Gothic Fiction: Quotes Compendium
Quotes from York Notes Companions: Gothic Literature’s extended commentary on Frankenstein
In Mary Shelley’s novel, the monster is “born” into the world lacking any formative influences; his “parent” Victor woefully neglects his duty to educate and develop the character of his progeny and the result is a deeply alienated creature who lacks a grounding in the world into which Victor abandons him. The novel at various points (especially through the monster’s own narrative and his emotional appeal to his creator) requests the reader’s sympathy for a creature who is the product of forces beyond his control, who appears to possess an innate sensibility and capacity for intellectual advancement…but who nevertheless lacks any social and cultural reference points to help him develop a fully socialised human subjectivity.”
A central theme of the novel is…the ambition, or hubris of Victor…Victor is a man of science consumed by the ambition to create life, to “play God” and the very term “Frankenstein” has become synonymous with scientific developments that appear to overreach themselves and threaten the balance and integrity of life…The novel, then, can be read as part of a wider Romantic reaction against Enlightenment scientific thinking and the processes of technology associated with the Industrial Revolution. 
The novel, though, is not exclusively a critique of Enlightenment rationality… it may be read, in fact, as a critical engagement with some of the central precepts of Romanticism itself. Victor is an arch-individualist, unconcerned with social and especially domestic life who seeks transcendence through his “art”. He might be said to be in search of the ultimate experience of the sublime: a mastery of the very principle of life.
Jonathan Bate argues that Walton’s voyage of discovery is part of a wider colonial project that sought dominion over other cultures and the environment. This colonial quest actualises a crucial aspect of the Romantic aesthetic: nature is viewed as the raw material which facilitates the self-realisation of the individual.
Indeed, some critics…see in “Frankenstein” a political allegory pointing to the neglect and exploitation of a new labouring class brought into being for, and effectively “monsterised” by, the emerging forces of modern capitalism. The novel is set during the 1790s and therefore has as its immediate political reference point the French Revolution. Victor is a member of a wealthy bourgeois family and finds it easy to gather the material resources to carry out his experiments. The monster that he creates to serve him, but that he then callously abandons, revolts against the injustice of his servitude and abandonment.  
Quotes concerning Frankenstein from the English Review article “Strange but true”
The use of multiple narrators, shifting points of view, together with moments when we are made aware of, and perhaps question, the very act of recording and storytelling, create a greater sense of unease and a more unsettling questioning of “truth”.
Throughout “Frankenstein”, we are reminded of the method of storytelling, the act of writing and recording and the importance of audience. All of these call into question the reliability of the narrative, as well as the consistency of voice. The series of first-person narratives…are all presented by Walton, who sends them to his sister…”
Quotes from The English Review article “Frankenstein: Is it really about the dangers of science”
“Frankenstein” does, indeed, witness the introduction of science into the Gothic novel, which has the effect of giving a greater degree of immediacy to the horrors depicted. Advances in science frequently create a sense of unease among the public, fitting as the impetus for Gothic fright. However, it is not the dangers of scientific discovery per se with which “Frankenstein” is concerned, but rather the traits in the scientist’s character, and his treatment of his progeny. At the time Shelley was writing, the term “scientist” had not yet been coined. Look for descriptions of Victor’s profession in the novel and you will find him referred to as an “artist” or a “pale student of unhallowed arts”. The novel’s concerns lie rather more with matters of egotism, neglect and alienation, and their consequent destructive results.
 The science in “Frankenstein” is really a matter of convenience. It is not realistic, but rather hocus-pocus and serves a representative purpose. Frankenstein could equally have been a philosopher with some personal theory, or a Romantic poet, and the dominant themes of the novel would have remained the same. Science is convenient as it provides a concrete end product, and one that can be mutated through scientific misapplication, but it is not the cause of the narrated troubles. Indeed, Victor ignores scientific method, with its formulating and testing of hypotheses, and rushes headlong into a preconceived solution. Therefore it is necessary to consider the true dangers of the novel, which are not exclusive to science but are of universal application and concern.
The problem central to “Frankenstein” is the belief of its central character that he can perform the ultimate usurpation, that of God. There is an extreme vanity and egotism acting as the motivating force for Victor’s work, as opposed to a disinterested desire to further the interest of the human race in general. This is hinted at when Victor begins to recount the formation of his obsessive interest in science: “The world was to me a secret which I desired to divine”. The resonance of the closing verb of the statement is telling, revealing Victor’s true (albeit unconscious, at this stage at least) desire to gain divine knowledge of the world, with the inevitable consequence, therefore, of substituting himself for the divine entity.
