That burned in my brain.2

This agonized feeling resulting from a consideration

of 1ife is closely tied to the power of the imagination:
"with certain nineteenth—céntufy romantics, one suspects,
the imagination 1is a kind of psychological balancing-pole

whose purpose is to keep the writer sane in a world that

1Robert Louis Stevenson, Strange Case of Dr. Jekyll and

Mr. Hyde, in The Merry Men (New York: Charles Scribner's

Sons, 1912), p.386.
2

Poe, "For Annie," in Complete Wotks, p-973:
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horrifies him.”1 Mario Praz, who wrote The Romantic Agony

on this subject, observes that "for the Romantics beauty

was enhanced by exactly thoée qualities which seem to

deny it, by those objects which produce horror." And

commenting on J. and A.L. Aikin's "On the Pleasures

Derive& from Objects of Terror" and "Enquiry into those

kinds of Distress which excite agreeable sensations" (1773);

and Drake's "On Objects of Terror," (1798), Praz says

that '"the discovery of Horror as a source of delight

and beauty ended by reacting on men' s actual conception

of beauty itself: the horrid, from being a category of

the Beautiful, ended by becoming one of its essential

"élemeﬁts, and the 'beautifully horrid' passed by insensible

degrees into the "horribly beéutiful‘.”2 In this Tespect,

witness Frankenstein's awe of an Alpine storm: "While~

I watched the tempest, soO beaufiful yet terrific. - 3
Still, there are numerous instances where the words

terfgr or horror do not necessarily refer to the subject's

immediate sensation, nor do they necessarily denote that

his inner experiehce is directly responsible for the

lco1in Wilson, The Strength to Dream (London: Victor

Gollancz Ltd., 1962), p.7.

zMario Praz, The Romantic Agony (London: Oxford Univ. Press,

©1951), p.27.

3M. Shelley, Frankenstein,
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feeling. For instance, in Heart of Darkness, Marlow's

voyage into the African Jungle is punctuated by growing
references to a feeling of inauspicious foreboding that
seems to come from somewhere and everywhere. It 1s not
to be localized. All his references to horror or terror
must be understood in this widely generalized manner:
"while I stood horror-struck, one of those creatures

rose to his hands and knees, and went off on all-fours
towards the river to drink;" "I was completely unnerved
by a sheer blank fright, pure abstract terror, unconnected
with any distinct shape of physical danger."1 In both
instances the feeling is the same. Marlow's mind absorbs
concepts, reflects on _cosmic perspectives, and it is the
consideration of what surrounds him in terms of the
potential whole that accounts for his intense feeling of
horror.

A similar, ambiguous feeling of oppression is what
finally overpowers Dr. Jekyll, when he confesses that he
became "solely occupied by one thought: the horror of
my other self;"zand what gradually encroaches upon Dorian
Gray, who more in tone with the romantic spirit, "woﬁld

examine with minute care, and sometimes with a monstrous

1Joseph Conrad, Heart of Darkness (New York: Norton,

1972), pp. 18, 65.

2Stevenson, Jekyll & Hyde, p.404.




11
and terrible delight, the hideous lines that seared the
wrinkled forehead or crawled around the heavy, sensual
mouth, wondering sometimes which were the more horrible,

the signs of sin or the signs of age.”1

Definition of the Phenomenon of Horror

The development of the phenomenon of horror in a
text is dependent on the interaction of three major elements:
(1) The metaphysical elements: elements of the extra-
ordinary, from the unusual to the supernatural, and the
elements forming the habitual experience of a character
in the text; (2) the dramatic elements involved in express-
-7iﬂg tﬁe_character's reaction to this possibility of change;
and (3) the element of rejection, marking the character's
dramatic reaction to the potential transformation of
his experience.

The elements of dreams, visions, hallucinations,
étc., %hile emerging from the realm of the unknown, are
only potentially hofrific. They do not necessarily
produce horror. They are dependent on the elements
of dramatization, i.e., the reaction of the individual
whose consciousness has been visited by these extraordinary

phenomena. In turn this dramatization must lead to a

1

Wilde, Dorian Gray, p.138.
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particular kind of reaction for horror to occur: one of
rejection. By this we are not referring to any momentary
expression of astonishment, or of wonder, but to the
sustained expression of a conflict, of a struggle between
the individual's consciousness and those elements that
he refuses to admit within his consciousness.

The degree of intensity of horror in a text is there-
fore directly proportional to the intensity of the cha-
racter's rejecting the bossibility of exchanging his
sense of reality for a new or enlarged one. This is in
turn obtained by ﬁanipulating the dimensions of the
metaphysical (the extraordinary and the habitual) and_
the dramatic elements in the text. Any differences
in the hdrror—phenomena found in different works are
therefore a function of the metaphysical and dramatic
elements in the text. For instance, if a robbery (extra-
ordinary element) takes place next door, we may see the
character react with a certain degree of emotionality
(dramatic element) to the possibility that his house
(habitual element) may also be robbed. If next his
house is burglarized, the dramatic element of the confronta-
tion is intensified and his reaction may also be inten-
sified: he may move to a safer neighborhood. But if his
wife gets killed during the robbery (the dramatic and the

extraordinary intensified), he may not only reject this

experience, but life itself, and commit suicide.
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Although in principle there is only one kind of
horror-phenomenon, we can distinguish between four cate-
gories of horror to represent the different ways in
which this conflict between the habitual and the extra-
ordinary can be expressed. These categories are intro-
duced as forming a hierarchy within which the literary
expression of the phenomenon of horror can be observed
in its totality. From the first to the fourth, the
phenomenon of horror is seen to move from an implicit,
abstract level, through an explicit, concrete phase
and to culminate in another abstract levél which is
nevertheless explicit and absolute. The variety of
horror-phenomenon examined in each category is initially
characterized by the degree to which the element of the
extraordinary is present in the text.

Potentially, all four varieties of horror, and of
the extraordinary, from the unusual to the supernatural,
may be present in works examined under any of the four
categories. But it is the particular emphasis placed
in a text on each of these classifications that determines
its category.

(1) Implicit horror, based on the suggestion of the
extraordinary (the Unusual).

(2) Explicit horror, based on the creation of an atmosphere
.of growing uncertainty and unreality (the Extraordinary).

(3) Explicit horror, where the extraordinary becomes
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a horror-organism: a) a horror-persona; b) a horror-
type (the Non-human).
(4) Absolute horror, where the extraordinary becomes

a spirit, a God, or a devil (the Supernatural).
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II. THE HISTORICAL PERSPECTIVE

Although it might seem more appropriate to relate
the occurrence of horror in literature to either a his-
torical period or a genre, the phenomenon of horror tras-
cends these arbitrary barriers and can be found in the
literature of all periods in history. Even the widely-
held proposition that the Gothic period (from the middle
of the eighteenth to the middle of the nineteenth century)
was the heyday; if not the:cradle of horrer-literature,
must be called in question.

Whereas critics such as Mario Praz, Devendra Varma,
Robert D. Spector and others suggest that horror gained
literary prominence during this period due to historical
(social, ideological and scientific) developments, other
critics, such as Peter Penzoldt, Northrop Frye and Sylvan .
Barnet have variously suggested that this is not necessarily
the case. The former critics, with the addition of Edith
Birkhead, Montague Summers and J.M.S. Tomkins, have
thoroughly documented the correlation between the historical
developments and the literature of that period; but they
have also illustrated the great influence exerted by

previous writings on both the Gothic romances and the
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horror novels of the same period.

For the sake of convenience, before entering into a
general dis;ussion on the historicalrperspective, we will
consider these literary influences under four arbitrary
headings: (1) Poetry, (2) Drama, (3) Didactic and Philo-
sophical Essays, and (4) Prose Narrative.

Since this study is not directly concerned with
either a historical or a_generic survey of horror, but
with the theoretical elucidation of its creative origin
in literature, the following inventory of works written
before the twentieth century is presented only as a rough

illustration of the literary and ideological heritage

of horror. This catalogue, therefore, is neither exhaustive

nor critical, and perhaps omits works that might be con--

sidered important by the reader.

Poetry

The first record of horror in English literature
(old English) appears in what is considered to be the
first epic poem in any modern language: the Beowulf,
with its monster Grendel, his mother, the water-hag,
and the fire-breathing dragon that kills, and is killed
by Beowulf towards the end. Commenting on the "extra-
ordinarily persistent nostalgia" of the romance, Frye
observes that '"there has never . . . been any period

of Gothic English literature, but the list of Gothic
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revivalists stretches completely across its entire his-
tory, from the Beowulf poet to writers of our own day.“l
Passing from the tenth to the sixteenth and seven-
teenth centuries, it is relevant to mention Spenser's

The Faerie Queen (1589-96), and Milton's "Il Penseroso"

(1632) and Paradise Lost (1667). '"I1 Penseroso" exerted

a great influence on many of the followers of The Grave-
yard School of Poetry, notably on Gray, whose Elegy (1751)
faithfully imitates the tone of Milton's poem.2 The

instances of horror in Paradise Lost will be examined in

a later section
After Galland's translations of three groups of

Oriental tales (The Arabian Nights (1704-17), The Turkish

Tales (1708), and The Persian Tales (1714)) and Addison's

Oriental allegory, The Vision of Mirza (1711), we come

to the publication of Parnell's Night Piece on Death (1722),

which heralded the beginnings of The Graveyard School of
Poetry. Its major representatives were Ralph (Night, 1729),

Young (The Complaint, or Night Thoughts on Life, Death

and Immortality, 1742), Blair (The Grave, 1743), Collins

(""Ode to Evening," "Ode to Fear," in Odes, 1747), Stevenson

1N. Frye; Anatomy of Criticism (New York: Atheneum,
1968), p.86.
2

See D. Varma, The Gothic Flame (London: A. Barker,

1957) . p.2A.
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(On_Seeing a Scull, 1749), and Gray.

The famous Ossianic poems (attributed to the legen-
dary Gaelic warrior and poet Oisin) presented as trans-
lations from the original Gaelic by Macpherson in Temora
(1763) did much to revive and call attention to the Spirvit
of the past. After Macpherson, the most important poets
to influence the literature of horror were Blirger (Walter

Scott translated Lenore in 1796 as William and Hellen),

Coleridge ('""The Rime of the Ancient Mariner" 1798 ; “*Chris-

tabel™ 1816) and Poe ("The Raven' 1845).

