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1. Introduction 

This paper aims to carefully analyze the evolutions that have occurred in Gothic literature in 

style, language, and setting from Horace Walpole’s The Castle of Otranto, largely considered the 

first work of Gothic fiction, and four of Edgar Allan Poe’s short stories. These analyses will 

occur on a number of levels, including how these works have influenced or been influenced by 

history, philosophy, and psychology. 

Gothic fiction is a unique style of fiction that focuses on dark aspects of the psyche.  It 

“…provide[s] a vehicle and language for writing about the dark, irrational elements of 

experience and of the mind” (“Gothic Fiction”) and explores rich cultural histories and 

subsequent psychological aspects of those histories, such as “…the cultural upheaval of the 

French and American Revolutions, as well as the Industrial Revolution” (“Gothic Fiction”).  

Gothic fiction also implements numerous philosophical ideas as well as psychological ideas 

beyond those that are connected to various revolutions.  

Gothic fiction is sometimes analyzed parallel to “’dark’ Romanticism” (“Gothic Fiction”).  

Its parallels to Romanticism may have caused its initial critical denouncement as “an institutional 

embarrassment” (Davidson 1).  This idea is also important to the political and social conceptions 
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and misrepresentations that have plagued Gothic literature, as well as the academic imperatives 

that surround this idea, and how the academic world may have influenced this perception. 

The analyses within this document compare two authors of critical acclaim: Horace Walpole, 

who authored The Castle of Otranto, and Edgar Allan Poe.  Poe wrote an astounding number of 

works, but for the sake of brevity and a smaller lens of concentration, four of his short stories 

will be compared to Walpole’s Otranto.  These four stories are: "The Thousand-and-Second Tale 

of Scheherezade," "The Murders in the Rue Morgue," "The Pit and the Pendulum," and "X-ing a 

Paragrab."  These stories represent a wide scope of themes and styles that Poe used in his 

literature. 

2. The Psychology of Revolution: The Influence on Gothic Literature 

Gothic literature is awash with symbolism directly influenced by the Revolution, but most 

notably from various types of architecture intended to communicate these symbols as means of 

the psychological impacts various Revolutions left on the public sphere. 

In Walpole’s The Castle of Otranto, he utilized what became known as “the castle-prison” in 

later Gothic literature (Paulson 534).  Because his was a precursor to the French Revolution, it is 

believed that the Fall of Bastille became such a profound symbol of the French Revolution 

because it correlated with the idea of a castle as a prison as it was represented in Otranto 

(Paulson 537).  In some ways we see this in Edgar Allan Poe’s later works, especially in his short 

story, The Thousand and Second Tale of Scheherazade.  The idea of a young girl trapped in the 

castle of a king who means, ultimately, to kill her the day after their wedding still stays within 

the concept that Paulson outlines in his essay “Gothic Fiction and the French Revolution,” when 

he asserts that the castle-prison in Gothic literature was often “seen through the eyes of a 
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sensitive young girl who responds to terror in the form of forced marriage and stolen property…” 

(Paulson 534).  Because of Scheherazade’s cunning and her ability to spin stories to amuse the 

king, she initially avoids his oppression.  This same theme is prevalent in Walpole’s novel, as his 

character Isabella is the character that communicates her terror at a forced, “incestuous” marriage 

to Manfred, which he seeks in order to legitimize his bloodline.  

Poe was writing during the advent of the American Industrial Revolution, and while the 

social upheaval in America was not as prevalent in comparison to the shift that occurred in 

England, this idea of social change is prevalent in Poe’s writing.  This idea may be prevalent 

because he spent time in England as a child, provided “excellent schooling” by his foster father, 

John Allan (Scott ii).  It seems as though Poe aims to make political, social, and cultural 

commentaries about the upheaval of the classist systems of oppression in England, and even 

America, however subtle in comparison.  He does this by creating a character (Scheherazade) 

who directly confronts and conflicts with her oppressor by tricking him.  In the end, however, in 

relaying to him stories more imbued with truth than any she’s told him before, she is killed.  The 

commentary here almost seems to imply that an oppressed individual who searches for truth 

seems also to seek death; indeed, Scheherazade seems to accept that the king will kill her 

because he refuses to see the truth in her story. 