… his (Victor’s) vainglorious self is oblivious to any motion of restraint, at a point when he should have been considering the ethics of his science. Instead, his vanity and ego promote extravagant notions for his positioning at the head of all hierarchies, denying God as the sole creator of man: “Life and death appeared to me ideal bounds, which I should first break through, and pour a torrent of light into our dark world. A new species would bless me as its creator and source; many happy and excellent natures would owe their being to me. No father could claim the gratitude of his child so completely as I should claim theirs”.
This last sentence highlights another aspect of Victor’s scheme-elimination of the need for the female. The reason no other father can demand so completely his child’s gratitude is due to its being shared with a mother. Yet if he can remove the necessity of the female in reproduction he can achieve this. This isolationist attitude, which also seeks to avoid sexual congress, is seen throughout the novel. His life with Elizabeth is asexual, living mostly as brother and sister, and when sexuality threatens to enter the relationship with their engagement, he cuts himself off from friends, family and fiancée for two years, while creating a means by which the reproductive faculty of the fiancée would become redundant.
Victor chooses not to involve himself with the pleasures of the marital bed on his wedding night, a neglect that brings about the death of his bride, ravished on the bed by her husband’s creation. Thus, having sought to eliminate the need for anyone else in creation, his achievement is to eliminate his loved ones literally, with his creation killing his family and his bride. 
Yet Frankenstein does not regret his actions so much as their product, and becomes a Marlovian overreacher like Dr Faustus. He is not content with being less than the epitome of overreachers, however, and sees himself as “…like the archangel who aspired to omnipotence, I am chained in an eternal hell. My imagination was vivid, yet my powers of analysis and application were intense; by the union of these qualities I conceived the idea and execution of a man. Even now I cannot recollect, without passion, my reveries while the work was incomplete. I trod heaven in my thoughts, now exulting in my powers, now burning with the idea of their effects. From my infancy I was imbued with high hopes and a loft ambition; but how am I sunk!”
Not only does Victor regard himself as Satan in the Miltonic tradition…but his musings clearly do not include any regret at his efforts. There is rather a pleasure in their recollection. Frankenstein’s sole regret, and the solution to all the problems in the novel, is that he did not create an aesthetically pleasant being.
Frankenstein’s difficulty was not his success, which pleases him until death, but the limitation of his success. The progeny was hideous to the eye and thus his creator abandoned him. This is the other major theme of the novel-the neglected being who, because he cannot integrate into society, becomes alienated from common kindness and interaction and rewards ostracism with violent crime.
The consistent complaint of the monster in his narrative is thus that he is excluded from receiving any human affection, and is, instead, in receipt only of human aggression. He is not innately evil and “admired virtue and good feelings”.    
  Quotes from the English Review article “Angela Carter, Gothic terrorist”
“All art, of any kind, is part of politics-it either expresses or criticises an ideology” Angela Carter
“The Bloody Chamber’s” title story opens with a striking and perplexing passage alluding to the French Revolution, the sociopolitical phenomenon that many literary critics suggest gave rise to the Gothic mode...A young bride ponders her new husband’s strange wedding present “a choker of rubies…like an extraordinarily precious slit throat. After the Terror…the aristos who’d escaped the guillotine had an ironic fad of tying a red ribbon round their necks at just the point where the blade would have sliced it through, a red ribbon like the memory of a wound. And his grandmother…had her ribbon made up in rubies…the flashing crimson jewels round her throat, bright as arterial blood”. The motif stems from accounts of the bals des victimes in which the relatives of those guillotined during Robespierre’s Reign of Terror (1793-4) held exclusive, luxuriant social gatherings in honour of the dead. At first, then, the ruby necklace seems to represent the heroine’s morbid predestination, but as the plot unfolds we learn the necklace actually symbolises her escape from death. Despite her sadistic husband’s plans to immure her in his “bloody chamber”… the girl’s mother arrives just in time to shoot the Marquis before he beheads the new bride.       
In thus undercutting our expectations of the genre in the first story of the collection, Carter signals that her Gothic is not just the reanimation of an old, tired corpse, but is rather of enduring cultural and political relevance. In weaving the French Revolution into her fiction, linking political instability and Gothic terror, Carter was drawing subtle parallels between the 1790s-a time period that epitomised radical political change-and her own volatile and violent time.