Drama

From Marlowe's Tamburlaine (1590) to Young's The

Revenge (1721), stretches a long list of tragedies,
melodramas and sentimental comedies, that used horror
and provided later writers with much of their horror

imagery and symbolism. Marlowe's Tragedy of Dr. Faustus

(1604), and Shakespeare's Titus Andronicus (1592-94),

Romeo and Juliet (1594-96), King John (1596-97), Hamlet

(1600-1), King Lear (1605-6), and Macbeth (1605-6) exhibit
excellent instances of horror. Other important dramatists

are: Marston (Sophonisba, 1606; The Insatiate Countess,

1613); Tourneur (The Revenger's Tragedy, 1607; The Atheist's

" Tragedy, 1611); Webster (The White Devil, 1608; The Duchess

of Malfi, 1614); Fletcher & Beaumont (The Pilgrim, 1621;

The Knight of Malta, 1647); Ford (Lover's Melancholy, 1629;

'Tis Pity she's a Whore, 1633); Otway (Don Carlos, 1676;

The Orphan, 1680); and Steele (The Funeral, 1701).
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Essay
The 1ist of philosophical and didactic essays that
directly or indirectly influenced the use of horror in

literature starts with Dee's A True and Faithful Relation

of what passed for many years, etc., (1659) where he

relates his experiences with the supernatural. Another

important work is Glanville's Sadducimus Triumphatus or

Full and Plain Evidence concerning Witches and Apparitions

(1681). Locke's Essay Concerning Human Understanding

(1690) and Berkeley's rebuttal, Essay towards a New Theory

of Vision (1709) were followed by Addison's Essay On

the Pleasures of the Imagination (1709-11) (emphasizing
the importance of visual imagery in literature), and

Defoe's Essay on the History and Reality of Apparitions

(1727) (where he credits the existence of the supernatural).
Burke's famous contribution to the Romantic movement,
A Philosophical Inquiry into the Origin of Qur Ideas

-

of the Sublime and Beautiful (1757), where he claims

that horror is an essential element of beauty, was followed
by Johnson's didactic romance, Rasselas (1759) and Hurd's

Letters on Chivalry and Romance (1762), which almost

singlehandedly transformed the meaning of the term Gothic:
"ﬁkﬂnot only claims recognition for Gothic art, but
actually suggests that Gothic manners were superior. He

fairly strews his pages with expressions like 'Gothic
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ages', 'gothic warriors', 'gothic manners', 'gothic
enchantments', 'gothic tales', 'gothic poems', and 'gothic
romances'. The word 'Gothic', with all that it implies,
ceases to be a synonym for 'barbarous' and 'violeﬁt'

and becomes associated with the poetry and chivalry of

the Middle Ages: thus 'Gothic' assumes a second meaning,
'the medieval'." Fielding's attitude towards the term
Gothic, as seen in his description of the Palace of Death

in his Lucianic narrative A Journey from this World to

the Next (1743),_reflects the eighteenth century emphasis
on the imagination: "He lays stress on 'the structure
of the Gothic order' which was 'vast beyond imagination'.
By '"Gothic order’ Fielding meant the Gothic architecture
producing those impressions of venerableness, véstness,
and gloominess, which are often loosely designated by
'Gothic'."1
Meanwhile, under Diderot's direction, the publication

of L'Encyclopédie was under way (1751-1776). Rousseau

had published Du Contrat social and Emile (both in 1762);

and Voltaire's Dictionnaire philosophique (1764), Wincklemann's

History of Ancient Art (1764) and Percy's Essay on the

Ancient Minstrels (1765) were soon to appear.

Aikin's "On the Pleasure derived from Objects of

Terror" and "Enquiry into those kinds of Distress which

1Varma, The Gothic Flame, pp. 12, 11.
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excite Agreeable Sensations" (1773) work the same vein
as Burke's essay on the Sublime and Beautiful. Eight
years before the French Revolution started, Kant'published

his Critique of Pure Reason (1781). Burke's.Reflections

on the French Revolution (1790), Fichte's General Science

Doctrine (1794) and Drake's "On Objects of Terror" (1798)
appeared when the form of the novel was already established

and the new genre was in the process of expanding.

Prose Narrative

After the publication of Richardson's Pamela (1741)

and Clarissa Harlowe (1748), and Fielding's Tom Jones (1749)

and Amelia (1751), the first, though very mild Gothic
novel appeared. The melodramatic elements in Smollett's

Ferdinand Count Fathom (1753) revolve around the intrigues

of the villainous Count, a direct descendant of Marlowe's

Tamburlaine. Leland's Longsword, Earl of Salisbury (1762)

was followed by another antiquarian's novel, Walpole's

The Castle of Otranto (1764), which mérked the beginning

of what has been called the Gothic epoch in English

literature.

After the publication of Goldsmith's The Vicar of

Wakefield (1766) and Sterne's A Sentimental Journey (1768),

Clara Reeve wrote The 01d English Baron (1778) to de-

monstrate how a Gothic romance could be written without .
the use of supernatural elements. Three years before the
French Revolution started, Beckford published Vathek

(1786), which was followed by Ann Radcliffe's A Sicilian
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Romance (1790), The Romance of the Forest (1791), The

Mysteries of Udolpho (1794), and her masterpiece, The

Italian (1797).

William Godwin's the Adventures of Caleb Williams

(1794) is one of the first horror novels to exhibit the
tendency towards crime and detection that transformed the
Gothic romance into the thriller, or suspense novel. But
it was with the publication of Lewis' The Monk in 1796
that the full-fledged horror novel made an impact on the
scene of English literature. Lewis' next publication,
Mistrust (1808);.reverts to the less sensational type

of Gothic novel popularized by Walpole and Radcliffe;

but by this time, horror novels and horror stories--those
prose-narratives where the phenomenon of horror appears
to be their predominant characteristic--flourished:

Shelley's Frankenstein (1818), Polidori's The Vampyre

(1819), Maturin's Melmoth the Wanderer (1820), Poe's

Tales of the Grotesque and Arabesque (1839), and Prest's

Varney the Vampire (1847) are only a few of the many.

that were published around this period.

In this same period (1810-1830) Walter Scott published
his numerous historical novels and romances. But his
translations from the German, especially of Goethe's

Gotz with the Iron Hand (translated in 1799), which

introduced into England the Ritter-roman (romance of

chivalry); and, as we have mentioned, of Biirger's ballad




23
Lenore, exerted an enormous influence on the English
writers of this and succeeding periods. Other very
influential German works are Goethe's Werter (1774)

and Faust (1808); and Schiller's Die Riuber (1781), which

introduced into England the RAuber-geschichte (tale of

robbers), and Ghost-Seer (1795), which influenced

Radcliffe and Maturin directly and marks the beginning

of the Schauer-roman (pennydreadful, or shocker) influence

in English literature.
After the publication of Emily Bronté&'s Wuthering
Heights (1847) and Melville's Moby Dick (1851), LeFanu

published his Ghost Stories and Tales of Mystery (1851),

Carmilla (1871) and In a Glass Darkly (1886). From this

same period and up until the end of the nineteenth century

we also have Collins' The Woman in White (1860) and The

Moonstone (1868); Stevenson's Strange Case of Dr. Jekyll

and Mr. Hyde (1886) and The Merry Men (1887); Wilde's

The Picture of Dorian Gray (1891); Wells' The Time Machine

(1895), The Island of Dr. Moreau (1896), and The War of

the Worlds (1898); Stoker's Dracula (1897); and Henry

James' The Turn of the Screw (1898).

Historical Discussion

As the critics tell us, there are many and varied
reasons as to why the phenomenon of horror should have

appealed to writers and readers alike during what is known
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as the Gothic period in literary history. Throughout the
years, both the writers and the reading public became,
as it were, gradually sensitized and influenced by the
age in which they lived. In an increasingly cold, ratiomnal -
world, overpowered by the arguments of deists and French
Encyclopedists, a time of scientific euphoria that only
wanted facts and logical explanations, the response was
heavily emotional. The romantic re-creations of the past
afforded an escape from both the physical and the ideolo-
gical realities of the present. And the emotional release,
climbing the ladder of sentimentality, romantic love
and Gothic anxiety, reached its climax with the advent
of the full-fledged horror novel. The Marquis de Sade
accounted for the emergence of the phenomenon of horror
in literature in such a marked fashion as being
the inevitable product of the revolutionary

shocks with which the whole of Europe resounded.

For those who were acquainted with all the ills that

are brought upon men by the wicked, the romantic

novel was becoming somewhat difficult to write, and

merely monotonous to read: there was nobody left

who had not experiénced more misfortunes in four

or five years that could be depicted in a century

by literature's most famous novelists: it was necessary

to call upon hell in aid in order to arouse interest,

and to find in the land of fantasies what was common
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knowledge from historical observation of man in

this iron age.1

The process from melodrama to sentimentality to
romanticism, led to romantic anxiety, to outward horror
and in the writings of LeFanu, Maturin, and especially Poe,
to the analytical search of the psychological depths of
fear within the mind.

The scientific experiments and discoveries that

might have influenced and inspired the writing of Frank-

enstein, Jekyll and Hyde, The Island of Dr. Moreau, and
other such books, have been lengthily documented. The
artistic theories of horror and the sublime (such as
Aikin's and Burke's) and fhe precise literary sources

for much of the horror imagery and symbolism (such as
Shakespeare and Otway) that preceded and strongly influenced
much nineteenth century horror literature have also

been studied at length. Both Praz and Varma have carefully
examined the period, referring many of the medieval
settings, situations and natural scenery found in several
Gothic novels to the works of many continental painters

and writers.

However, as we mentioned above, the proposition

1Quoted from Sade's Idée sur les romans in Mario Praz's-

"Introductory Essay' to Three Gothic Novels (Middlesex,

England: Penguin Books, 1974), p.14.
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that the nineteenth century was the heyday of the horror
tale has come into dispute. ' Penzoldt, writing in 1952,
affirms that "the great days of the horror tale were in
the beginning of the twentieth century." (His explanation
rests on a socio-historical premise which is the exact
opposite of the one Sade used in his argument: 'the turn
of the century was the period in which subjects that had
previously been taboo began to be treated in fiction.
Just as authors began to talk more freely about social
problems and sex, so they became more daring in their
descriptions of horror. With this tendency went a certain
desire for artificial excitement that was to be expected
in the wealthy middle-class society of countries that for
decades had not known the very real horror of wars and
revolutions.”l

Today, the popularity of the horror tale seems to
be as strong as it ever was during the nineteenth and at
the béginning of the twentieth century. More accurately,
this is a popularity that never died and, if anything,
has always been on the rise. There have been horror
stories, novels, plays, songs and motion pictures capturing
a large share of the reading, listening and watching

audience throughout the twentieth century. Not too long

1Penzoldt, Supernatural in Fiction (London: Peter Nevill,

1952), pp. 148, 149.
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ago, a new twist was added to the phenomenon of horror

in the form of horror musicals such as The Rocky Horror

Show and the compositions of Alice Cooper, Black Sabath,

Styx and others. While it may be argued that these are
satirical, somewhat in the spirit of Jane Austen's Nor-

thanger Abbey (1818) and Thomas Love Peacock's Headlong -

Hall (1816) and Nightmare Abbey (1818), and therefore an

indication of the decline of horror in the arts, it may

also be argued that they exploit horror as much as fhey
ridicule it; thus serving as further proof of its resilience
and adaptability.

From the horror achieved by the crude mixture of
'§éxualfpervérsion, physical pain and demonology that is
found in M.G. Lewis' The Monk (1796) to the horror achieved
by a similar quality of ingredients that is found in

C.R. Maturin's Melmoth the Wanderer (1820), F.M. Crawford's

"The Dead Smile" (1911), H.P. Lovecraft's "The Thing on

the Doorstep" (1946), D. Wheatley' s To the Devil-A

Daughter (1953), I. Levin's Rosemary's Baby (1967), W.P.

Blatty's The Exorcist (1971), and D. Seltzer's The Omen

(1976), to name only a few, we can trace an uninterrupted
l1ine that spans almost two-hundred years of marked his-
toriecal chanée.

It follows from what we have said so far, that the
phenomenon of horror in literature is not confined to a

particular period in history and that its emergence and
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popularity cannot be simply explained by referring to
specific historical situations and events. Books whose
major achievement is the creation of horror (as opposed
to those where horror abounds, but whoSe major achievement
lies elsewhere) started appearing when the novel established’
itself as a distinct genre. Within this new literary
domain, some literary modes--such as horror--soon staked
out their territories and prospered; and it became only
a question of time and experimentation before they emerged
as distinct sub-genres.

