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Fin de Siècle 

•the city becomes the new site of the 
Gothic 

•rise of psychoanalysis and religious 
crisis 

•concerns with moral decadence and 
respectability 

•sense of impending catastrophe. 





The effects of terror in the Gothic novel 
&  

the imagination



Terror?  
Horror? 
Beauty?  



‘Terror and horror are so far opposite, that the 
first expands the soul, and awakens the faculties 
to a high degree of life; the other contracts, 
freezes, and nearly annihilates them.’ 

                                                    Anne Radcliffe



« In this idea originated the plan of the ‘Lyrical Ballads’; in which it 
 was agreed that my endeavours should be directed to personas and 
characters supernatural, or at least romantic, yet so as to transfer 
from our inward nature a human interest and a semblance of truth 
sufficient to procure for these shadows of imagination that willing 
suspension of disbelief for the moment, which constitutes poetic 
faith » 

                                                        Samuel Taylor Coleridge,  1817



Terror? Horror? 
Pain? Beauty?  

The Sublime 
 

ON closing this general view of beauty, it naturally occurs, that we 
should compare it with the sublime; and in this comparison there 
appears a remarkable contrast. For sublime objects are vast in 
their dimensions, beautiful ones comparatively small: beauty 
should be smooth and polished; the great, rugged and negligent; 
beauty should shun the right line, yet deviate from it insensibly; 
the great in many cases loves the right line, and when it deviates 
it often makes a strong deviation: beauty should not be obscure; 
the great ought to be dark and gloomy: beauty should be light and 
delicate; the great ought to be solid, and even massive. They are 
indeed ideas of a very different nature, one being founded on 
pain, the other on pleasure… 

         Edmund Burke, On the Sublime and Beautiful 1757





Terror?  
Horror? 
Beauty?  



"There," said Montoni, speaking for the first time in several hours, "is Udolpho."  

Emily gazed with melancholy awe upon the castle, which she understood to be Montoni's; for, 

though it was now lighted up by the setting sun, the gothic greatness of its features, and its 

mouldering walls of dark grey stone, rendered it a gloomy and sublime object. As she gazed, 

the light died away on its walls, leaving a melancholy purple tint, which spread deeper and 

deeper, as the thin vapour crept up the mountain, while the battlements above were still 

tipped with splendour. From those too, the rays soon faded, and the whole edifice was 

invested with the solemn duskiness of evening. Silent, lonely and sublime, it seemed to stand 

the sovereign of the scene, and to frown defiance on all who dared to invade its solitary reign. 

As the twilight deepened, its features became more awful in obscurity, and Emily continued to 

gaze, till its clustering towers were alone seen, rising over the tops of the woods, beneath 

whose thick shade the carriages soon after began to ascend.  

The extent and darkness of these tall woods awakened terrific images in her mind...  

                                                                                                                                                                                                                        

The Mysteries of Udolpho (1794), vol 2, ch 5 



‘How can I describe my emotions at this catastrophe, or how delineate 

the wretch whom with such infinite pains and care I had endeavoured 

to form? His limbs were in proportion, and I had selected his features 

as beautiful. Beautiful! – Great G –! His yellow skin scarcely covered 

the work of muscles and arteries beneath; his hair was of a lustrous 

black, and flowing; his teeth of a pearly whiteness; but these 

luxuriances only formed a more horrid contrast with his watery eyes, 

that seemed almost of the same colour as the dun white sockets in 

which they were set, his shrivelled complexion and straight black lips.’   

                                                                     Frankenstein (1818), ch 5   



Liminality 
Exploring the ‘third space’

The Gothic imagination is situated on the 
border, or on the threshold, dividing distinct 

spheres, identities or discourses.  



This liminal, “third space” is an inherently 
uncanny, “alien territory” 

• generates new meanings, social relations and 
identities,  

• disrupts and subverts established entities and 
orders. 



Liminal reading calls into question binary oppositions: 

Rational  §  Irrational 
Conscious  §  Unconscious 

 Animal  §  Human 
Masculine  §  Feminine 

Reality  §  Illusion 
Fact  §  Fiction 

Literature  §  Psychology 
Original §  Copy 

Art § Life





Freud’s  
« The Uncanny » 

1919 



LATIN: (K. E. Gorges, Deutschlateinisches Wörterbuch, 1898). Ein unheimlicher Ort [an 
uncanny place]—locus suspectus; in unheimlicher Nachtzeit [in the dismal night hours]

—intempesta nocte. 
GREEK: (Rost’s and Schenki’s Lexikons). Xenos strange, foreign. 

ENGLISH: (from dictionaries by Lucas, Bellow, Flügel, Muret-Sanders). Uncomfortable, 
uneasy, gloomy, dismal, uncanny, ghastly; (of a house) haunted; (of a man) a repul- sive 

fellow. 
FRENCH: (Sachs-Villatte). Inquiétant, sinistre, lugubre, mal à son aise. 

SP ANISH: (Tollhausen, 1889). Sospechoso, de mal aguëro, lugubre, siniestro. 
The Italian and the Portuguese seem to content them- selves with words which we 

should describe as circumlo- cutions. In Arabic and Hebrew “uncanny” means the same 
as “daemonic,” “gruesome.” 

Let us therefore return to the German language. In Dan- iel Sanders’ Wörterbuch der 
deutschen Sprache (1860), the following remarksi [abstracted in translation] are found 

upon the word heimlich; I have laid stress on certain pas- sages by italicizing them. 
Heimlich, adj.: I. Also heimelich, heinielig, belonging to the house, not strange, familiar, 

tame, intimate, comfort- able, homely, etc. 
(a) (Obsolete) belonging to the house or the family, or regarded as so belonging (cf. Latin 

familiaris): Die Heim- lichen, the members of the household; Der heimliche Rat [him to 
whom secrets are revealed] Gen. xli. 45; 2 Sam. xxiii. 23; now more usually Geheimer Rat 

[Privy Council- lor], cf. Heimlicher. 
(b) Of animals: tame, companionable to man. As opposed to wild, e.g. “Wild animals . . . 
that are trained to beheimlich and accustomed to men.” “If these young crea- tures are 

brought up from early days among men they be- come quite heimlich, friendly,” etc.





How might the Marilyn Butler extract 
 help us situate Angela Carter’s stories 

 within the Gothic tradition?
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