Although Walpole’s Otranto was not influenced by the revolution, the public perception 

of the revolution was influenced by his novel.  Some of the dialogue that occurs in this book can 

be seen as support and pressure for a revolution, such as the following: “’Providence, that 

delivered me from the helmet, was able to direct me to the spring of a lock,” (Walpole 16).  The 

peasant speaking in this dialogue (who we come to know as Theodore, the son of Friar Jerome) 

seems to suggest that his oppressor had no right to imprison him and by the will of God was he 
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granted freedom.  “Providence” is defined by the Oxford English dictionary as “An act or 

instance of divine intervention; an event or circumstance which indicates divine dispensation” 

(def. 5 a).  Walpole most likely chose this word specifically as a means of inserting religious 

ideals that would have been present in his characters’ histories into his text.  The Oxford English 

Dictionary also cites the etymology of this word as of “Old-French origins meaning 

‘foreknowledge,’ with reference to pagan Gods directing the course of events” (“Providence” def 

1.).  It is evident that Walpole did not choose the word for its French origin, but it seems 

appropriate that he would intentionally use such a word within this dialogue. As a part of the 

larger novel, this idea of “Providence” became a major means of symbolism in the French 

Revolution.  

This same ideology of “providence” seems prevalent in any modern revolution, including 

the French Revolution, the American Revolution, and both English and American Industrial 

Revolutions. This idea that the will to live as a free human being was also the will of God was 

the idea carried by the people leading the revolution.  They assumed that they would be granted 

freedom from the oppression they were subjected to if it were the will of God. 

Gothic literature could be considered a catalyst for revolution, whether intended or not, 

which may be why it was often viewed as “second rate.”  While some academic scholars praised 

Gothic literature for its progressive ideas and use of symbolism, it was widely regarded for much 

of its existence as unfit for academic use, “…and as a result of deeply entrenched and 

longstanding cultural and academic prejudices, the Gothic may be said to have been critically 

pummeled, denounced as an institutional embarrassment…” (Davison 1).  What seems to be the 

underlying, unspoken subtext in this context is that upper-class academia feared the change that 

revolution brought; thus they discouraged the public from reading this literature by way of 
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condemning anyone who read them.  Although it doesn’t appear that all authors of Gothic fiction 

wrote with the specific purpose of addressing revolution, social or culture reform, or the 

upheavals that followed, it seems that they did use the symbolism in the events that occurred as a 

means to invoke specific emotional responses from their readers.  

3. Gothic Consciousness 

The idea of Gothic consciousness, otherwise known as the philosophy of consciousness that 

is inherently connected with Gothic fiction, is one that brings many philosophies together: 

Immanuel Kant with Edgar Allan Poe especially, and David Hume with Horace Walpole.  The 

ideas that Kant wrote about in his “The Critique of Pure Reason” are prevalent and integrated in 

Poe’s writings; Walpole, however, used Hume’s The History of England as fuel for his work, as 

he opposed Hume’s privileged interpretations of history, an idea that will be examined later in 

this essay. 

 In Marc Redfield’s analysis, titled “Gothic Consciousness,” of Marshall Brown’s book, 

The Gothic Text, he carefully pieces together some of the fragmented ideas that Brown’s book 

presents.  Redfield asserts his agreement with Brown’s assessment, that the philosophies of 

Immanuel Kant and Gothic fiction both “discover[ed] … a ‘new dimension of human 

consciousness…’” (Redfield 432).  He asserts that the “mysteries of consciousness” (Redfield 

432) troubled the minds of both the philosopher and the author of Gothic fiction; that the reality 

of consciousness, as it occurs where we are cognizant of it, is both terrifying and fascinating.  

