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“No man chooses evil because it is evil; he only mistakes it for happiness, the good he seeks.”
(Mary Shelley)











Assessment objectives and requirements for examination

This is a breakdown of what the examiners will be looking for in your answers on this question.

[bookmark: OLE_LINK1][bookmark: OLE_LINK2]AO1: 
· Creative engagement with the text
· Detailed understanding of text, as well as knowledge
· Telling, illustrative evidence from text
· Appropriate terminology to explore ideas
· Shaped, directed, accurate writing

AO2:
· Confident analysis and well-selected quotations
· Always treat texts as literary constructs; writers are exploring ideas through language, form and structure- discussing plot and character is not enough.
· Exploration of aspects such as narrative voice, characterisation, dialogue, form and structure

AO3 (dominant): 
· Coherent argument/viewpoint informed by interpretations of other readers
· Comparisons with other Gothic novels/ related texts and genres e.g. Gothic novel, Romantic poetry, frame narratives
· Different readings/ interpretations should be explored, evaluated and challenged; springboard NOT sound-bite 

AO4  
· Insight into importance of contextual issues such as gender, science, religion, Shelley’s own life, society of the time, Romantic movement
· Consideration of contextual influences over time e.g. modern views of science
· Avoid generalisations; the influence of context should be carefully evaluated













Glossary of key terms: a non-definitive list! 

Analepsis: Flashbacks in a text e.g. Victor’s narrative is told with hindsight; imbues significance to different events
Biblical allusions: References to the Bible
Binary opposition: A pair of theoretical opposites that rely on each other in order to make sense e.g. civilised and uncivilised 
Diegetic narrator: A narrator who may participate in the story/ be reliable/ perceptive/ play an active role in the story (Victor/Walton)
Extra-diagetic narrator: A narrator who may stand outside of the story/ lack of involvement/ misjudges events/ unreliable (also Victor/Walton!)
Extrinsic reading: Focus on issues outside of the text (e.g. contextual aspects such as biography of author, social values, setting) and using them to inform reading.
Focalisation: When the narrator chooses to focus upon particular characters or aspects of the story. For instance, what evidence is there of focalisation throughout Victor’s narrative and what might the reasons be for this?
Frame narrator: The narrative of the frame narrator contains all the other narratives within the story e.g. Walton
Gothic novel: Derives its name from architectural style popular in Europe between the 12th and 16th centuries, which were suggestive of a supernatural presence. Gothic also encompasses psychological, forbidden, importance of dreams, doubling etc.
Interdependent divisions: Two contrasting ideas that cannot be separated; they rely on each other to exist e.g. good/evil, chaos/order, virtue/vice 
Intertextuality: The shaping of a text’s meaning by references to other texts 
Intrinsic reading: Focus on language/ words on the page
Motif: Recurring structures, contrasts or literary devices that can help to develop and inform the text’s major themes e.g. electricity, fire
Narrative content: Collection of represented events, along with participants and circumstances of these events.
Narrative form: How events are represented through a particular medium.
Omniscient author: An all-knowing narrative voice, usually evident in texts written in the third person; particularly relevant in the case of Pride and Prejudice and arguably absent in Frankenstein 
Pathetic fallacy: Weather/ setting reflecting mood of text (typically Gothic)
Prolepsis: Flash-forwards in a text e.g. the narrative is constantly jumping between time; between analepsis and proplepsis(occasionally happens with Victor; childhood recollections)
Rhetoric: Ancient art of discourse and argument (e.g. creature’s speech)
Romanticism: Strong emotion validating the experience of the individual. Emotions such as terror, awe, empathy stressed. Rooted in social, political and philosophical upheaval
Sophism: A subtle but deceptive form of reasoning that includes statements that sound plausible, but are actually false. Victor often uses them when justifying his abandonment of the creature or his destruction of the creature. 
Sublime: Greatness beyond comprehension; invokes awe, terror, imagination