Even though specific social developments--such as
the increase in literacy and the implementation of techno-
logical devices in the printing of books and periodicals--
helped to spread this specialized type of literature, the
large section of the public who purchased and avidly read
it, was no different from the enraptured audiences who
had watched '"Clytemnestra exulting over her slaughtered
husband, or the incestuous Oedipus entering on the stage
with bloody eyeless sockets, or the lecherous Pentheus,
whose mother will in a frenzy exult over his severed head."
As S. Barnet further observes, 'we remember that none of
the world's four great tragic dramatists shrinks from
dramatizing the demonic and the horrible.“1

1Sylvan Barnet, "Introduction'" to Titus Andronicus (New

York: Signet Classics, 1964), p.xxv.
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ITI. FOUR CATEGORIES OF HORROR

1. Implicit Horror (the Unusual)

The first categbry of the phenomenon of horror
applies to the occurrence of implicit horror. The sugges-
tion of the extraordinary, through insinuation and sur-
prise, makes a ripple on the surface of habitual expe-
rience that leads to a disruption of the normal course
of events. If the disruption lasts long enough, it may
produce tension, anxiety, discomfort, and other sensations
df'insécurity and untest that could eventually iead to
horror. The peculiar circumstances that surround a certain
situation are often brought about by the mysterious
behaviour of one of the characters in his attempt to
conceal his unusual (often criminal) deeds, from the
rest of the world.

Although most works of literature use these elements
to achieve tension and character development, they are
especially exploited in Gothic romances and thrillers,
or mystery novels. The pattern, with minor variatioms,
is usually the same: within a qualified, Gothic or similar
'artificial' setting, peculiar things begin to occur
that culminate in a death or similar catastrophic event.

This elicits a reaction--through which the characters®
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awareness about the disruption of the normal state of
affairs is expressed--and a search for the truth is begun.
Until things are restored to normal, the characters exhibit
the discomfort, anxiety and apprehension signaling their
rejection of 'the unusual', and a relatively mild state
of chaos sets in. In thrillers, or detective novels,
the task of restoration is given to a chosen individual,
whose personality enables him to discriminate between
what is real and what is not. Usually, the disturbance
is traced to a culprit, who, in this context, is burdened
not only with his crime against 'reality', but becomes the
scapegoat for the collective doubts, sins and fears
of the Ssociety.

To a certain extent, this pattern is illustrated

in Measure for Measure (1604), with Angelo as the villain

and Vincentio as the detective. In The Castle of Otranto

we find almost all the ingredients mentioned above. The
setting, in this case, is of primary importance. Being
Gothic, the possibilities that the castle affords for the
suggestion of the extraordinary are innumerable: "The

lower part of the castle was hollowed into several intricate
cloisters; and it was not easy for one under so much

anxiety to find the door that opened into the cavern.

An awful silence reigned throughout those subterraneous
regions, except now and then some blasts of wind that shook

the doors she had passed, and which, grating on the rusty
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hinges, were re-echoed through that long labyrinth of
darkness." Manfred, the prince of Otranto, is the
villain who by poisoning Alfonso, the rightful master
of the castle, has disrupted the proper course of events.
Theodore, the young but noble peasant, is partially
the detective; although here, the supernatural, 'the
form of Alfonso dilated to an immense magnitude,'" acts
as the revealing agent: '"'Behold in Theodore the true
heir of Alfonso!' said the vision.”1

It is easy to see hoﬁ, dispensing with the super-
natural, a similér plot could be used to create a similar
feeling of apprehension and fear. Clara Reeve's attempt

to do-so in The 0l1d English Baron failed. The didactic

weight that she placed throughout the novel flattened
the plot, made the characters uninteresting and effectively
blocked any sustained dramatization that might have led
to horror.

Ann Radcliffe, however, though resorting to super-
natural suggestions to create much of the suspense in

The Mysteries of Udolpho, surpassed Walpole in the creation

of tension, anxiety and horror. The castle of Udolpho
is even more prepossessing than the castle of Otranto;

and the malevolence of its master Montoni is far more

1Horace Walpole, The Castle of Otranto (London: J.M.

Dent & Sons Ltd., 1958), pp. 117, 190.
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effective than Manfred's two-dimensional wickedness.
Even more so is her creation of Schedoni, the monk,

in The Italian, or the Confessional of the Black Penitents:

""certain qualities can be noticed here which were destined
to recur insistently in the Fatal Men of the Romantics:
mysterious (but conjectured to be exalted) origin, traces
of burnt-out-passions, suspicion of a ghastly guilt,
melancholy habits, pale face, unforgettable eyes. Decidedly
there is something of Milton's Satan in this monk, whose
'whole air and attitudes exhibited the wild energy of
something not of this earth'.”” Based on these attributes
Praz traces the character of Schedoni to Shakespeare's
King John and Cassius, and to the "Machiavellians and
Jesuits who had been among the abiding features of the
English theatre of the seventeenth century."1

Although supernatural elements are very much a part
of these Gothic novels, they are of secondary importance
to the elements of setting and character development,
which suggest the extraordinary in a well dramatized

manner. In Collins' The Moonstone, a half-way narrative

between Gothic romance and modern thriller, these elements
are still more in evidence, though slightly altered.

The source of the extraordinary is of course the diamond

1M. Praz, The Romantic Agony (London: Oxford Univ.. Press,

1951), p.59.
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itself. The villain is Godfrey Ablewhite, who is destroyed
at the end but not before he nearly destroys his rival,
Franklin Blake. The detective, or the truth-finding
agent is portrayed by two characters: Sergeant Cuff, one
of the first detectives in English fiction, and Ezra
Jennings, the alienated, melancholy doctor, who by establish-
ing Blake's innocence, vindicates his own life. The
extraordinary fact that Blake "entered Miss Verinder's
sitting-room and took the diamond" without being aware
of it, is later explained by the fact that he was "in
a state of trance, produced by opium.'" Jennings unravels
the mystery, which as we find out, had been caused By
-Blake's -incredulity about 'medicine': "He tells me _that
taking medicine and groping in the dark mean one and the
same thing.”1 Ironically, this is exactly what happens:
the vexed medical man, Candy, decides he must teach Blake
a lesson; slips him the laudanum, and Blake, sleeﬁ—walking,
takes the diamond. The plot is balanced on the question
of whether what seems to be true is really true: Blake
did not steal the diamond, he only hid it. Towards
the end, the vital test that will prove beyond a doubt
what really happened is based on a '"physiological principle"
that according to Jennings proves the existence of .the

1Wilkie Collins, The Moonstone (New York: The Modern

Library, 1937), p.308.
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unconscious mind: '"you may remember under the influence
of the second dose of opium, the place in which you hid
the diamond under the influence of the first."1
These fascinating games about the nature of 'reality'
are at the heart of any suspense of mystery novel.
Sometimes the question is presented in the form of a

conflicting character, such as Dickens' John Jasper

(in Edwin Drood) whose personality is the source of horror

in the novel; or of Daphne du Maurier's Rebecca and the

albino preacher in Jamaica Inn, whose haunting personalities

serve the same purpose; or of Agatha Christie's Justice

Wargrave in And There Were None. The mystery ensuing

 from the activities of such characters is nothing morer
than the dramatization of their inner conflicts, which are
a mystery to themselves: they act out their doubts, or

try to achieve certain ends, usually contradictory,
bringing about a disruption in the normal course of’
events: "From my earliest youth I realized that my nature
was a mass of contradictions. . . . From an early age

I knew very strongly the lust to kill. But side by side
with this went a contradictory trait--a strong sense

of Justice." 2 (Wargrave's confession.)

1Collins, The Moonstone, p.314.

2Agatha Christie, And There Were None (New York: Pocket

Books, 1976), p.l164.
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To unravel the mystery that will lead to the identi-
fication of the villain, the writer only offers the reader
a few peculiar elements denoting the 'unreal' or disturbing
nature of the events with which he is assbciated. The key
to the mystery lies in identifying these elements and
in correlating them to the case. In "The Adventures of
the Speckled Band," the victim's last words mention "the
band, the speckled band." This, connected to "the
whistle in the dead of night,”1 leads Holmes to his conclu-
sion, and once thié conclusion proves accurate, to the
solution of the mystery. At the same time, other characters,
such as the gypsies in "The Speckled Band" and the other

guests in And There Were None, may be shown to reveal

a potentially menacing, similarly discordant personality.
In several mystery novels, the horror of a situation
is accentuated by the fact that we don't know who is the
source of the disturbance; we are made to feel that every-
body is to blame.

Let us consider in some detail one of Christie's

less famous novels, After the Funeral.2

lArthur Conan Doyle, "The Adventures of the Speckled

Band," in The Complete Sherlock Holmes, Volume I (New

York: Doubleday & Company, n.d.), pp. 262, 261.

2Agatha Christie, After the Funeral (n.p.: Fontana Books,

1975).
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There are two main settings in this novel: first,
we are introduced to Enderby Hall, '"a vast Victorian
house built in the Gothic style," which, making use of
all the associations that the term Gothic brings about,
sets the tone for what is to come. Then we are made aware,
still in the first page of the teﬁt, of the contrast between
old and new values through the ruminations of 0ld Lands-
combe, the faithful butler (reminiscent of Gabriel Better-

edge, the House Stewart in The Moonstone): "Too old-

fashioned, that's what they'd say, shaking their heads

in that silly superior way--as if the old things weren't

a great deal better than the new ones! He could tell

them that! Gimrack, half the new stuff was--came to

pieces in your hands." From this point onwards, there is

a continuous back and forth movement between past and
present; between the old and the young Abernethies.

There 15 even a portréit of the founder of Enderby Hall,
Cornelius Abernethie, with "his hand resting on a terrestrial
globe, whether by desire of the sitter, or as a symbolic
conceit on the part of the artist, no one could te11.mt
This may be seen to illustrate the symbolic conflict that
Christie is setting up between two different 'worlds of
mind': by establishing a point of contrast between the old
and the young, a second, temporal setfing is created.

1Christie, After the Funeral, p.7.
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A group of relatives gather in Enderby Hall for the
funeral of Richard Abernethie, Cornelius' first born,
who not only inherited his wealth, but also his character.
As we are told throughout the novel, the two go together:
the ability to generate wealth and make things last (as
'real' as possible) is connected to a strong, straight
character (associated with 'old" values). The only one
of Richard's descendants to inherit these qualitieé is
Susan, his niece: "She had the same kind of dominant
personality that Richard had had, the same driving energy,
the same foresightedness and forthright judgment. Of
the three members of the younger generation she alone
seemed to be made of the metal that had réised up the

vast Abernethie fortunes.”1

But, as Christie never

tires of telling us, history repeats itself, and we are
introduced to another parallel: Rosamund, as her aunt

Cora had been before her, was "famous for speaking the
truth at awkward moments." (Funeral, p.185.) - She was also
famous for living, like her aunt, "in a kind of imaginary
world of her own--full of melodrama and fantastic ideas
about other people." (Funeral, p.Sl.) Instrospective,
self-defining remarks such as this one and the one about

Cornelius' painting, with the detail of the hand on the

globe "whether . . . as a symbolic conceit), etc.,"“are

lehristie, After the Funeral, p.45.
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the insignia of the suspense novel: paradoxically, while
feeding on fantasies and creating 'worlds of their own',
their self-conscious, self-appointed function is to identify
the "truths'! in 1ife.