Redfield quotes Brown as writing, “Kant can thus be linked to ‘the discovery of consciousness as 

an interior expanse’ in gothic narrative (Brown 107)” (Redfield 433). Kant’s ideas and 
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imaginings of consciousness, the realms of consciousness, are brought to light in Gothic 

literature.  

 Emerging consciousness as a theme in Gothic literature is surely intentional.  Literature, 

in general, uses wordplay and creative semantics to convey ideas that the author may struggle to 

communicate to his audience; symbolism, then, is a primary tool of the Gothic author in 

describing consciousness. 

 In Walpole’s The Castle of Otranto, it is clear that his characters attempt to make sense 

of the world by moving from “…the unreasonable, superstitious world of the Middle Ages [to] 

the enlightened world of the present, where reason appears to govern reality” (“Gothic Fiction”).  

Walpole’s character Manfred, the protagonist of the story, lives in both superstitious fear and 

sublime ignorance.   He is both conscious and ignorant of the perilous fate that awaits his family 

because of the prophecy alluded to in the beginning of the book.  The prophecy communicates 

that because Manfred “usurped” (through the line of succession) Otranto from Alphonso, and 

because he is not the legitimate heir to the castle, his family line will be cursed with death.  

Although Manfred is aware of and understands the risk, he remains vigilante in his quest to 

legitimize his bloodline by marrying Isabella.  

 Poe was extremely conscious of destruction as an act of creativity, and Poe moved 

destruction from a means for disintegration into a means of creation within his literature (Lima 

22).  In Poe’s “X-ing a Paragrab,” he writes about his protagonist, a stubborn and aggressive 

journalist named “Bullethead”.  The publishing house that works with Bullethead (after his 

announcement that he would use as many Os as he pleased in his writing, despite what his rival 

said), discovers that his rival “John Smith” has stolen all of the “O”s for the printing press. 
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“Bob,” the print boy, is told to replace all of the Os with Xs, instead, as that was a common 

replacement for the odd letter that they didn’t have enough of.  Bob says, “‘So I’s to gouge out 

their eyes, eh?’” (Poe 326).  This simple piece of dialogue not only shows Poe’s use of dark 

humor, it most notably sets up the remainder of the story for the reader to see destruction as an 

ultimately creative process.   

The destruction of Bullethead’s paragraph, and subsequently his reputation, is also the 

means in which the quiet community becomes creative with their vernacular.  Additionally, the 

community is given something to talk about, to think about, encouraging the creativity of their 

minds to flourish. Although this particular example of Poe’s work is imbued with sarcasm and 

humor, it shows well his use of destruction as creation.   

 It would seem that if Poe is as nihilistically perceptive as Lima asserts, then he must see 

the world, and thus write about the world, as chaos; that our existence, as humans, is inherently 

chaotic and destructive. If we are chaos, if we are destruction, then we must also have been 

created in chaos and destruction.  If the Universe operates as both a creative and destructive 

force, then our existence as human beings is defined by destruction as creativity.  

 Destruction as a creative process is not singularly an act of destruction against another 

person or thing; it can also imply self-destruction.  Lima asserts that there is a deep connection 

between Poe and his villains, one which clearly resembles the plotting that occurs by his villains; 

these villains are, like him, “mostly self-destructive beings and victims of their negative 

impulses” (Lima 22 – 23), which could also be interpreted as Gothic literature addressing mental 

health issues like depression or schizophrenia.    
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 This idea of self-destruction connects to an idea that will be covered later, that mental 

illnesses such as depression, anxiety, and obsessive compulsive disorders, among others, could 

be represented in Gothic literature.  Although these disorders are not necessarily forms of 

conscious self-destruction, they are nevertheless representative of the act of self-destruction, 

although they occur outside of the control of the individual, and are self-destructive only as they 

affect the individual who suffers from a mental illness and suffers the consequences of the 

actions that occur as a result of the mental illness. 