Contextual information

This is intended as a brief overview! (http://en.wikipedia.org/wiki/Mary_Shelley)

Mary Shelley (née Mary Wollstonecraft Godwin; 30 August 1797 – 1 February 1851) was an English novelist, short story writer, dramatist, essayist, biographer, and travel writer, best known for her Gothic novel Frankenstein: or, The Modern Prometheus (1818). She also edited and promoted the works of her husband, the Romantic poet and philosopher Percy Bysshe Shelley. Her father was the political philosopher William Godwin, and her mother was the philosopher and feminist Mary Wollstonecraft.
Mary Godwin's mother died when she was eleven days old; afterwards, she and her older half-sister, Fanny Imlay, were raised by her father. When Mary was four, Godwin married his neighbour, Mary Jane Clairmont. Godwin provided his daughter with a rich, if informal, education, encouraging her to adhere to his liberal political theories. In 1814, Mary Godwin began a romantic relationship with one of her father’s political followers, the married Percy Bysshe Shelley. Together with Mary's stepsister, Claire Clairmont, they left for France and travelled through Europe; upon their return to England, Mary was pregnant with Percy's child. Over the next two years, she and Percy faced ostracism, constant debt, and the death of their prematurely born daughter. They married in late 1816 after the suicide of Percy Shelley's first wife, Harriet.
In 1816, the couple famously spent a summer with Lord Byron, John William Polidori, and Claire Clairmont near Geneva, Switzerland, where Mary conceived the idea for her novel Frankenstein. The Shelleys left Britain in 1818 for Italy, where their second and third children died before Mary Shelley gave birth to her last and only surviving child,Percy Florence. In 1822, her husband drowned when his sailing boat sank during a storm in the Bay of La Spezia. A year later, Mary Shelley returned to England and from then on devoted herself to the upbringing of her son and a career as a professional author. The last decade of her life was dogged by illness, probably caused by the brain tumour that was to kill her at the age of 53.
Until the 1970s, Mary Shelley was known mainly for her efforts to publish Percy Shelley's works and for her novel Frankenstein, which remains widely read and has inspired many theatrical and film adaptations. Recent scholarship has yielded a more comprehensive view of Mary Shelley’s achievements. Scholars have shown increasing interest in her literary output, particularly in her novels, which include the historical novels Valperga (1823) and Perkin Warbeck (1830), the apocalyptic novel The Last Man (1826), and her final two novels, Lodore (1835) and Falkner (1837). Studies of her lesser-known works such as the travel book Rambles in Germany and Italy (1844) and the biographical articles for Dionysius Lardner's Cabinet Cyclopaedia (1829–46) support the growing view that Mary Shelley remained a political radical throughout her life. Mary Shelley's works often argue that cooperation and sympathy, particularly as practised by women in the family, were the ways to reform civil society. This view was a direct challenge to the individualistic Romantic ethos promoted by Percy Shelley and the Enlightenment political theories articulated by her father, William Godwin.

A useful video of a lecture on context can be found here:
http://www.theenglishfaculty.org/a-levels/item/275-frankenstein-in-context-pt1
http://www.theenglishfaculty.org/a-levels/item/274-frankenstein-in-context-pt2 


ACTIVITY: Using context purposefully!

Consider how the text challenges or supports this contextual information, and in what ways it adds to your insight and understanding of the novel:

Percy Shelley enthusiastically encouraged Mary Shelley's writing: "My husband was, from the first, very anxious that I should prove myself worthy of my parentage, and enrol myself on the page of fame. He was forever inciting me to obtain literary reputation.” 
Certain sections of Mary Shelley's novels are often interpreted as masked rewritings of her life. Critics have pointed to the recurrence of the father–daughter motif in particular as evidence of this autobiographical style.
Mary Shelley used different styles of novels: the Godwinian novel, Walter Scott’s new historical novel, and the Gothic novel. The Godwinian novel, made popular during the 1790s with works such as Godwin's Caleb Williams (1794), "employed a Rousseauvian confessional form to explore the contradictory relations between the self and society". Shelley uses the historical novel to comment on gender relations; for example, Valperga is a feminist version of Scott's masculinist genre. Introducing women into the story who are not part of the historical record, Shelley uses their narratives to question established theological and political institutions.
Mary Shelley believed in the Enlightenment idea that people could improve society through the responsible exercise of political power, but she feared that the irresponsible exercise of power would lead to chaos.
Mary Shelley also wrote biographies of notable Europeans (mostly men), combining secondary sources, memoir and anecdote, and authorial evaluation. For Shelley, biographical writing was supposed to, in her words, "form as it were a school in which to study the philosophy of history", and to teach "lessons”.
The Romantic movement was an artistic, literary, and intellectual movement that originated in the second half of the 18th century in Europe and strengthened in reaction to the Industrial Revolution. In part, it was a revolt against aristocratic social and political norms of the Age of Enlightenment and a reaction against the scientific rationalization of nature. However, many paradoxes are built into this creed, evidenced by the disillusion created by the French Revolution, and the seemingly introspective and God-like complex of creative artists.
Mary Shelley’s father, William Godwin, believed in the possibility of a utopia which didn’t need any government at all, because all people would be so rational and enlightened, they would be able to make correct decisions.
Jean Jacques Rousseau believes that ideally, humans could be most happy in an innocent, solitary state of nature; interaction with society causes unhappiness and destruction.
Within Romanticism, there is an ambiguity between the relationship between nature and culture / society. Philosophers like Rousseau believed that culture essentially had a damaging effect on the individual and could never be fully resolved. 
During the writing of the novel, Mary and Percy Shelley read John Locke’s essay ‘Concerning Human Understanding’ which argues that all knowledge comes from experience (empiricism). He argued that the human mind ‘begins as a blank sheet of paper, void of all characters, without any ideas.’
Galvinism is the contraction of a muscle that is stimulated by an electric current. In physics and chemistry, it is the induction of electrical current from a chemical reaction, typically between two chemicals with differing electronegativities. In the 18th century, many believed it could bring a corpse back to life for short time.
Molecular cloning refers to a set of experimental methods in molecular biology that are used to assemble recombinant DNA molecules and to direct their replication within host organisms. The use of the word cloning refers to the fact that the method involves the replication of a single DNA molecule starting from a single living cell to generate a large population of cells containing identical DNA molecules.
Frankenstein has now entered popular culture, often used in the news and media to represent abuse of power or an experiment gone wrong (e.g. botched breast implants, crazy taxidermists, corrupt leaders)
A film like ‘The Skin I Live In’ by Pedro Almodovar, is about a surgeon trying to develop synthetic skin, impervious to outside conditions after losing his wife in a car crash; it has been described as a ‘Dr Frankenstein tale’.

Extension: find your own contextual facts, from 18th century and beyond and explore their relation to the text. What further insights to they add to your interpretations?























CHARACTER SUMMARIES

Add to these character summaries and explore different ways of interpreting characters. Try applying key statements to each and then exploring arguments for and against (e.g. Victor is the true monster/ Elizabeth is a victim/ Walton is Victor’s true double)