Nearly two centuries after the Terror in revolutionary France, “terrorism” was reincarnated in the global revolutionary climate of the late 1960s…By the 1970s, a widespread fear of politicised violence was heavily present within the public discourse and consciousness of the Western world, and Carter draws unexpected parallels between these two historical contexts.
In “The Lady of the House of Love”, a young soldier unwittingly defeats a murderous vampire, unaware of the First World War looming on the horizon. At first, Countess Nosferatu…”sits all alone in her dark high house under the eyes of the portraits of her demented and atrocious ancestors, each one of whom…projects a baleful posthumous existence”.
The “posthumous existence” of the countess’s rich Gothic heritage may suggest that, by engaging in a genre with a strong history and enduring cultural presence, Carter’s retrospective short stories metaphorically raise the dead. On the other hand, the story’s simple final sentence ends the tale with the promise of a new and shocking beginning: “Next day, his regiment embarked for France”. Like “The Bloody Chamber”, this story is haunted by allusions to another period of historical terror: the First World War.
Read together, “The Lady of the House of Love” and “The Bloody Chamber” chart the development of terror from its beginnings in the eighteenth-century unease surrounding the French Revolution as far as the fears engendered by the First World War and then beyond.  The bloody nightmare of the trenches anticipates the mechanised violence and warfare that provoked such fear during the Cold War politics of Carter’s own time. Countess Nosferatu’s whispered refrain that “now you are in the place of annihilation” highlights not only the very real threat of total destruction present throughout the 1970s and 1980s from specific small-scale terrorist groups, but also illuminates the wider context of the nuclear arms race. 
Whereas “The Courtship of Mr Lyon” depicts a scene of quiet, peaceful domesticity after the Beast becomes human, the moment of transformation is the final striking image of “The Tiger’s Bride” and thus the tale becomes a metaphor for change. The Beast’s crumbling house is a microcosm of an old, traditional order, and Beauty’s fears that it will be utterly destroyed during her transformation evoke contemporary fears of terrorist revolution or nuclear annihilation. Interestingly, while Carter represents the process of change as terrifying and painful, here the final sentence suggests a tentatively hopeful new beginning.
Carter found that simultaneously working within and disrupting the Gothic genre allowed her to explore aspects of her unstable and “terrorised” contemporary cultural and political milieu. With her weakened, photophobic vampire, her Red Riding Hood jumping into bed with a fearsome wolf and her Beauty transforming into a Beast, Carter challenges and subverts the genre’s expectations: her Gothic is at once traditional and revolutionary In the title story, paradoxically, it is the status quo that is terrifying, while change connotes rescue when the despotic rule of the Marquis is overthrown. Then again, “The Courtship of Mr Lyon” depicts a return to the status quo and the final image of a sleeping domestic animal forms a marked contrast to the awakened, powerful tiger at the end of “The Tiger’s Bride”…If Beauty’s transformation is seen to correspond to political change, then the collapse of the old orders is encouraging the development from “a nascent patina of shining hairs” to “beautiful fur” alludes to future growth, enrichment and, perhaps, discovery. In this way, Carter uses the nightmarish Gothic to envision a better world: through the Gothic, we may see hopeful visions of what may stem from a time of trouble-the period after an outbreak of terror is “re-visioned” as a time of peace.
We may see how Carter’s work allows for a questioning of traditional political and social orders; the re-vision of “The Tiger’s Bride” , for instance, invites us to imagine what might come after a period of revolution, rather than focusing on the hysterical terror experienced during such a period. Dictatorships quash their people into submission by suppressing independent thought-the burning of books, targeting of the intelligentsia and limiting of free speech are political tactics calculated to inhibit revolutionary ideas and prevent revolutionary action.
By provoking critical debate, then, Carter’s fiction mimics the revolutionary political spirit she saw in her own time and throughout modern history and encourages her readers to question whether the preservation of a society of dozing lapdogs is preferable to an as yet unexplored landscape populated by tigers. 
Quotes concerning The Bloody Chamber from English Review article Behind Closed Doors: Forbidden Knowledge in Gothic Literature
When it emerged in the late eighteenth century, the Gothic was not regarded as a particularly literary genre, and was widely seen as substandard literature…Nonetheless, the Gothic became remarkably popular and endures today because of the conventions that define it. 