 These ideas of self-destruction impact the setting of Gothic literature in that they 

represent the darkness of human nature; and the setting of all of these pieces unfold in places that 

appear dark and foreboding, a metaphor for the all-encompassing nature of self-destruction and 

fear that occurs in human beings.  These settings often represent a wide variety of subjects, but it 

seems like their overall purpose is to address the complicated undercurrents of human nature and 

the human psyche.  

This philosophy of creation as a self-destructive process also occurs in Otranto, a 

necessity to the novel’s plot and theme.  Only after Manfred has effectively doomed both of his 

children to death does he realize his own faults, his own humility, and his own humanity.  The 

creation of Manfred’s “enlightened” soul only occurs through this process of destruction as well 

as his own self-destruction (in terms of legitimacy). By destroying his children and his 

legitimacy, he finds humility and finally appears to the reader as a character possessing 

compassion – an element which seems to hold weight with Walpole as evidence for a soul, as it 

is a reoccurring trait of the “saintly” characters, and a theme which appears often throughout the 

novel. 
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The idea of “madness” as a source of inspiration for Gothic literature is also outlined in 

Ed Block Jr.’s essay “James Sully, Evolutionist Psychology, and Late Victorian Gothic Fiction.”  

Although this essay is by and large a comparison of James Sully’s theories on evolutionist 

psychology and the duality of consciousness, and the book The Strange Case of Dr. Jekyll and 

Mr. Hyde by Robert Louis Stevenson, these ideas also apply well to Poe’s writing and state of 

consciousness, genius, and his connected madness (due in part to alcoholism).  

Block’s idea that “Stevenson’s tale…questions the achievement and stability of 

evolutionary development, depicting the disintegration of the individual psyche through phases 

whose symptoms are recognizably similar to those described by Sully and other evolutionary 

psychologists” (Block 445) connects well with Poe’s short stories.  These symptoms, which 

Block outlines as being “…duality, primitive consciousness, and the phenomena of dreaming” 

(Block 444) also apply to Poe’s writing, as the state of primitive consciousness and the dream 

state is a reoccurring theme in Poe’s vast body of work.   

This idea of both duality and primitive consciousness is especially present in Poe’s short 

story, “The Pit and the Pendulum.” In this story, we see the slow disintegration of the character’s 

psyche as he endures, mostly, psychological torture.  At the end of the story we see how the 

character’s mind has descended into madness, as he sees the army he was a part of, his rescuers, 

nearly as divine beings.  “There was the discordant hum of human voices!  There was a loud 

blast as of many trumpets!  There was a harsh grating as of a thousand thunders! The fiery walls 

rushed back!  An outstretched arm caught my own as I fell, fainting, into the abyss” (Poe 246).  

The prisoner’s conception of his cell – “the fiery walls,” represents that his view at the end of the 

story is that his cell has turned into Hell, although Poe also lets his reader see that the man is 

conscious of the devices of torture being used against him.  He both recognizes the “fiery walls” 
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as being a real threat, but doubly thinks that it is Hell closing in upon him.  The duality of 

consciousness is also prevalent here, although perhaps not in the way Sully envisioned it.  

Instead, Poe’s character is experiencing both “primal” or instinctive consciousness as well as 

“enlightened” or knowledgeable consciousness.  

Earlier in the story, we see this character consciously trying to figure out the size of his 

cell, trying to count his steps, to feel the walls, to get a good idea of the size and shape of the 

cell.  As he is toyed with by his captors, however, we watch his slow descent into madness.  