All the anxiety and fear in the novel seems to
stem from Cora's remark at the funeral that her brother
Richard had been murdered. On the trip back to London
after the funeral, the relafives gossip about her stupidity,
while revealing that all of them had motives for wishing
him dead. The next day Cora herself is murdered, and as
the plot unfolds, we are again told that all the main
characters had the opportunity to kill her. The references
to the peculiarity of the situation are numerous: "'There
was nothing unusual in her manner--nothing strange--or
apprehensive?' . . . something out of the ordinary;"
"It seems quite incredible to me;" "I mean, it is odd,
isn't it?" . But the trusted family lawyer sums up the
situation: "Should murder make sense?”1 After speaking
with the police, Entwhistle, the lawyer, visits Poirot.
Not only has Cora been murdered ('truth' silenced), but
an attempt to poison her servant-companion has been made.

This is the turning point: "I want to know the truth,
Poirot," he says; "from now on I occupy myself of everything,"

Poirot reassures him. (Funeral, p.74.) When the detective

lchristie, After the Funeral, pp. 26, 38, 44, 51.
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is commissioned it indicates that the present state of
affairs is intolerable: "Helen said sharply: 'Hercule Poirot?
Then you think--. . . . She spoke mechanically. Her face
was white and strained. She said with an effort: 'You
think--that Cora was right? That Richard was——murdered?'"l

The detective is not an average individual. ("To be
'average' in personality means to suffer from various
'socially patterned defects', as Fromm calls them. That
is, the typical person in our society usually shows signs

2) He is5 gifted, as

of premature arrest in his growth."
we said above, with the ability to discern, to discriminate
between what is true and what is false. As Poe says of
Dupin, the detective "is fond of enigmas, of conundrums,
hieroglyphics; exhibiting in his solufions of each a

degree of acumen which appears to the ordinary apprehension
praeternatural. His results, brought about by the very
soul and essence of method, have, in truth, the whole air

of intuition.”3 Sherlock Holmes says the same thing,

though more succintly: "they say that genius is an infinite

1Christie, After the Funeral, p.74.

2Sidney M. Jourard, from Personal Adjustment, quoted in

A Strange Glory, ed. by Gerry Goldberg, (Toronto: McClelland

& Stewart, 1975), p.17.

3Poe, "Murders in the Rue Morgue,'" in Complete Tales and

Poems (New York: The Modern Library, 1965), p-141;
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capacity for taking painsiqey 744t isra very bad definition,
but it does apply to detective work.”l Nero Wolfe's
abilities are similar: "something was happening so fast
inside of him and so much ground was being covered, the
whole world in a flash; that no one else could really
understand_it even if he had tried his best to explain."
And when Wolfe explained, '"it was like being with him in
a dark room which neither of you has ever seen before,
and he describes all of its contents to you, and then
when the light is turned on his explanation of how he
did it seems sensible because you see everything there

before you just as he described it."2 Wolfe (Poirot,

Holmes, Dupin) is very much aware of his ability, and
valuing it (in dollars also) is not modest about it:

"You are right, there is something in me that can help

you; it is genius." (Fer de Lance, p.11.) Poirot is the

same: "And after all, it is natural to me to be right--

-

it is a habit I have! ; "It is not necessary for you
to see. I am doing the seeing;" "No need to guess. I
know." But Poirot, like Holmes, is well aware that

"there were to be no short cuts to the truth. Instead

he would have to adopt a longer, but a reasonably sure

1hoyle, A Studyin Scarlet, in Complete Holmes, p.3l.

2Rex Stout, Fer de Lance (New York: Pyramid Books, 1972),

PaTa
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method. . . . For in the long run, either through a Tie,
or through truth, people were bound to give themselves

lll
away.

As in The Moonstone, the conflict here is one of truth

againsf falsehood, reality against unreality. The elements
of the extraordinary--the suggestion that Richard may have
been poisoned, Cora's violent murder, her companion's
attempted poisoning--are played agéinst the elements

of familiar reality represented by the stability of the
Abernethie family, the butler's comments and the lawyer's
measured, objective observations. Most frightening of

all is the suggestion that anybody is capabie of commit-
ting murder if put under enough-pressure tordo s0=""1tL

is the need that counts; it's the desperation that counts."”
(Funeral, p.40.)

At another level, the reader is challenged to 'find
out the truth', i.e., to test his ability in (the evéntua1~
ity tﬁét he is incapable of) finding out the-truth. As
we see in the end, this is a useless exercise. Poirot,
after collecting all the evidence, only finds out the truth
in a dream: "he dreamed of the green malachite table.

On it was the glass-covered stand of wax flowers .
Hercule Poirot woke up--and he did know!" (Funeral, p.154.)

But though in a dream, the truth came to him after he had

1Christie,'After the Funeral, pp. 160, 161, 137.
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lighted on the one basic clue that Christie deftly drops
along the narrative. Often, as is illustrated in After

the Funeral, "truth is not always in a well. In fact,

as regards the more important knowledge . . . she is

invariably superficial."1

In the end, all the members of the family are gathered
once more in Enderby Hall; Poirot completes his investiga-

tion, and the mystery is revealed. As in And There Were

None, we have been fooled from the start. By emphasizing
from the start Cora's knack for "blurting out unpleasant
truths,"2 we are led to believe that her uncle was murdered.
We disregard the obvious. At one point, parodying the line
'the butler did it', Christie has the sensible character

in the story say 'You mean the companion did do it?"
(Funeral, p.47.) And indeed the unsuspected companion
turns out to be the murderer in the end.

As in '"The Sedckled Band," the mysterious is finally
explained. But in contrast to "The SpecKled Band," where
the gypsies are a poor alternative to the cruel Dr. Roylott
("whose face was marked by every evil passion"s), the
modern thriller tends to distribute the suggestion of
the extraordinary in such a way that, as we said above,

lPoe, "Murders in the Rue Morgue,'™ Complete Works, pl53.

2Christie, After the Funeral, p.26.

3Doyle, Complete Holmes, p.z264.
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several people are potentially suspect. For instance,

in Ellery Queen's The House of Brass, all the characters

gathered by the eccentric, supposedly rich old man are flawed
in some respect, and we get the impression that any of
them could be the criminal. One of the characters’in

After the Funeral asks Poirot: "Is there really anyone

whose 1ife would bear close investigation?" (p. 118.)

The emphasis of this type of horror is on the purely
psychological adjustments necessary to keep up with
the subtleties of everyday life, that even in their mosf

minute details reveal the changing nature of reality.

2. Explicit Horror (the Extraordinary)

The second category of the phenomenon of horror
applies to the occurrence of explicit horror. The elements
of the extraordinary appear initially as suggestions
or possibilities, so that the phenomenon of horror is mainly
develdoped through the dramatization of a character's
reactions to these extraordinary possibilities. The

emphasis here is on the individual reacting to an atmosphere

of 'unreality' that oppresses him and that may either

come from 'within' or from 'without' himself. Depending

on the approach chosen by the writer we can distinguish
between two different methods. In the first, the character's
expressions of anxiety and disenchantment with 1life are

used to foreshadow the extraordinary and the horror that
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is to come. Often it is the character himseif who initiates
the feeling of oncoming doom (leading to an oppressive
atmosphere of horror) by projecting his fantasies or
expectations on life, substantiating the nightmare (and
the subsequent horror) that eventually encroaches on
the 'outer reality' and finally absorbs it. In the second,
the elements of the extraordinary are gradually combined
to weave an atmosphere of insecurity (where the imponderable
becomes the rule) that eventually, as the suspicions of
'unreality' it initially aroused become facts, breaks
against the familiar elements of everyday experience,
thereby producing horror.

In many of the writings where the first method is
employed to create an atmosphere of horror, it is never
made quite clear whether the extraordinary elements
originate in the mind of a character, or whether they
exist independently. The classic example 1is Hamlet,l
where the question of whether the prince is mad or only
pretending to be so is, to some extent, dependent on
whether the ghost is Hamlet's hallucination or in fact
real. As Horatio tells Hamlet, a ghost has indeed appeared
to Marcellus, Barnardo and himself:

A figure like your father,

1William Shakespeare, Hamlet, ed. by Edward Hubler

(New York: Signet Classics, 1963)f
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Armed at point exactly, cap-a-pe,

Appears before them, and with solemn march

Goes slow and stately by them. Thrice he walked

By their oppressed and fear-surprised eyes,

Within his truncheon's length, whilst they, distilled

Almost to jelly with the act of fear,

Stand dumb and speak not to him. (3. 2. 199-206.)

If the ghost is real, the next question is whether
Hamlet's conversation with the ghost is a product of his
imagination ('""He wax s desperate with imaginafion." L..4.
87.) or, again, as real as the apparition. Previqus to
being told about the ghost, Hamlet is severely depressed,
irritable, bitterly resentful of his mother's marriage
to his uncle. In his first soliloquy he contemplates
the possibility of suicide: '"that the Everlasting had
not fixed/ His canon 'gainst self-slaughter." (1. 2. 131-2.)
Paradoxically, when Horatio tells him ébout the ghost,
it seems to fill him with ardor and new life, and he
immediately associates his previous ill-feelings with
the apparition. Both have a common cause: "My father's
spirit--in arms? All is not well./ I doubt some foul
play." (1. 3. 256-7.) But, whether because of Hamlet's
behaviour, or because of the apparition, or because of
both, Marcellus also remarks (commiseration or observation)
that "something is rotten in the state of Denmark." (1. 4.

90.) On the other hand, when the ghost cries to them to
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"swear," (1. 4. 148, 155, 161.) only Hamlet seems to
hear; and when the ghost again speaks to Hamlet, in his
mother's presence, Gertrude neither sees nor hears him:
"This is the very coinage of your brain." (3. 4. 138.)
Thus, although we have the evidence for the ghost, we
have no evidence for his conversation with Hamlet.

Henry James dramatized such a controversial situation

. &
in The Turn of the Screw, where the reader never finds

out whether the governess is imagining things or actually
sees the ghosts of Peter Quint and Miss Jessel. James also
focuses on the conflict taking place in her mind; and,

as in Hamlet, because she does not face the situation
with determination, we are made to doubt her sanity: "I
shut myself up audibly to rehearse--it was at once a
fantastic relief and a renewed despair--the manner in
which I might come to the point." (Screw, piT9:)o:Mhile
Hamlet justifies his irresolutemess on moral or religious
grounds (3. 3. 73-96.), the governess justifies her

lack of determination on her reluctance to '"violate as
rare a little case of instinctive delicacy as any school-
room, probably, had ever known." (Scres,.p«70.) ;s dler
indecision (in not confronting the children to avoid

'violating their delicacy') is as exasperating as Hamlet's:

1Henry James, The Turn of the Screw (New York: Random

House, 1930).
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"They have the manners to be silent, and you, trusted as

you are, the baseness to speak!"l

In Heart of Darkness,zfrom the observer's point of

view, we have a similar situation. Marlow's experience

is like an epitaph on Kurtz's calvary. It annotates

what should be understood as a universal process of
realization about the nature of Man. Early in the narrative
the suggestion is made that Marlow, at one level of
expression, operates as a universal persoﬁa: Hab gleer
feeling came to me that I was an impostor;" (Darkness,
p-13.) and that his journey will take him 'beyond' his
intended destination: "I felt as though, instead of

going fo the centfe of a contiﬁent, I were about to set
off-for the centre of the earth.'" (Darkness, o b bl

While nearing Africa, he feels the imminent loss of his
sense of reality: "For a time I would feel I belonged
still to a world of straightforward facts; but the feeling
wouldlnot last long. Something would turn up to scare

it away." (Darkness, p.14.) Soon after landing he finds
out that a European has recently hanged himself: ''Why,

in God's name?' I cried. He kept looking out watchfully.