One of these conventions is the idea of transgression, the notion of breaking or crossing boundaries. In many Gothic texts, this can take a literal, physical form, uncovering secret rooms or stepping into prohibited spaces. But such texts also explore the idea of crossing social and moral boundaries, so that a simple act of unlocking a door, or more importantly, discovering the forbidden knowledge hidden behind it, can have serious consequences.
“The Bloody Chamber” is a retelling of Bluebeard. The story centres on a young pianist, who leaves her mother and a life of poverty to marry a marquis. The text focuses a great deal on physical locations: the marquis lives in a castle, which is “at home neither on the land nor on the sea, a mysterious, amphibious place”, an appropriately liminal space for Gothic possibilities. The narrator even views their union as a journey “into the unguessable country of marriage”, further emphasising her departure into the unknown. Her curiosity is initially sparked by the marquis’ library with books entitled “The Key of Mysteries” and “The Secret of Pandora’s Box”, and pornographic images such as “Reproof of Curiosity”, foreshadowing her own inevitable curiosity and punishment. 
As in these stories, the narrator faces certain boundaries in an environment seemingly free of constraints. She is at liberty to explore the house and given keys to all its many doors; the only physical space she is denied entry to is the marquis’ “den”, a place where he can escape the yoke of marriage and imagine himself “wifeless”. A “newborn curiosity” is aroused…she proceeds by pushing smaller limits first. She rummages through the marquis’ desk and discovers mementos from his late wives, but this only serves to intrigue her more. Taking the “forbidden key” she enters the marquis’ secret room in a “cold ecstasy to know the very worst”. 
As with most parables about female curiosity, the narrator uncovers a secret that threatens her life. It is a torture room and she discovers the bodies of the marquis’ murdered brides, their crime being the same curiosity that led her there, expounding the age-old myth that curiosity and temptation are feminine evils and that women should know their place. The narrator even accepts that there will be consequences-“I must pay the price of my new knowledge”, likening it to Pandora’s Box. But she absolves herself from all blame, saying that the marquis “had given (her) the box, himself, knowing (she) must learn the secret”. The repetition of the modal verb of certainty “must” implies that her actions were inevitable, the marquis counting on her curiosity to fulfil his own sadistic desires. He discovers her guilt with the very instrument that allowed her entry to the room-the bloodstained key. He marks her forehead with it, the blood it is caked in forming the shape of a heart, a reminder of the one she has lost.
The marquis plans to execute her for her transgression but rescue comes in the unlikely form of the narrator’s mother. When you consider the title as a reference to the womb, this is particularly fitting. The room Carter refers to…isn’t the marquis’ room of death but a female place of life, drawing on the bond of unity between mother and child. The narrator survives her brief marriage, becoming a much more knowledgeable young woman. The text can be read not only as a sexual awakening but also as a self-awakening, as a strange rite of passage into womanhood.         
Quotes from English Review article “Gothic Faustus?”
Although most literary genealogies of the Gothic identify it with the late eighteenth century, it includes “Dr Faustus” among its precursors. Like later Gothic fictions which “shadow the progress of modernity with counter-narratives displaying the underside of enlightenment and humanist values”, Marlowe’s story turns humanist ideals about education and learning into a parable of the “learned man” who practised “more than heavenly power permits.”
Perhaps the single most important inheritance of “Dr Faustus” for the Gothic genre is its depiction of forbidden knowledge. Faustus understands knowledge to be a route to divinity…and on signing the infernal he questions Mephistopheles about hell. His desire for knowledge is clear in the number of questions he asks: “Where is the place that men call hell?”, “whereabouts?”,” dost thou think that Faustus shall be damned?”, “what of that?”
Faustus is an Icarus, Frankenstein a Prometheus: both are marked by their thwarted heroism in challenging divine authority. But “Frankenstein” splits Faustus into the role of creator and monster…Like Faustus, Victor is a scholar in search of ultimate knowledge, excelling in his university studies; like Faustus the monster seeks a wife to banish his loneliness; like the ambiguous power dynamic between the monster and his creator….Faustus thinks that he is master to both Lucifer and his agent Mephistopheles, but is really their creature
There are aspects of Marlowe’s play that seem to utilise the concept of “terror” in appealing to the imaginative resources of listeners rather than depicting clearly what is being suggested. Mephistopheles’s famously existential reply to Faustus’s questions about hell use terror rather than horror: “Hell hath no limits, nor is circumscribed/In one self place, but where we are is hell/ And where hell is there must we ever be”. But there is a definite tendency towards horror in “Dr Faustus’s” spectacular dramaturgy. We know from the records of the Admiral’s Men…that they had invested in items to depict the play’s torments visually, including “one hell mouth”…Far from Mephistophelean terror, therefore, in which hell is the bleak everywhere of human falleness, the play depicts its agonies in horrific terms.