Victor Frankenstein
· Main teller of the tale; parallels with Coleridge’s ‘ancient mariner’, barely alive, returning only to tell of the horrors he has seen as a warning to others. 
· Opening chapters in particular have elements of the bildungsroman (formation novel), however, it becomes clear that the ‘silken cord’ of domesticity and love that surrounds Victor in his childhood is rejected; it is only at the end of the novel he recognises its value. Perhaps supports the idea of nature over nurture. 
· He begins with a worthy aim: ‘if I could banish disease from the human frame and render man invulnerable to any but a violent death!’ However, is apparently corrupted by his desires, emphasised by the almost sexual language accorded to his desire to ‘penetrate into the recesses of nature.’
· Isolation of Victor is self-imposed; directly contrasts creature.  He also has a narrowness of intellectual interest; notably, aspects that relate to ‘real’ people such as language, politics and government are of no interest. 
· First-person narrative suggests subjective and biased view; interesting to look at the different, and often contradictory, ways he presents himself and how the Creature and Walton perceive him e.g.
· VICTOR: ‘no human being could have passed a happier childhood than me’/ ‘my temper was sometimes violent’/ ‘I always came from my studies discontented and unsatisfied’/ ‘No one can conceive the anguish I suffered’/’My own spirits were high... I bounded along with feelings of unbridled joy and hilarity.’
· WALTON: ironically describes him as ‘helpless creature’/ adjectives like ‘madness’ ‘wildness’; he then says he begins to ‘love him as a brother’ and describes him as ‘so noble a creature, destroyed by misery’ and ‘glorious spirit’.
· CREATURE: ‘my creator’ ‘father’ ‘cursed, cursed creator’ ‘Farewell, Frankenstein’
· The depth of his suffering arguably exonerates him from his past actions; suffering was central to the Romantic conception of the tortured artist. However, the creature asserts in the final pages of the novel: ‘Blasted as thou wert, my agony was still superior to thine.’


Creature
· Interestingly, Victor’s creation is constructed from aesthetically perfect pieces: ‘selected his features as beautiful’; ‘lustrous hair’; ‘teeth of a pearly whiteness’. However, the combined effect of ‘yellow skin scarcely’ covering the ‘muscles and arteries’, ‘straight black lips’ and ‘watery eyes’ suggests death and decay – a symbolic contrast to the ‘life’ he intended to imbue on his ‘lifeless creation’. 
· His birth: His jaws opened, and he muttered some inarticulate sounds, while a grin wrinkled his cheeks. He might have spoken, but I did not hear; one hand was stretched out, seemingly to detain me, but I escaped and rushed downstairs. (Vol 1, chapter 5)
· A Marxist reading would stress the role of the creature as both a victim of society but also as an agent of political change. Although a reductive reading, you can see the creature as representing the proletariat; alienated from his fellow workers and humanity, he shapes his revenge and destruction of the traditional societal arrangement of the family in the spirit of Marxist inexorability. His chief victims are a group of bourgeois ladies and his retributive justice is always focused on those close to his arch enemy: his tyrannical and hubristic creator, Victor. 
· As the creature begins to learn language and more importantly, reads about the actions of man, his language is full of abstract nouns like ‘virtue’ and ‘vice’. At this stage, the creature has no direct experience of these qualities or the actions of men (such as those he reads about in Plutarch/ Goethe). These qualities/ life experiences exist only as concrete ‘signs’ within the new language is trying to learn, hence the fact he questions how these qualities can seemingly co-exist within in one man. Notably, once he truly experiences the world (and is violently rejected by it), he begins to embody the very qualities he initially deplored. Some critics read this rejection, or even impossibility, of idealism as representative of the failure of the French Revolution, which also begin with faith in abstract nouns like ‘liberty’ and ‘justice’.
· By the end of the novel, the creature has become the ‘monster’ his appearance suggests and indeed, fully embodies the way people like the De Laceys and Victor responded to him. Some of his final words show a full awareness of his own condition and he now defines himself as ‘the miserable’, ‘the accursed’, and ‘an abortion’  – the self-questioning of during his early development (‘What was I?’) is gone. Arguably, it his interaction with ‘culture’ that has brought out the monstrous; this could be viewed as a criticism of society, suggesting that it is society that creates ‘monsters’. This was a key idea of Romanticism, expressed by those like Rousseau (‘man is born free but everywhere he is chains’), William Blake (‘mind-forged manacles) and Mary Wollstonecraft (unless educated otherwise, women themselves perpetuate the cycle of oppression).