'"Who knows? The sun too.much for him, or the country

1James, Turn of the Screw, p.70.
2

Joseph Conrad, Heart of Darkness (New York: Norton,

1972) «
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perhaps?'"1

On a larger scale, Marlow has embarked on a voyage of
discovery into the soul similar to the one undertaken by
Hamlet and the governess. He is afraid because he feels
that "his world of straightforward facts'" will dissolve
against the unnatural presence of "the grove of death."
(Darkness, p.20.) Whether it is a journey into madness,
or into primitive nature, it is a journey that transcends
immediate reality and sets at conflict something within
us. Poe, dispensing with elaborate dramatization, goes
to the heart of the matter in his study of perverseness
in "The Black Cat.'" The plot is the background for the
expression of the same inner conflict that Hamlet endures
and Marlow annotates: '"this spirit of perverseness,
I say, came to my final overthrow. It was this unféthom-

able longing of the soul to vex itself--to offer violence

to its own nature--to do wrong for the wrong's sake
only.”'2

Whether plunging into unchecked passion, as in Hamlet's
outburst in the graveyard scene, OT into perverseness
directly, as the character in “THe ‘Black Cat,” this-is
2 dramatization of the individual's plunge into the

darkness of non-experiential reality. As we suggested

lipid., p.15.

2Complete Works, p-225.
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while discussing the definition of horror, it is a universal
apprehension, carefully suppressed early in life, and
gradually replaced, as Massey puts it, by "knowledge,"
or "the mind." It is the nightmare, the fear of the bad-
dream; when we read about it we can relate to it and
'understand' it as if we were the participants: '"Baudelaire's
discovery of Poe was, as it were, a revelation of his

own hidden self: 'J'ai vu, avec épouvante et ravissement,

non seulement des sujets révés par moi, mais des phrases,

pensées par moi, et Ecrites par lui, vingt ans'auparavant.‘"1

In Hamlet, the reaction is converted into an active
search for the truth. Shakespeare, perhaps somewhat
influenced by Bacon's emphasis on inductive experimentation,
puts Hamlet in the role of the detective. The prince,
like Poirot, plays the naive, and like Holmes or Nero
Wolfe, prepares a suitable setting to test his conclusions:

Observe my uncle. If his occulted guilt

Dé-not itself unkennel in one speech,

It is a damnéd ghost that we have seen,

And my imaginations are as foul

As Vulcan's stithy. (3. 2. 82-6.)

Marlow's journey is also a search for the truth;

but whereas Marlow sees reflected in the jungle and in

1M. Praz, The Romantic Agony (London: Oxford Univ. Press,

1951), p.145.
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Kurtz the passions and fears of his soul, Hamlet incorporates
all of these: he is the observer, the object; and the
darkness is in his heart:

0 God, I could be bounded in a nutshell and

count myself a king of infinite space, were it not

that I have bad dreams. (2. 2. 258-260.)

Poe's and LeFanu's stories are like moonbeams,
casting a shaft of pale light on the edges of these
spiritual adventures. They reveal the tortures of the mind
in the throng of inner reckoning; but they reveal them
when the individual has virtually succumbed to the demon
of inner desolation. In "The Tell-Tale Heart," thé subject
iﬁtroduﬁes himself when the étruggle With Hie innetr self
is over: "it was the groan of mortal terror. . . . It was
the low stifled sound that arises from the bottom of the
soul when overcharged with awe. I knew the sound well.
Many a night, just at midnight, when all the world slept,
it hag.welled up from my own bosom, deepening, with 1its
dreadful echo, the terrors that distracted me.“1 Squire
Toby's character in LeFanu's "Squire Toby's Will,"2
seems to be inexorably weighted towards evil. All the dread

and anguish that accompany his inner meditation make of

1Poe, Complete Works, p.304.

2Joseph Sheridan LeFanu, Best Ghost Stories of J.5.

LeFanu (New York: Dover Publications, 1964).
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it a living hell rather than a clean struggle. The haunting
apparitions of his father first, and of his brother later,
do not come as in Hamlet to enlighten but fo torture

him. The dog that appears out of nowhere and with whom
Toby exchanges fondness and hatred, is, like the cat in
Poe's "The Black Cat," and the white cat in LeFanu's

"The White Cat of Drumgunniol," a symbol of that part of
himself where fears and anguish originate. As in "The
Black Cat,'" when the dog‘is finally 'killed', Toby gets

a respite--but not for long. Soon afterwards, thinking
that the ordeal is over, he gives in again to evil:

"there is a determined gravitation towards evil, which, if
left to itself, will bear down first intentions."l In
"The White Cat of Drumgunniol," the narrator's grand-
uncle, who was haunted by the cat, "drank his :share, too,
and cursed and swore, when he was vexed, more than was

good for his soul." (Best LeFanu, p-413.) In one of his

encountefs with the white cat, horror is manifested by

the 'natural' recoiling from the tunnaturabbsn he saw s 2 .
with a slow motion, gliding along the ground . . . a white
object. . . . The horse stopped short. . . . It was bright

moonlight and my grand-uncle was chafed by the horse's
resistance, and, seeing nothing to account for "it, and

being so near home, what little patience he possessed

1] eFanu, "Squire Toby's Will," in Best Lefanu, p.16.
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forsook him, and, plying his whip and spur in earnest,
he broke into oaths and curses.“1 The cat, as the narrator
understands it, is the ambassador of deafh; or as we
understand it, the man's 'inner spirit', out of controi
and announcing the end of the man's 'outer experience':-
"this thing has about it a suspicion of malice. It is
the messenger simply of death. And its taking the shape
of a cat--the coldest, and they say, the most viﬂdiétife
of brutes--is indicative of the spirit of its visit."

(Best LeFanu, p.417.) In Bram Stoker's "Squaw,'" the

symbolic function of the cat as the incarnation of a
character's perverseness, that once allowed to grow
“unchecked rebounds vindictively against him, is dramatized
in a different way. An insensitive, prank-loving, but
unmistakably sadistic individual, drops a stone over a wall
on a large cat and her kitten to '"make them wonder where

it came from.”2 The stone kills the kitten: "with a muffled
CTY; such as a human being might give . . . she looked .
the perfect incarnation of hate. . . . Then she méde a

wild rush up the wall as if to reach us, but when the

momentum ended fell back, and further added to her horrible

1LeFanu, "The White Cat of Drumgunniol,™ in Best LeFanu,

p.414.

2Bram Stoker, "Squaw,'" in The Bram Stoker Bedside Companion

(London: Quartet Books, 1974), p.103.
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appearance for she fell on the kitten, and rose with her
black fur smeared with its brains and blood."1 Later in
the day, the man decides to try out an Iron Virgin exhibited
in the Torture Tower of.the castle he is visiting. The
man, who calls the artefact '"the squaw," says he has not

"funked an odd experience yet," (Stoker Companion, p.109.)

and slipping into the box, asks the museum attendant to
lower the spiked 1id slowly over him to get the full
effect of the experience. Suddenly, the cat, who the man
also calls "the squaw," flies up at the attendant’s
face and the spiked 1id slams down on the man, whose face,
previously cruel, is now "frozen with terror." (Stoker
Companion, p.112.)

The source of the unknown, of non-experiential reality,
where horror and madness originate, is symbolized in

Heart of Darkness by the African jungle--also a symbol

of 1ife and of the mind: "The earth seemed unearthly.
We are accustomed to look upon the shackled form ofra
conquered monster, but there--there you could look at a
thing monstrous and free. It was unearthly;" "The mind
of man is capable of anything--because everything is in
it, all the past as well as all “the future."2 As if

in answer to Hamlet's dilemma in the famous soliloquy,

lipid., p.103.

2Conrad, Heart of Darkness, PP- 30. Sl
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Marlow observes that there is only one way to penetrate
the darkness and grasp reality: "He must meet that truth
with his own true stuff--with his own inborn strength
5 B B Eﬂitﬂ a deliberate belief.":

The plight of Kurtz, to whom the darkness had "whispered
things about himself which he did not know," (Darkness,
p.59.) is the plight of Voss, in Patrick White's Voss,
meeting his 'fate' in the uncharted deserts of Australia
with only an obsessive heroism to support him. Kurtz
derives in part this impulse from the hope and expectations
of his "Intended." Thé same is true of Voss and Laura,
who, "given time . . . might have healed each other."2
This tyﬁe of relationship illustrates the conflict between
the earthy, social side of human nature, and the inner
self, forever isolated, forever trying to come out. In
this sense, Laura and Kurtz's Intended represent the mass
of humanity, the audience, oOT chorus. Obviously there
cannog be one without the other. The 'man' enters the
labyrinth holding one end of the thread, while the 'woman'

holds the other end outside. In Wuthering Heights, Cathy

drops the thread and Heathcliff is forced to retrace his
steps, groping, unguided, while Cathy herself is also

lost. But the thread guiding the man outside is the same

1Conrad,'Hea’rt of Darkness, p.37.

2Patrick White, Voss (n.p.: Eyre & Spottiswoode Ltd., and

The Book Society Ltd., 1957), p.408.
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that has guided him inside: In Heart of Darkness, '"the

gift of expression . . . the pulsating stream of light,"
which is Kurtz's unique gift, is also '"the deceitful
flow from the heart of an impenetréble darkness." (p.72.)
This gift, what his inteﬁded believes in, is what 'redeems'
Kurtz in the end: '"He had summed up--he had judged.
'"The horror!' . . . this was the expression of some sort
of belief;" "It was an affirmation, a moral victory paid
for by innumerable defeats, by abominable terrors, by
abominable satisfactions. But it was a victory!"™ (Darkness,
PoTdw)

In the writings where the second method is used
to create an atmosphere of horror, the extraordinary
comes from the outside, gaining ground and growing in
importance until it collides with the habitual. e sls
a less effective method than the first: unless the elements
of the extraordinary are portrayed in a vivid, dramatic
manner, the reader is unable to relate to them, because,
at least initially, they are not presented through the
consciousness of a character, but stand outside, beyond
the reach of association.

This method is often used in allegorical horror

* s :
tales, such as Galsworthy's "Timber," where a man gets

1John Galsworthy, "Timber," in The Lucifer Society

(New York: Signet Books, 1972), pp.27-36.
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lost and dies in the forest he intends to cut down, or
Christie's "The Call of Wings,"1 where a rich man-gives
away his fortune after hearing an uplifting melody from the
flute of a mysterious cripple--who is glad to have lost
his legs because they were evil. One of the best of this
type of stories is Chesterton's "The Angry Street."2 A man,
who during forty years had each day gone up the same
street to the train station, finds the street one day
becoming steeper and steeper with each step he takes
until it slants up, at a sharp angle. A strange being
then appears and tells him that the street has been
neglected and is asking for justice. He replies that
the street is inanimate, and all it does is go to the
train station. The being then cries out whether the road
thinks he is alive, since year after year all it has seen
him do is go to the train station. Hawthorne's "Dr.
Heidegger's Experiment,”3 where a group ofrold people
regain their youth, but in their ensuing enthusiasm
spill the water that rejuvenated them, is another remarkable

allegorical horror tale.

1The Lucifer Society, pp. 41-54.

21bid., pp. 36-41.
3Nathariiel Hawthorne, "Dr. HeideggeT's Experiment," in

Classic Ghost Stories (New York: Dover Publications, 1975), -

pp. 132-142.
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In "The Murders in the Rue Morgue," and The Hound

of the Baskervilles, the second method is used to create

an atmosphere of horror. The "agility astounding, strength

superhuman, ferocity brutal, butchery without motive,

@n@]grotesquerie in horror absolutely alien from humanity,"

are the 'deviations from the plane of the ordinary"‘

that combine to produce horror. Even though it turns out

that no supernatural cause is responsible, but a ''large

fulvous Ourang-Outang of the Easf Indian Islands,”1 the

atmosphere of horror that Poe manages to create is explicit

and powerful. The same is true of Conan Doyle's ''giant

hound:" "A hound it was, an enormous coal-black hound,

but not such a hound as mortal eyes have ever seen.