Even so, as he descends further from conscious thought and into “primitive consciousness,” as 

Block puts it, he is still aware of his reality.  As the pendulum descends towards him, he uses 

breadcrumbs to bring the rats to him, and scatters the crumbs across his bonds, which then 

encourages the rats to chew away his bonds.  We see him consciously descending from sanity; 

we read his thoughts as having duality, although the “civilized nature” of his consciousness has 

deteriorated significantly.  He no longer tries to figure out a way out, or a way to outsmart his 

captives; his sole purpose is to survive, and so instinct or “primitive nature” becomes the leading 

consciousness.  Duality of both “primitive” and “enlightened” consciousness is still very 

prevalent, however, as was mentioned above. 

The end of the story is a good indicator of where “primitive consciousness,” or instinct, 

takes us, especially in terms of the preservation of one’s own life, as well as the preservation of 

one’s own psyche.  The character in this story sub-consciously preserves part of his “civilized 

consciousness” by seeing his rescuers as some divine beings, and his captors as demons in Hell.  

He rationalizes his pain by making the actions of his captors “demonic,” and explaining their 

behavior by instinctively forcing his mind to see his captors, and their actions, as “inhuman.”  
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4. Gothic Psychology 

Gothic fiction is written as a representation of the inclination of humanity towards fear, 

especially the fear of the unknown.  Additionally, it is inclination and curiosity of the 

rationalization of fear and the unknown that drives the reader’s curiosity.   

 Gothic fiction seems to represent not only conscientious fears, but sub-conscious fears, 

that which humanity has yet unrecognized; fear that is unrecognized finds itself culminating in 

the complete deterioration of the psyche.  Even mental illnesses like depression, obsessive 

compulsive disorders and sociopathic tendencies are represented within Gothic literature and 

especially in his short story, “The Murders of the Rue Morgue.” Poe specifically alludes to 

humanity’s fear of the unknown in the text in the way he has his protagonist speculate on the 

murders, and how they may have occurred.   

In fact, Poe preys on this fear of the unknown in describing the murder and writing his 

dialogue in an elusive and ambiguous way so that the reader is lead to believe that the murders 

must have been committed by some demon; certainly, if not a demon, it must be something 

inhuman.  Poe wrote his texts with intention.  To display this idea of subconscious fear and 

invoke an automatic “primitive” responses to his text, he writes in his protagonist’s dialogue, as 

if, perhaps, he were personally addressing the reader’s fears: “‘My immediate purpose is to lead 

you to a place in juxtaposition, that very unusual activity of which I have just spoken, with that 

very particular shrill (or harsh) and unequal voice, about whose nationality no two persons could 

be found to agree, and in whose utterance no syllabification could be detected,’” (original 

emphasis, Poe 132). Poe speculates through his protagonist on how he has tricked his readers 
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into being afraid, by showing them bluntly the stark realities of the “unknown.”  Yet this does 

not become apparent until the very end of the story, when the mystery has been solved. 

Poe represents death, and the fear of death, in a way that his readers relate to, whether 

they are conscious of it or not.  The sublime fear of the unknown (i.e., Death) becomes the 

morbid curiosity of the reader, bringing them deeper into the realms of their subconscious, and 

thus, seducing those sub-conscious fears to the conscious realm.  Because Poe’s own “…fears of 

death and psychological disintegration…,” (Lima 22) are so well represented in his short stories, 

the reader is thrown into their fears without being initially cognizant of them.  The reader is then 

able to relate to Poe in a way that renders them able to “…perceive the mystery and terror of 

[their] restless souls…” (Lima 22).  The reader is thrown into “primitive” consciousness with 

both “The Pit and the Pendulum” and “The Murders of the Rue Morgue.”  By being forced to see 

and experience the fears of the characters, the reader becomes aware of how their own fears feed 

the authenticity of the experience.    