Walton
· Epistolary frame narrative restrains the text; also maintains the idea of a listener, perhaps reflecting the ghost story competition in which the idea was conceived. 
· I cannot describe to you my sensations on the near prospect of my undertaking. It is impossible to communicate to you a conception of the trembling sensation, half pleasurable and half fearful, with which I am preparing to depart. I am going to unexplored regions, to "the land of mist and snow," but I shall kill no albatross; therefore do not be alarmed for my safety or if I should come back to you as worn and woeful as the "Ancient Mariner." You will smile at my allusion, but I will disclose a secret. I have often attributed my attachment to, my passionate enthusiasm for, the dangerous mysteries of ocean to that production of the most imaginative of modern poets. There is something at work in my soul which I do not understand. I am practically industrious-- painstaking, a workman to execute with perseverance and labour--but besides this there is a love for the marvellous, a belief in the marvellous, intertwined in all my projects, which hurries me out of the common pathways of men, even to the wild sea and unvisited regions I am about to explore. (Walton)
· But success SHALL crown my endeavours. Wherefore not? Thus far I have gone, tracing a secure way over the pathless seas, the very stars themselves being witnesses and testimonies of my triumph. Why not still proceed over the untamed yet obedient element? What can stop the determined heart and resolved will of man? (Walton)
· ‘[I] desire the company of a man who could sympathise with me, whose eyes would reply to mine.’ (Walton)
· ‘his eyes have generally am expression of wildness, and even madness, but there are moments when, if anyone performs an act of kindness...his whole countenance lighted up’. (Walton on Frankenstein)
· ‘for nothing contributes so much to tranquilize the mind as a steady purpose- a point on which the soul may fix its intellectual eye’ (Walton)
· As the ‘listener’, his role in the story and his actions after it mirror and symbolise those of the ‘reader’. Notably, there may well be some differences between the listeners’ responses; Walton consents to return to save the lives of his crew because of the ‘fresh dangers’ of ice and because of the ‘loss of his friend’. True enlightenment in the perils of over-reaching is perhaps something to be consolidated by the novel’s final ‘listener’, Margaret Saville – perhaps the ‘true’ reader. 
· Introduces key themes; journeys, pride, madness, breaking acceptable boundaries, wild landscapes and relationships. 
· Elements of parody in Walton’s letter, e.g. the female passive listener and the solipsistic explorer; the almost sexual language when describing his hope to ‘satiate my ardent curiosity’; his lacklustre attempts to describe the ‘sublime’ aspects of the landscape and his slightly clumsy allusion to Coleridge. 
· Victor’s double; offered a vision/ warning of what might be. 
· Obsessed by his quest and desire for recognition and deserts the happy domesticity of his sister/family for a journey to the limits of human discovery.
· ‘My life might have been passed in ease and luxury, but I preferred glory to every enticement that wealth placed in my way.’
· However, not as alienated as Victor; he actively seeks companionship and his lack of privilege and his apparently substandard education, creates a sense of insecurity. 
· We are able to see some of the effects of Victor’s tale on Walton by the end of the novel; on finding the creature and vividly describing the ‘loathsome, yet appaling hideousness’, he ‘shut my eyes, involuntarily, and endeavoured to recollect what were my duties with regard to this destroyer. I called on him to stay.’ He enables the creature to speak, effectively giving him the last word of the novel. Although he doesn’t have total empathy and is wise to ‘his powers of eloquence and persuasion’, our final vision is of the creature ‘borne away by the waves, and lost in darkness and distance.’

Clerval
· Can be seen as an overly-idealised character; he is balanced and is able to combine masculine ambition and independence with softness and empathy. Like Victor and Walton, he ‘loved enterprise, hardship, and even danger for its own sake’, but has managed to obtain balance. Notably, the literature he loves like the Arthurian legends, concern virtuous quests, undertaken for the good of all. 
· Peter Dale Scott suggests his name recalls ‘clear valley’ and Frankenstein can be translated as ‘open rock’, which depicts their difference in character.
· Prefers tales of ‘fancy and passion’
· Inspires the ‘better feelings’ of Victor’s heart; although can be read as simply another victim of his obsession. There is argument to suggest that his most passionate relationship is with Clerval rather than Elizabeth; he is his ‘friend and dearest companion’ and possibly his true ‘soul mate’. 