Fire burst from its open mouth, its eyes glowed with a

smouldering glare, its muzzle and hackles and dewlap

were outlined in flickering flame. Never in the delirious

dream of a disordered brain could anything more savage,

more appalling, more hellish be conceived than thaf dark

form and savage face which broke upon us out of the wall

of fog.“2 ‘
In Harlan Ellison's '"The Whimper of Whipped Dogs,"

1Poe, "The Murders in the Rue Morgue," in Complete Works,

pp. 161, 154, 162.

2Doyle, The Hound of the Baskervilles, in Complete Holmes,

yol. 2; PT57«
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Poe's "The Fall of the House of Usher," and Ray Russell's

Sardonicus, both methods are effectively combined to

produce masterpieces of the phenomenon of horror.: iIn

Ellison's tale we see the horror of the 'unnatural'

city (New York) embracing the horror of its dehumanized

inhabitants in a "black mass os/mii stdged Jistarintthe

insane-asylum of steele and stone." The 'God' they-worship

is a human-city hybrid, a '"deranged biood God of fog

and street violence;'" born of the dark side of the spirit

trapped in the city, no longer as a "whipped dog," but as

a "strong man-eating beast."l

In Poe's tale, Roderick Usher's "constitutional evil,™

“was enchained by certain superstitious impressions in

regard to the dwelling which he tenanted." Morbidly,

his '"malady" harmonizes with the "unnerving melancholy

House of Usher.”2 Here again , we are introduced to a

character whose humanity has been pushed-almost beyond

the bounds of experience. Appropriately, the world of

the senses is fading away from him: '"He suffered much

from a morbid acuteness of the senées; the most insipid

food was alone endurable; he could wear only garments of

lyarian Ellison, "The Whimper of Whipped Dogs,' in

Deathbird Stories (New York: Dell Books, 1976), pp. 86,34 ,57;
2

Poe, "The Fall of the House of Usher," in Complete Works,

p. 235.
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certain texture; the odors of all flowers were oppressive;
his eyes were tortured by even a faint light; and there
were but peculiar sounds, and these from stringed instruments,
which did not inspire him with horror."" The degree of
distancing that Poe manages to superimpose on the insubstan-
tial plot in the story is enormous. This distancing
is based on a dilating sense of perspective dependent on
a series of relationships which, individually, and in their
totality, illustrate what Ketterer terms the "pictorial
paradigm of that agonized juxtapositiou”'of the "apocalyptic
imagination:'" "A limited world of fragile order maintains
itself, precariously at best, over a threatening and
unknown'context."2 The narrator, representing the 'ordered'
world, is linked through a boyhood friendship to Roderick
Usher, who represents the 'unknown' world; similarly,
Roderick is intimately 'connected' to the house; to the
world of the senses; and to his sister, the natural
extension of the physical world he has abandoned. The
house itself, we are told, was on '"the precipitous brink

of a black and lurid tarn." (Complete Works, p.231.)

From the narrator's comments we pass to Roderick's "malady,"

to his strange sister, to Roderick himself, to the house,

B o
Ibid,, pP-235.

2David Ketterer, New Worlds for Old (New York: Anchor

Books, 1974), p.14.
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and finally, to the tarn. In this manner, the extraordinary
elements are magnified again and égain, in an increasingly
threatening scale. The sounds that Roderick expects
to hear, and hears inside his.brain, are finally echoed
by the house; and the "morbid acuteness of his senses™
is finally fulfilled by the sounds from the beating heart
of his sister, whom he abandoned in her coffin, even though
he knew from the "sounds'" that she was still alive. When
Roderick dies, the house soon crumbles into the waiting
tarn: "the deep and dank tarn at my feet closed sullenly

and silently over the fragments of the 'House of Usher'."1

In Russell's Sardonicus, a young man violates his
father's grave to recover a winning lottery ticket from
the pocket of the vest in which he had been buried. When
he opens the grave, "the face of his father, in the rigour
of death, looked directly and hideously upon ham 4t Maitehe

dead 1lips drawn back from the teeth in a constant and soul-

shattering smile!"2 In spite of his horror, he returns

home with the ticket; but as he glances at the mirror,
he sees that his face has become a replica of his father's,

his 1ips drawn back in a perpetual Risus Sardonicus.

1Poe, Complete Works, p.245.

2Ray Russell, Sardonicus, in The Playboy Book of Horror

and the Supernatural (Chicago: Playboy Press, 1968), p.50.
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Years later, he blackmails a doctor to have himself cured,
and again the imponderable happens: after the doctor injects
him with curare to relax the facial muscles, "he was
absolutely unable to open his mouth, thirsting and starving
in the midst of plenty . . . uﬁtil he finally died.”1
The horror from his mind, and the horror from outside,
clash, and clash again, twisting the atmosphere of horror
into a tortured knot of its own: the 1iquid injected,
we find out at the end, had not been curare, but pure,

distilled water.

3. Explicit Horrorr(the Non-human)

The third category of the phenomenon of horror
applies to the creation of explicit horror in the form

of a horror-organism. Before specifying what we mean by

this, let us consider for a moment the principle at work
behind the hierarchy of horror. We said above that as the‘
elements of the extraordinary become more explicit, and

as their opposition to familiar elements becomes more
highly dramatized, the phenomenon of horror: is dintensified.
In the first cétegory we saw how the extraodinary was
expressed through the actions of certain individuals;

and in the second category, how the discordant personality

of the individual is the center of attention of the narrative.

l1pia., p.70.
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In the third category, those elements of the extraordinary
presented (in the second category) as pieces of the human
puzzle resisting integration, are converted into characters
that, because of their diverse natures, we call horror-
organisms. They may occur as characters whose literary

reality is, initially, a human reality, and that we call

horror-personas; and they may occur as creatures whose
literary reality resides beyond the level of human reality,

and that we call horror-types. When the organism embodying

the extraordinary is made to relate to a particular
individual, or to men generally, we see it as a horror-
persona; but when it is made to relate to a universal
"superhuman', or "non-human' condition tending to represent
the extraordinary as independent of Man, we see it‘as a
horror-type. There cannot be a clear-cut division between
the two, since there is frequently the case of the amphibious
organism, partly horror-persona and partly horror-type.

For instance, a character that appears to be mostly a
horror-type may operate as a horror-persona for ‘a certain
individual, and inversely, an individual's horror-persona
may attain the proportions of a horror-type if the aspects
of the extraordinary it embodies denote its independent
existence beyond the individual as a human being. The twin,
or intimate self-image of an individual, and the alien
monster invading Earth from another planet can be seen

as the two extremes of the horror-organism.
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Since the transition from the horror-persona to the
horror-type is based on a general principle of expanding
symbolism, we shall refer to those organisms that are
originally human and able to relate to the human characters
in the text as if they themselves were human, as horror-
personas. From this point of view we place vampires.
and werewolves within the domain of the horror-persona,
but close to that of the horror-type; and creatures such
as Frankenstein's Monster and Dr. Moreau's Beast Folk
within the domain of the horror type, but cldse to:-that of .
the horror-persona. Whereas some horror-personas are
endowed with the beyond-human attributes of a horror-type,
they remain bound to their human origins, where they struggle
to return. Their conflict consists im; their doss of
humanity. The opposite is true of the horror-types.  They
belong to the world of beyond-human matter, a world
governed by non-human laws, subject to non-human principles.
When forced into the world of human experience, imprisoned
by human laws, their reaction is to break the artificial
bonds tying them to their alien existence and to escape.
When a human character enters their wor}d, or when they
enter the human world, both realities clash and the struggle
denoting horror ensues.

Within the domain of the horror-persona the principle
of expanding symbolism is alse at work. it is possible

to distinguish between two main types of horror-personas,
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depending on whether they are portrayed as relating to
a single individual, or to a universal human principle.
The first kind of horror-persona can be Seen as the manifesta-
tion of certain elements of a character's persoﬁality.
These elements may be suppressed, or unconscious, or they
may be consciously formulated as a wish or as a metaphysical
concept. The second kind of horror-persona can be seen
as the manifestation of a primitive idea or myth, that
represents a force almost independent of the individual
(similar to that represented by the horror-type).

Some narratives achieve the creation of the first
kind of horror-persona without ever completely revealing
its identity: does it reside in the subject's obsession,
or does the haunting character have an existence of its
own? Although the horror-persona is presented as another
character, neither as a ghost, mnor as an apparition, the
confusion results from the fact that usually it behaves
as a complement to the subject's personality.

In Poe's "William Wilsonm,'" the protagonist is (cha-
racteristically) flawed by his "evil propensities,'" that
make him "self-willed, addicted to the wildest caprices,
and a prey to the most ungovernable passions.”l While
a young boy in school, his leadership and despotism

are implicitly challenged by another boy, who bears the

1Complete Works, pp. 627, 626-7.
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same full name and who was born on exactly the same date.
Thus, William Wilson's extreme personality is dramatically
balanced by the other's moderate personality: '"He appeared
to be destitute alike of the ambitions which urged, and
of the passionate energy of mind which enabled me to excel.
In his rivalry he might have been supposed actuated solely
by a whimsical desire to thwart, astonish, or mortify
myself.”1 Dorian Gray's relationship to his picture
achieves a somewhat similar balance, whenhe wishes '"that
his own beauty might be untarnished, and the face omn the
canvas bear the burden of his passions and his sins; that
the painted image might be seared with the lines of
suffering and thought, and that he might keep all the
delicate bloom and loveliness of his then just conscilous
boyhood.”2

In Hugh Walpole's "The Silver Mask,"3 the horror-
persona intrudes upon the subject's life to shift the balance
to the opposite side. Miss Sonia Herries is a rather weak
and passive middle-aged woman: "Although intelligént,

she suffered dreadfully from impulsive kindness. Ad4d: her

lipid., p.630.

20. Wilde, The Picture of Dorian Gray (London: Oxford

Univ. Press, 1974), p.100.

5The 9th Fontana Book of Horror Stories (n.p.: Fontana

Books, 1975).
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life she had done so, The mistakes that she had made--
and there had been quite a few--had all arisen from the
triumph of her heart over her brain."1 The young man she
takes into her house is '"the handsome young man df all
romantic stories, tall, dark, pale, slim;" and as he
confesses later, "a pimp, a thief, a what-you-like--
anything bad." ("Mask," p.50.) Their two personalities
seem to coalesce in "the mask in silver of a clown's
face." She owns the mask and he is attracted to it
"as though with his very soul." ('"Mask," pp. 51, 55.)
Dorian's picture has similarly robbed him of his identity.
The painter acknowledges as much when he asks Dorian:
"Have you noticed in the picture something curious?--
something that probably at first did not strike you, but
that revealed itself to you suddenly?”2 Dorian is originally
unconscious of his beauty, of his soul, but the painter
is not: "I wanted to have you all to myself." (Dorian,
p.123.Y After trying to paint him as Paris, and as Adonis,
"one day--a fatal day, I sometimes think--I determined to
paint a wonderful portrait of you as you actually are.”
(Dorian, p.124; my italics.) From this moment, as in Poe's
"The Oval Portrait,' Dorian's spirit is absorbed into
the painting. He does not '1ive' anymore, but in the
l1bid., p.so0.