The term “psychomachia” refers to a conflict within the human soul…the Good and Bad Angels, for instance, are recognisable as Faustus’s own inner voices of conscience and temptation, and the pageant of the seven deadly sins has medieval antecedents. But in depicting inner struggles through externally projected figures…Marlowe also anticipates one of the Gothic genre’s most compelling techniques.
That the supernatural figures of Gothic fiction represent deep unconscious desires has become a commonplace of criticism. Doppelgangers represent a split psyche simultaneously able to enact and repress its own lusts. Mephistopheles and Faustus embody something of this split: reviews of “Dr Faustus” in performance often remark on the bond between these two isolated, troubled protagonists, sometimes caught in a psychomachic and self-destructive dialogue by which Mephistopheles who “saw the face of God/ And tasted the eternal joys of heaven” alternates between the impulse to make Faustus damned like him and to protect him from himself.
Gothic fiction repeatedly shows us victims who are irresistibly…drawn to their predators… Faustus and Mephistopheles occupy the indeterminate Gothic territory Gothic territory of psyche overlap: productions which suggest the play takes place entirely in Faustus’s mind emphasise the Gothic aspects of their relationship.
Marlowe did not have the possibility of conceptualising his play within an established genre…But for later readers whose literary and cinematic experiences have codified Gothic’s visual and aesthetic “horizon of expectations” it is possible to read back into “Dr Faustus” a range of tropes that are more visible because of their subsequent amplification. 
Quotes from English Review article “Veni, Veni, Mephistophele”  
In Christopher Marlowe’s version of the Faust story, it is intriguing that when Doctor Faustus decides to conjure, although he calls on Lucifer, Beelzebub and Demagorgon, he specifically requests that it should be Mephistopheles who appears before him…In spite of his mission to enlarge Lucifer’s kingdom, this fallen angel still retains those god-like virtues of compassion and honesty. He acknowledges that he “conspired against our God with Lucifer”, accepting, in his use of the first person plural pronoun, that God is the supreme power.
Having learnt from his experiences, Mephistopheles would not make the same mistake again. He makes no secret of the fact that, having tasted the joys of heaven, he is “tormented with ten thousand hells/In being deprived of everlasting bliss”. Like a good friend, he gives Faustus the benefit of his experience and urges him to “leave these frivolous demands/Which strike a terror to my fainting soul”. However, if this is merely a ploy to gain Faustus’ trust, it works. It also encourages Faustus to be even more arrogant, as he derisively responds: “Learn thou of Faustus manly fortitude,/ And scorn these joys thou never shalt possess”….When Mephistopheles returns with Lucifer’s agreement to the proposed pact, he is still disarmingly honest. He is torn between the urge to protect others and the desire to damn them as well because “Solamen miseris socios habuisse doloris” (It is solace to the wretched to have companions in sorrow)…Faustus tells him that “for love of thee,/I cut mine arm”, suggesting that already there is a close relationship between them, and that Faustus would not take this step for anyone else. By this point, Mephistopheles has given up trying to make the human see sense, and when Faustus’ blood congeals, he brings devilish fire to make it flow again.
Mephistopheles…knows how to distract him from thoughts of repentance. He brings “somewhat to delight his mind” and the erudite scholar finds solace in a show of devils. Faustus is still a very young man, “base of stock”, revelling in new experiences and reckless about his future. He even arrogantly asserts that hell is a fable in front of Mephistopheles, who is himself evidence of its existence. 
After years of unremitting study, Faustus apparently has no friends. It seems that he was one of those students who worked so hard he had no social life. In Elizabethan times, men went to university earlier than students do today-John Donne even started his studies at the age of 12. Marlowe was 17, but that was untypically late In the final scene, Faustus tells the scholars that he has been at Wittenberg University for 30 years, so a simple calculation reveals that he spent only six years learning everything he could in his branch of study, becoming a doctor of divinity by his early twenties.      