 Even in Walpole’s Otranto the reader is made aware of the most vulnerable of fears, 

which Poe even describes in his essay, “The Philosophy of Composition.”  The protagonist of 

Otranto, Manfred, is not just terrified of the prophecy which awaits his family, but the idea of the 

loss of his power.  By the end of the novel, Manfred has conceded to give up his power to the 

rightful heir of Otranto, Theodore, after killing his own daughter Matilda under the 

misconception that she was Isabella.  Manfred, having wished to have Isabella as his own wife in 

order to secure the legitimacy of his bloodline by merging it with that of the errant bloodline of 

Alphonso’s, was so enraged with the thought that she would defy him he was blind to any 

rational thought.  The act of killing his own daughter, of committing parricide, drove him finally 

to humility and guilt, acts which made him fully aware of his unconscionable acts.   Poe 
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describes this “poetic melancholy” as a means of facing death, and Beauty; not physical beauty, 

but Beauty as the “elevation of soul – not of intellect, or of heart…” (Poe 164); it is, then, the 

Beauty that comes with higher consciousness, or “enlightenment” (of the spiritual variety).   

Manfred faces this death of Beauty when he kills his own daughter, Matilda.  Throughout the 

novel we are led to believe he does not appreciate her, but it seems that he is so wrought with 

grief over her death because he saw her as the true embodiment of pureness and piety.   Poe says 

in his essay, “…when it most closely allies itself to Beauty: the death, then, of a beautiful woman 

is, unquestionably, the most poetical topic in the world…” (Poe 165).  Manfred’s sorrow is 

evident, as he perceives himself inconsolable and unfit to look after Otranto, even before the 

hyperbolic vision of Alphonso appears before everyone in the castle. 

5. Gothic Literature and History  

Gothic literature and history have a past that is ultimately entwined.  In Jonathan Dent’s 

essay titled “Contested Pasts: David Hume, Horace Walpole, and the Emergence of Gothic 

Fiction,” he outlines in detail how Horace Walpole and David Hume both acted simultaneously 

as writers and as historians, on opposite sides of the spectrum in terms of their philosophies in 

regards to these disciplines.  Both scholars seem to have a very privileged, elitist view of history 

and literature as disciplines, and hold onto their views with little flexibility.  However, Hume’s 

work came first (The History of England), and Dent asserts that Walpole wrote The Castle of 

Otranto as a direct opposition to Hume’s version of history.   

As Dent outlines in his essay, Hume seems to be unwilling to implement ideas that many 

modern historians consider to be invaluable to the history of a people represented as a whole 

work of subjective as well as objective literature.  Hume willingly omits and confesses to 
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omitting primary documents like letters that show the past beliefs of said peoples, which is 

especially important in Walpole’s direct response through Otranto.  Dent also points out that 

Hume omits “eye-witness accounts, traditions, superstitious beliefs, legends, and fables” (Dent 

27).  Walpole, however, uses all of these ideas in a novel that, while fiction, also challenges how 

the past is historically represented in Hume’s writing.  

 Walpole additionally challenges Hume’s writing by pointing out that he omits the violent 

history of England, as well as Hume’s omission of the representation of “pre-Enlightenment 

superstitious beliefs,” (Dent 27) a very subjective view in Walpole’s opinion, that Hume does not 

“represent his actors in believing in them” (Walpole 6).  Essentially, Walpole challenges the 

validity of Hume’s history, because the characters of his history are not authentic – thus the 

believability of their honest existence is questionable.  He challenges this not only directly – 

through letters to others addressing the problem – but indirectly.  In Otranto, he writes his 

characters as superstitious, although it could be argued that they move towards the idea of 

Enlightenment at the end, as was addressed earlier with Manfred.  Walpole does not avoid 

violence but rather uses it as a source of their superstition – as his characters, of a time outside of 

the Enlightenment, would have authentically believed if they were truly living characters in 

history.  