2Wilde, Dorian Gray, p.123.
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painting. In this sense, he becomes the horror-persona:
an empty shell, a mere appendage to the living porfrait,
"whose changing features showed him the real degradation
of his 1ife."1 Dorian 'lives' but does not experience.
The experiential and the non-experiential have dramatically

changed sides.

The Captain's double in Conrad's The Secret Sharer

arrives in time to add a new dimension to the Captain's
sense of reality. When he takes command of his ship--
overtly symbolizing his arrival at the threshold of
consciousness--the Captain feels alone; his position 1is
"that of the only stranger on board:" "but what I felt
most was my being a stranger to the ship; and 1% all the
truth must be told, I was somewhat of a stranger to
myself.”z His double, Leggat, spurred by an unyielding
determination needs the Captain's help in his drive to
freedom. He appears at the point where the Captain is
entertaining severe doubts about his ability to measure
up to his task: "I wondered how far I should turn out
faithful to that ideal conception of one's own personality
every man sets up for himself secretly." (Sharer, p.%4.)

William Wilson and Sonia Herries are past the point

bid., p.149.

.ZJ. Conrad, The Secret Sharer, in 'Twixt Land and Sea

(London: J.M, Dent & Soms Ltd., 1947), pp. 93-4.
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of doubt. Their other-selves come to haunt them, but
cannot change them. William Wilson's feelings for his
double "formed a motley and heterogeneous admixture;--
some petulant animosity, which was not yet hatred, some
esteem, more respect, much fear, with a world of uneasy
curiosity.”r His double showed for him "a ﬁost unwelcome

z 1 Gl
affectionateness of manner," similar to the fondness

exhibited by the cat towards his master in "The Black
Cat," and by the dog towards Squire Toby in "Squire Toby's
Will." The difference between these and "William Wilson"
rests on the enlarged element of the extraordinary that
the significantly more conscious symbolism in "William
Wilson" represents. The young man who insinuates himself
on Sonia Herries, and whose spirit seems to reside in her
silver mask, gradually encroaches upon her 1ife, until
her wish to be '"oh--so terribly--to be kind to someone!"2
is fulfilled when he takes over her house and locks her

in a room, alone with the spirit of her horror—personé:
the silver mask. The same thing happens to Dorian Gray.
Although the painter wants to posSsSess him, it is Dorian
who articulates the wish to disrobe himself of the responsabi-
1ity that experience entails: "He had uttered a mad wish
that he himself might remain young and the portrait

1Poe, "yilliam Wilson,'" in Complete Works , p: 630

2Walpole, "The Silver Mask,' p.55.
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grow old."l

The young man's power over Sonia Herries, "something
both helpless and defiant, like a wicked child,"2 is
similar to Miriam's power over Mrs. Miller in Truman
Capote's "Miriam." Like William Wilson and his double,
the old woman and the young girl also share the same name.
As in "The Silver Mask," the ol& woman's initial feeling
of attraction, gives way to a feeling of profound disgust.
In the end, as in "The Silver Mask," and "The Picture of
Dorian Gray,'" she realizes that '"the only thing she had
lost to Miriam was her identity;"3 and that the young
girl is only a dissociated part of herself.

7 Wilson and his double are also one and the same:

"[ﬁé}were the most inseparable of companions;'" '"his

singular whisper, it grew the very echo of my own;"
"the same name! the same contour of person! the same day
of arrival at the academy! And then his dogged and meaning-

less imitation of my gait, my voice, my habits, and my
4 The Captain in The Secret Sharer experiences

manner!"

a "mental feeling of being in two places at once." (p.126.)

Like Wilson, when he contemplates his double asleep, the

Wilde, Dorian Gray, p.100.

Walpole, "The Silver Mask," p.55.

Truman Capote, '"Miriam," in The Lucifer Society, p.246.

1
2
3
4

Poe, "William Wilson," in Complete Works, pp. 631-2Z.
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Captain sometimes feels that he is looking at himself:
"the uncanny sight of a double captain busy talking in
whispers with his other self;" '"his head'hanging on his
breast--and perfectly still. Anybody would have taken
him for me."! This feeling grows until the Captain
starts doubting the independent existence of his double:
"Can it be, I asked myself, that he is not visible to
other eyes than mine?";" [it was] 1ike something against
nature, inhuman." (Sharer, pp. 130, 135.) But unlike
Wilson and Dorian, who haunted by their images, destroy
themselves by destroying their conscience ("In me didst
thou exist--and in my death, see . . . how utterly thou
hast murdered thyself;"2 "he seigexd the (knife] and stabbed
the picture with it . . . lying on the floor was a dead
man, in evening dress, with a knife in his heart.”B) the
Captain is liberated through his image. The double,
who emerges from the water (symbolizing the extraordinary)
returns to its world after having guided the Captain
through his apocalyptic experience: "the secret sharer of
my cabin and of my thoughts, as though he were my second
self, had lowered himself into the water to take his

punishment: a free man, a proud swimmer striking out for

1Conrad, The Secret Sharer, pp. 105, 115.

2Poe, "yilliam Wilson,'" in Complete Works, p.641.
3

Wilde, Dorian Gray, p.237.




a new destiny.”l

In these examples, the doppelginger, or double,

seems to reflect a certain aspect of the individual,,either
filling a vacuum in his consciousness, or depriving him

of some aspect of his personality. The drama iss toa

large extent, depicted at a psychological level. The
transition from the first to the second kind of horror-
persona is characterized by an enlargement of the conscious
symbolic conflict, to include both a psychological and

a physical struggle, whereby the extraordinary is intensified.

In Stevenson's Strange Case of Dr. Jekyll and Mr. Hyde,

and Arthur Machen's '"The White Powder," instead of having
a separate character who complements or influences the
individual psychologically, the familiar and the extraordinary
seem to battle for the possession of his body. At the same
time, the abstract-debate accompanying every phenomenon
of horror becomes much more explicit.

Beyond the dramatic level of expression in Jekyll
and Hyde lies this debate, the final level of meaning in
the narrative. One way to approach it is by examining
first the phenomenon of metamorphosis on which the dramatic
aspects of the plot are based. Massey's incisive observations
about this phenomenon lead to the static situation that

the dramatic developmeﬁt portrays: 'Jekyll can hide in

1Conrad, The Secret Sharer, p.l143.
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Hyde, but where is Hyde to hide? (or to put it differently,
Jekyll is Jekyll-Hyde, but who is Hyde?)"1 Massey,
however, seems to erase Jekyll completelf out of the picture
and to shift the weight of the debate to Utterson. (Gaping
Pig, pp. 102-3.) He sees the conflict, not between Jekyll
and his other-self, Hyde; but between the pre#ailing Hyde
and Utterson, the lawyer. And he sees Hyde as the representa-
tion of "an avenue of escape" for '"the good." (Gaping
Pig, p.90.) Massey's argument is that 'the good' has
two choices: good and evil; but that 'evil' has no choice,
and resorts to violence as its sole means of expression.
While this is plausible, it does not take into consideration
what might have motivated Jekyll's transformation (his
choice of 'evil'). The conflict, after all, does take
place in Jekyll. The initial reason why Jekyll's traﬁs-
formation stops at Hyde is because the dramatization
of his conflict is carried only as far as Hyde, Jekyil's
horror-persona. This creation is not merely the 'tails'
side of a coin, the only other alternative available.
Hyde could have been further transformed into a mass of_'
corrupt, decaying flesh, as occurs with Francis Leicester
in "The White Powder," or into quite a different thing,

depending on how the writer might have chosen to develop

llrving Massey, The Gaping Pig (Berkeley: Univ. of California

Press, 1976), p.101,
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the conflict. The tags of 'good' and 'evil' are nothing
more than dramatic labels, usually attached to the habitual
and to the extraordinary respectively,-but not belonging
exclusively to either one.

When Dr. Jekyll refers to the ""perennial war among
my members,'" he is not referring to his Yduplicity of dife,”
or even to his "partial discovery . that man is not
truly one, but truly two." He is saying that, as far as
he has been able to ascertain, there are two forces acting
upon him, but there may be more: "I hézard the guess that
man will be ultimateiy known for a mere polity of multi-
farious, incongruous and independent denizens."1 In

other words, man, to Jekyll, is a chaotic aggregate of

elements. And Jekyll himself, as a dramatis-persona,

represents the intellectual observer in the act of considering
this chaotic body of disassociated elements. The conflict
between this amorphous mystery (man) and the effort to
assimilate this mystery (Jekyll), is the dramatization

of the attempt to assimilate the unknown, and the unknown
itself; the conflict between the experiential, through which
Jekyll tries to comprehend the extraordinary, and the
extraordinary itself. But Stevenson's problem, the usual
problem, is how to relate these elements of the unknown

1R.L. Stevenson, Strange Case of Dr. Jekyll and Mr. Hyde,

in The Merry Men (New York: Random House, 1929), pp. 382, 383.
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to conventional elements, so that they can be 'understood'

according to something we can associate with. It is impossible.

There has to be a middle element, a certain feeling, perhaps,

that we know about, that we can easily relate to, but which
bears a close resemblance to the unknbwn because we never
want to think about it, we never want to become immersed
in its nature. This, of course, is evili:ia collective
term for everything destructive, painful, deadly, it has
acquired a super-meaning that we associate with the loss
of consciousness (will and reason) that may result when
we experience any of the above feelings. At this secondary,
dramatic stage Massey's analysis becomes relevant. Hyde, a
mere symbol, suddenly inexplicable, takes over. The communica-
tion device by which Jekyll can be "driven to reflect" on
himself becomes Hyde. Trying to cross the gate, he is
thrown back into himself; and, because he falls back into
"the state of[hiﬂ own knowledge,”lor experience, he is
trapped in the vicious circle of horror that results from
the attempt.

Utterson, in this context, Tepresenilsadekylil’s
link to humanity. Although he can be seen as a Marlow
figure, an observer, or even more, as the detective, he
can perhaps be more accurately described as the audience;

Jekyll's social equivalent,.the 'understudy' who could

11bid., p.383.
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potentially produce another Hyde. 1In this sense he takes

on the role of the 'female! element; like Kurtz's Intended,

harboring the 'image' of a 'dead' man that can be bdrn
again. '
In Machen's "The White Powder," we are told what the
chemical preparation, the fruit of Jekyll's experiments
might have actually been. Francis Leicester takes a drug
to relieve his melancholy state. As a result of excessive
study he becomes weak, nervous, and "awoke now and then
of nights from fearful dreams, terrified and cold with
icy sweats." After he starts taking the drug, prescribed by
the family physician, '"such was the transmutation of his
character that in a few days he became a lover of pleasure,
a careless and merry idler." Days later, his sister observes
"a change , . . I heard no more about his pleasures, and
one morning as we sat at breakfast together I looked
suddenly into his eyes and saw a stranger before me . "t
At this point in the narrative he is Hyde. He hides
from his sister (his natural link with society) by becoming
a "stranger:" withdrawing from his familiar habits and
eventually turning into his horror-persona. But his
transformation, that began the moment he started taking

the drug, does not stop there. Patches of burnt flesh

L Machen, '"The White Powder," in Strange Ecstasies

(n.p.: Panther Books, 1973), pp- 37, 39.
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appear on his arms; and when they finally break down the
door to his room, "there upon the floor was a dark and
putrid mass, seething with corruption and hideous rotten-
ness, neither liquid nor solid, but melting and changing

before our eyes, and bubbling with unctuous oily bubbles

like boiling pitch.":

in a document, here given by the family physician to
Francis' sister. The document is written by the chemist
who analyzed the drug. The powder, left on the shelf
for many years, had changed, due to '"certain recurring
variations of temperatﬁre,” into '"the powder from which

the wine of the Sabbath, the Vinum Sabbati, was prepared."