Waldstein and Krempe, his professors
· M. Krempe ‘professor of natural philosophy’ ‘uncouth but deeply imbued in the secrets of his science’ let Victor know he has ‘wasted’ his years studying outdated texts. Victor is ‘disappointed’ and notably, proceeds to insult Krempe’s ‘repulsive countenance... therefore did not prepossess me in favour of his pursuits.’ Somewhat arrogantly, Victor derides ‘modern’ methods at this stage, calling them ‘realities of very little worth’ and, ironically, derides Krempe as a ‘little conceited fellow’.
· M. Waldman shifts this perception, perhaps because he is more aesthetically pleasing: ‘aspect expressive of the greatest benevolence... his voice the sweetest I have ever heard.’ It is actually his words/ language use, the ‘panegyric upon modern chemistry’, which entices Frankenstein; the lexicon of divine power with its talk of ‘miracles’ and ‘unlimited powers’, unsurprisingly re-ignites Victor’s passions. Waldman’s adoption of him as a ‘disciple’ is described as sealing his ‘destiny’.
· Arguably, there is little difference between the knowledge/ expertise of these two professors; one is simply more eloquent, attractive and complimentary towards Victor. This lack of objectivity is hardly the mark of a good scientist! 

Elizabeth
· Elizabeth is singled out for her beauty and it remains her defining characteristic throughout the novel; she is lifted from poverty and moulded into an ‘ideal’ woman, in the mould of the ‘angel in the house’. 
· She is also a double of the creature, an example of how to nurture, which Victor fails to follow. Note the description of Elizabeth here: ‘The innocent and helpless creature bestowed on them by heaven, whom to bring up to good, and whose future lot it was in their hands to direct to happiness or misery, according as they fulfilled their duties towards me.’ 
· There is a suggestion of the impossible ideal though: ‘the passionate and almost reverential attachment with which all regarded her became’ suggests a visual society obsessed with aesthetic perfection.
· Religious imagery purifies her as a Madonna-like figure; she is a ‘saint’, an ‘angel’ with ‘celestial eyes’ and a ‘heavenly soul’ - even her name means ‘gift of God’. 
· She is objectified by Victor; he is the parental ‘gift’ and his ‘possession’.
· It is perhaps only in her impassioned defence of Justine that we see her potential; ironically, the Godwinian attack she launches on the court (later toned down in the 1831 edition), criticising social injustice and corruption within the Court and the Church, could be seen as a subconscious attack on patriarchy and perhaps, Victor himself. Notably though, the failure of her speech further demonstrates the impotence of the female voice. 
· The murder of Elizabeth on her wedding night (possibly based on Henry Fuseli’s ‘The Nightmare’, where a demon squats on a incapacitated woman) is facilitated by Victor’s decision to send Elizabeth into the bedroom alone and alerts us to the fact that Victor’s true fear may be her sexuality. Only when she is dead does he ‘embrace her with ardour’, reminding us of his earlier dream of holding the dead corpse of his mother. 

Justine
· Another foundling/ orphan, but notably, another destroyed by the system, however, unlike the creature, it is possibly her social status and gender that condemns her. 
· The language used to depict her presents her clearly as a ‘victim’; the reaction against her, ‘renewed violence’ and ‘public indignation’ emphasises Victor’s role in the crime (and his silence) and foreshadows the predicament of his own creature. Unlike Victor though, Elizabeth does not abandon Justine.
· Justine accepts her fate stocially after falsely confessing through Catholic guilt; ‘in an evil hour, I subscribed to a lie’. Like the creature disappearing into the darkness, she leaves a ‘sad and bitter world.’ 