Hume seemed to believe that “…historiography must unearth lines of causation: the unity of 

seemingly disparate occurrences must be traced from their origins…” (Dent 22), while 

alternatively it seems that Walpole did not hold the same idea that in order for an idea or action 

to occur, there must also be a cause. Hume attempted to trace these lines of causation by using 

personality as a cause; and yet this is problematic because as Dent says that “…human 

personality as a means of tracing lines of causation and unifying the vagaries of circumstance 
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that is the past is radically undermined” (Dent 23).  There are additional problems here, because 

if Hume believes that personality is the cause of flaws in history, then his argument against using 

primary documents, especially those which cite the beliefs and superstitions of these people, is 

inherently flawed.  Logically, it could be argued that “personality” is historically influenced by 

beliefs, violence, and the events around them; by omitting said sources, Hume negates his own 

argument. 

6. A Critical Comparison 

By comparing these themes in both Walpole and Poe’s works, we are able to look at how this 

body of literature has evolved from its inception.  While it appears that Walpole focused both on 

how the representation of history played a major role in its interpretation, he also focuses his 

theme on psychological aspects of human nature like superstition and the mental fortitude that 

surrounds superstition.   

Walpole utilizes the “found letter idea,” being that in the preface, he mentions that the letter 

comes from Italy and was found in an English household, and had to be translated.  As Dent 

points out in his essay, Walpole utilizes this idea of the “found letter” and of the translation of 

said letter as a means of criticizing Hume’s lack of such primary evidence in his own 

historiographies. It could be argued that Walpole’s work is politically charged, both for its direct 

and vocal opposition of Hume’s work, and its prospective influence on symbolism connected 

with the French Revolution. 

In comparison, much of Poe’s work focuses on various revolutionary impacts on societal and 

cultural interpretations of philosophy and psychology. Poe focuses primarily, it seems, on the 

philosophical natures surrounding literatures as well the ideologies of reformation.  His own 
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sense of being, and alternatively, his own speculative descent into madness due to his alcoholism 

are evident in his writings in a way that convey genuine horror and madness to the reader, in a 

way that Walpole’s sanity cannot afford him.  Poe, alternatively, also utilizes wordplay in a way 

that Walpole does not; he uses language in a moldable, morphable way, while Walpole utilizes it 

almost strictly as a means of direct communication.  Poe uses lengthy sentences often full of 

metaphor in his works, while Walpole uses short sentences and the overall concept of his novel 

is a metaphor.  While a number of things in Walpole’s novel could be seen as metaphor, it is 

important to remember that he wrote the entire novel as a metaphor for what he perceived to be 

Hume’s incompetency in regards to history, and that he represented his characters as having 

beliefs that would have been well-represented in the populace in the time that Walpole set 

Otranto.   

 In addition to the differences in themes, both writers utilize distinct styles that afford 

them their starkly contrasted ideologies; Walpole, directly challenging Hume, tends to be direct 

in his writing.  Poe however, challenges society at large to recognize the horrors, the dark side of 

consciousness, creation, and creativity, and so his writing is therefore less direct, conveying a 

larger nest of ideals then what Walpole set out to communicate. 

7. Conclusion 

Literature, in general, has a profound impact on a wide variety of disciplines.  Gothic 

literature in particular has a profound impact on a small number of disciplines including history, 

psychology, and philosophy.  These subjects have also, in turn, profoundly impacted Gothic 

literature in a way that suggests that Gothic fiction and these disciplines are irreparably 

intertwined, and that they all share similar ideologies. 
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Poe and Walpole, whose themes and styles vary greatly but who identify with the same type 

of literature, have both profoundly impacted the disciplines they wrote about, through the guise 

of fiction.  These two authors had a profound impact on literature, in general, and the usefulness 

of literature as a means of conveying to a wider audience the importance of the ideologies that 

were prevalent in their writing.  

Although Gothic literature was not, until recently, considered “academically fit,” it provides 

numerous invaluable sources of omitted information for the respective disciplines that it seeks to 

incorporate. These two authors both made contributions to the academic world by providing the 

often discarded view of “popular” academics.  In Walpole’s case, he represented the views of 

primary sources omitted from Hume’s immense volume of work; in Poe’s case, he represented 

the dark side of consciousness, the violence in creation, and destruction as a means of creativity 

in his work.  
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