l
As in Jekyll and Hyde, his transformation is explained
("Powder," pp. 50, 51.) When the neophytes drank the

wine prepared from this powder, they "found themselves

attended[éac@ by a companion, a shape of glamour and

unearthly allurement, beckoning them apart, to share in

joys more exquisite, more piercing than the thrill of

any dream . . . &uuﬂ. . . that shape that allured with
loveliness-was no hallucination, but, awful as it is

to express, the man himself." The transformation, however,
is not into one, but into three different beings: "the
house of life was riven asunder and the human trinity

dissolved, and the worm . . . that which lies sleeping

libia., p.48.
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within us all, was made tangible and an external thing,
and clothed with a garnment of flesh. And then .
the primal fall was repeated and re-presented, and the
awful thing veiled in the Mythosrof the Tree in the Garden
was done anew."1

What tempts the neophytes after drinking the Vinum
Sabbati is similar to what tempts Jekyll after he determines
never to take the drug again:-”the liberty, the comparative
youth, the 1light step, the leaping impulses and sécrét
pleasures, that he had enjoyed in the disguise of Hyde."?
And like Squire Toby and the protagonist of "The Black

Cat," the 'spirit of perverseness', which Jekyll feels

"as of'Hyde struggling after freedom," (Jekyll and Hyde,

p.396.) finally overcomes his resolution and drives him
to use the drug again. In the end, as with Francis in
"The White Powder," Jekyll's personality becomes totally
corrupt, and, rejecting any further attempts to transcend
the e%perience, he eventually dies: ''this is my true

hour of death, and what is to follow concerns another

than myself." (Jekyll and Hyde, p.407.) "{Wlhat began

with corruption, ended also with corruptide.™ ("“Powder,"

P52, )

In "William Wilson'" the extraordinary is presented

as an-integral aspect of the protagonist's personality,

1rbid., p.52.

ZStevenson;'Jekyll and Hyde, p-395.
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his demon, or conscience, related only to himself. In

Jekyll and Hyde the horror-persona has a much more universal

character. It can be seen as a conscious metamorphosis,

a deliberate attempt to penetrate the 'heart of darkness'

of the extraordinary. 1In Jekyll and Hyde, therefore,

the conflict between the habitual and the extraordianry
is symbolized much more overtly than in "William Wilson;"
and in "The White Powder," this is carried one step further,

the extraordinary manifesting itself through Francis as

if by chance. He appears to be merely a medium for the
extraordinary to reveal itself.

Next in this process of symbolic expansion, through
which the extraordinary becomes increasingly articulate,
is the extreme kind of horror-persona: on the border-line
with the horror-type, it is characterized by being one
of the many that could be generated in a proéess through
which the unknown manifests itself. Although it may
represent the blind-end in the development of an individual's
personality, similar to Jekyll's Hyde, it is not confined
to a particular character, but stands for a general human
condition. The theme of the vampire, and to a lesser
extent, of the werewolf, is based on this pattern. The
individual is assaulted by a force that only shows itself
after it strikes and weakens him. When he is alerted,

it is by the infection itself, and therefore it is usually

too late.
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The werewolf and vampire myths on which their literary
counterparts are generally based, may be seen, as Penzoldt

observes in The Supernatural in Fictionl, as the expression

of certain subconscious fears and desires that originate -
in childhood. Somehow, the ambiguous element of the
curse--indicative of the shame associated with those feelings
and their conscious suppression--provokes the metamorphosis
through which the victim is compelled to re-enact the
primitive fears and desires of the society.

In Algernon Blackwood's "Camp of the Dog," a young
man's sexual desire takes the form of a wolf who communiéates
with the girl he loves by howling at her while she's
sleep-walking. Since the young man is a native Canadian,
the element of the curse becomes '"the Indian blood . .
the ancestral cry;" and the werewolf represents '"the soul
of Sangree, the long suppressed, deeply loving Sangree,
expressed in its single and intense desire--pure utterly
and utterly wonderful.”2 But in order to achieve a happy
ending, where the 'wolf' is killed, the suppressed desire
fulfilled and Sangree cured (sangre means 'blood' in

Spanish), the reverse metamorphosis that takes place is

l(London: Peter Nevill, 1952), pp. 37-43.
2Algernon Blackwood, '""The Camp of the Dog," in John

Silence Physician Extraordinary (London: Eveleigh Nash,

1914), pp. 381, 380.
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rather bizarre. From Sangree's body emerges the wolf,

leaving behind a "small, shrunken body the cage from
which most of the 1life, and not'a little of the actual
corporeal substance, had escaped into that other form

of 1life and energy, the body of passion and desire."1 

In Guy Endore's The Werewolf of Paris,2 Bertrand's

metamorphosis into a werewolf is traced to the curse
resulting from the mutual hatred between two neighboring
families. His ancestor, the youngest member of the
Pitamonts, is caught in his disguise as a monk in the act
of butchering the rival Pitavals in their sleep. He 1is
thrown into a deep well, similar to the one in Poe's

"The Pit and the Pendulum,'" and fed on raw meat for fifty
years, in the course of which his cries have turned into
wolf-like howls. Eventually (we are not told the exact
details), he is taken out of the well and lives long enough
to reproduce. Bertrand, his descendant, rampages through
the couintryside and the streets of Paris; killing Eitst

to satiate his appetite for human flesh, and then as an
added ingredient to his sexual orgies with the prostitutes
and unwary citizens of Paris. He is conscious of his
condition, but cannot control it: "his mind kept repeating,

'I'm cured, I'm cured,' but he knew that he wasn't gnd he

l1bid., p.383.

2(London: Sphere Books, 1974).
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knew that it was only at the expense of Sophie that he

kept the beast within him at bay.”1 After he falls in

love with Sophie, and confesses his straﬁge disease

to her, she offers him a knife, so that instead of
devouring her during their love-making, he will at least
appease his appetite for blood: '"Was it not I who first
offered myself to you? Was it not I, who bought the
knife because you were afraid your teeth were too painful?";
"He uncovered her. There was scarcely a portion of her
body that had not one or more cuts on it . . . he bent
over her body. . . . The blood welled up, ruby-red. He
put his mouth to it at once and drank greedly . . . 'poor
little baby,' she murmured." But his desire is to kill
her: "'I'm killing her slowly anyhow,'" he raged, 'why

not have done with it?'" (Werewolf of Paris, pp. 203,

200-1, 206.)

Finally, his uncle, who knows about Bertrand's
condition, interns him in an insane asylum, where his double
nature becomes a source of entertainment for the orderlies:
"It got to be quite good sport to starve him for a day,
then open his door suddenly and fling in a bone covered
with shreds of flesh. . . . The sound of enamel grinding
against bone filled the room with a sinister crackling."

(Werewolf of Paris, p.242.) The orderlies turn out to be

11bid., p. 205.
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as brutal as Bertrand can be in his nature as a werewolf.
They starve, drug and whip him when drugged. They introduce
nails through the soles of his shoes and force him to '
walk around on them. Finally, Bertrand 5ﬁmps through a
window holding a dwarf, mongoioid female in his arms,
thinking she's Sophie, killing both himself and the-woman.
His uncle, in the statement he presents before a court
of law to excuse Bertrand from the responsibility of his
actions, attributes his condition to the obscure powers
of evil: "Evil exists. And evil breeds evil. The horrors
and cruelties of history link hands down the ages. One
deed engenders another, nay, multiplies itself. One
perpetrator of crime infects another. Their kind increases
like flies. 1If nothing resists:thisiplague; it will
terminate with the world a seething mass of corruption.f'1

Throughout the book run the echoes of cruelty and
destructive aggression that Bertrand personifies. But who
are the werewolves? From the hatred between the two neighbor-
ing families, to the German siege of Paris towards the
end of the Franco-Prussian War, the werewolf motif reverberates
against a background of incessant conflict, bloodshed
and hate. The relationships between individuals are marked
by a cruelty and violence that rudely parody basic human

relationships. The cannibalistic nature of the relationship

l1bid., pp. 211-2.
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that develops between Bertrand and Sophie may be seeh to
represent the badly suppressed cannibalistic nature of the
relationships between mother and child, ﬁan and wife,
state and subjects. Bertrand finally emerges as an
unwilling martyr: a Christ-figure that has been chosen
at random. His immolation is not voluntary: he is made
to atone for the sins of a depraved humanity--not as a
redeemer--but as a sacrificial vicfim to 'the obscure
powers of evil': everyman's horror-persona. 7

Harlan Ellison's "The Place with No Name,"l suggests,
on the other hand, that a certain element of Justice
is involved in this metamorphosis into the archetypal
scapegoat: "Thus, view Norman Mogart @ pimp, a junkie,
a cowarﬂ, hung between the torture posts of his limitations
and his desires. Swinging gently in a breeze of desperation."
("No Name,'" p.214.) Walking the New York streets, out
of money, all his habitual alternatives exhausted, Norman's
attention is suddenly caught by a sign hanging on a store-

window that reads "ESCAPE INSIDE." Through a series of

physical and mental transformations he is transported to

a cliff on the inside of a mountain, where "Prometheus

was chained to the rock:" "So the Justice finally sent you."
Prometheus tells him: "Now. Touch me." ("No Name,” pp.

224, 225.) Norman obeys, and moments later he is alone,

1peathbird Stories (New York: Dell Books, 1975), pp. 212-227.
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"chained in the place of Prometheus; himself having become

the fire-bringer:" "And Norman thought of the man the
Justice had found to take the place of that other, and he

knew that when April came around again, he would'be

given his crown of thorns.'!

The sexual symbolism that is so much a part of the
werewolf and vampire themes, and the (frequently) religious
allegorical content of the vampire tale are no coincidence.

In Stoker's Dracula,2 sexual symbolism and Christian
allegory are weaved together over and beyond the fabric
of the vampire motif. Their significance, however,
directs us to a deeper level of meaning, where the conflict
forming the core of the phenomenon of horror resides.

Dracula attacks his victims in their sleep. Both
Lucy and Mina, through whom the Count attempts to reach

the mass of humanity, "London with its teeming millions,"

(Dracula, p.54.) are attacked in moments of unconsciousness.

Lucy's “sonambulism makes her even more receptive to the
vampire's advances. The same is true of the nameless
: 3 :
heroine in LeFanu's Carmilla” and to some extent of
[ (. .
ibid., pp. 225, 226.

2Bram Stoker, Dracula, in The Annotated Dracula, ed. by

Leonard Wolf (New York: Ballantine Books, 1974).

3J.S. LeFanu, Carmilla, in Best Chost Stertes of d.5.

LeFanu, pp. 274-340.
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Christabel's dreamy night-walks through the forest where

e g |
she meets Geraldine.” The moment they are bitten, they seem

to be conceived to another world. Their essence (""The
blood is the life! The blood is the life!")% is taken

from them so that, as more and more of it flows into that
world where 'sleep has no place it can call its own,"
(Dracula, p.275.) they will soon follow. When they 'die’',
they are 'born' into that world. This process is very
similar to the natural process of reproduction encompassing
the aspects of sexual intercourse, pregnancy and birth.
When Christabel tells Geraldine that her mother's spirit

is watching over her, "That she should hear the castle
bell/ Strike twelve upon my wedding day,™ Geraldine

betrays her intentions by immediately commanding the
spirit--as if Christabel's mother were her rival-~to leave:
"Off, wandering mother! Peak and Pine!/ I have power to
bid thee flee."™ ("C<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>