In Mephistopheles, Faustus finds a friend who is his intellectual equal, but one who can also teach him to enjoy life. Faustus no longer finds a challenge in arguing with humans. He has “gravelled the pastors of the German church”, and it was so easy to win debates in the university that he used to make the buildings ring with “sic probo”. With Mephistopheles he can indulge in debating on his own level. When he has doubts and looks for “sweet pleasure” to conquer “deep despair”, he turns to Mephistopheles and says “let us dispute again/ And argue of divine astrology”. However, whereas Faustus is a serious young man who is active in his pursuit of knowledge but only talks about achieving “a world of profit and delight,/ Of power, of honour, of omnipotence”, Mephistopheles brings that “delight” into his life, entertaining him in the most unexpected ways.
[bookmark: _GoBack]When Faustus asks for a wife…Mephistopheles brings “a Devil dressed like a woman, with fireworks”. This is the sort of practical joke that has always been indulged in by students and by a bridegroom’s friends on his stag night. Mephistopheles would lose his hold over Faustus if he had a constant companion by his side; as he tells Faustus, “If thou lovest me, think no more of (marriage)”. Faustus needs to be taught not to hanker after institutions only God can sanction, but the manner of achieving this result shows a sense of fun which illustrates the pleasure Faustus finds in Mephistopheles’ company.
He (Mephistopheles) encourages Faustus to lighten up and gives him an invisibility cloak so that he can snatch the Pope’s food and drink without being seen. Paradoxically, the demon Mephistopheles would have earned the support of the contemporary Protestant audience as he urges Faustus to make a fool of Queen Elizabeth’s enemy, the Pope, head of the hated Roman Catholic Church. By the end of the scene, the Pope and his attendant friars have been shown to be petty and ridiculous, but, more importantly, powerless against the forces of evil. 
By the time Faustus is invited to the court of the Holy Roman Emperor, he is initiating his own tricks, directing Mephistopheles to put horns on the knight’s head to punish him for his cynicism. When the horse-courier wants to buy Faustus’ horse for 40 dollars, Mephistopheles encourages Faustus to sell, sarcastically saying “He is an honest fellow, and he has great charge, neither wife nor child”. Mephistopheles and Faustus then work together to trick the dealer out of another 40 dollars. He apparently pulls off Faustus’ leg, and Mephistopheles threatens to take him to the constable. Marlowe has shown that, by this point, Faustus is not merely diverted by Mephistopheles' tricks, or following the demon’s lead, but actively participating. 
The Old Man manages to dissuade Faustus from killing himself…Faustus wavers again and begins to repent. After all those years of keeping the scholar true to his contract, Mephistopheles sees his prize beginning to slip from his grasp. He threatens Faustus with the worst horrors he can inflict: “I’ll in piecemeal tear thy flesh”. Faustus gives in, but when he spitefully asks the demon to torture the old man, Mephistopheles openly admits that, if a man’s faith is strong, he “cannot touch his soul”, only his body and the torments he can inflict are “but little worth”.
Why does an intelligent man give up the chance of eternal life and “celestial rest” because he is threatened with physical torture? Surely the thought of an eternity being tortured in hell is far worse punishment. It is Mephistopheles’ carefully chosen words rather than his threats that prevent Faustus from repenting. He calls Faustus a “traitor” and accuses him of “disobedience” to his sovereign lord. Because of the contract signed with his blood, Faustus believes that he has put himself beyond God’s forgiveness and bound himself forever to Lucifer. Arguably, the pact is not binding, and Faustus could still repent. Psychologically, however, it was an excellent device as it has put Faustus under an obligation to Lucifer. 
As devils drag Faustus off to hell, his last words are “Ah, Mephistopheles!” Do they indicate pleasure that his close companion is still with him or reproach that he feels betrayed by his friend? Has Faustus at last come to understand what Mephistopheles was trying to tell him in a melancholy epistrophe at the beginning of their relationship? Epistrophe is a rhetorical figure in which each clause ends with the same word or phrase-in this case, Marlowe relentlessly plays on the ominous phrase “with Lucifer”. Faustus will spend eternity regretting his foolhardiness, like Mephistopheles and the other “Unhappy spirits that fell with Lucifer/ Conspired against our God with Lucifer/ And are forever damned with Lucifer”. 

 

                                                                