Alphonse and Caroline Frankenstein
· In some sense, ideal parents and partnership; mutual attachment stressed throughout. However, there is some suggestion of Caroline’s passive dependence of Alphonse; he is perhaps a mere father subsititute.
· Caroline only leaves the domestic sphere when she is engaged in charitable acts, ‘a guardian angel to the afflicted’. She metaphorically performs her final act of self-denial throughout her life; her death in place of Elizabeth literally reflects this.
· Alphonse, although ‘perpetually occupied’ in younger life, retires completely to the private, domestic sphere upon meeting Caroline. This may suggest that it is impossible to combine the private and the public; a successful family unit depends upon self-sacrifice for the good of the offspring. 

De Laceys and Safie
· Characterisation remains overly idealised, perhaps mirroring the creature’s early perceptions of them, much like the unconditional dependency of a young child on a parent. 
· De Lacey family represents an alternative family model; a social group based on equality. Justice and mutual affection. Note how the jobs are shared between them and their symbolic names suggest their value as a unit – Felix, happiness; Agatha, goodness and Safie, wisdom. This structure mirrors Wollstonecraft’s ideal in ‘A Vindication of the Rights of Women’. 
· All members of the family are apparently paragons of virtue and the motherless family with Agatha as ‘mother’ mirrors Frankenstein’s own domestic set-up. 
· However, even these ‘perfect’ beings reject the creature, as does young William, demonstrating the extent of society’s aesthetic prejudice. Perhaps this is because the family lacks the crucial unifying force of a mother.
· Safie is another outsider, but one with far more strength of mind and of course, beauty. She breaks away from her restrictive upbringing, heeding the words’ of her mother to ‘aspire to higher powers of intellect and an independence of spirit forbidden to the female followers of Mahomet.’ She literally learns a new language!  
· However, this is arguably a false escape for Safie (as it might have been for Mary Shelley, also eloping at a young stage); she is quickly absorbed into the traditional domestic role and the last we hear of her, we learn that ‘she will never recover from her horror’ after seeing the creature. 

Other activities to do with characters:
· Put them in different groups; male, female, domestic, powerful, non-powerful, insider, outsider, public, idealised, vilified etc. 
· Group them according to their connections with different themes and find examples to support your view.
· Make links and connections between different characters; comparing and contrasting the female characters would be a useful character.
· The novel is full of doubles and mirrors; find as many as you can amidst the characters and their relationships
· Find examples of language/description typically associated with each character.

































THEMES AND CONCERNS

Here’s an overview and a few starting points when thinking about themes. Add your own examples from the text and ideas in a mindmap or chart.

Aesthetic prejudice
· Peter Brooks: ‘the central issues of the novel are joined in the opposition of sight and speech’
· Other doubles and foundlings, like the Creature, are treated with love and sympathy (Caroline, Elizabeth, Justine, Safie) because they are beautifully. Shelley uses exaggerated language to stress this; e.g. Elizabeth’s hair was the ‘brightest living gold’. 
· The judgment of the creature is purely aesthetic and the lexicon associated with him (‘wretch’, ‘fiend’, ‘devil’) is of ugliness and abnormality, a stark contrast to the power of his speech. 
· In Gothic fiction, the ‘double’ is often associated with ugliness, signifying the depravity of its more upright twin (see Jekyll and Hyde/ Dorian Grey) 
· Often called ‘monster’, the term ‘monstrous’ in Gothic fiction is etymologically something that serves to demonstrate or warn (Latin, monstrare: to demonstrate/ monere: to warn). The ill assorted parts of a monster allow a visible demonstration of the follies of vice.
· Aesthetic ‘otherness’ also defines the normal; in this sense, a binary opposition is formed. However, in Shelley’s novel, this is problematic because the creature is only a reflection of his creator, and in factm iis argumaly more natural and humane than others in the novel (the father who shoots at him, the rejection of the De Lacey’s, the court’s dealings with Justine). 
· Notably, Elizabeth comments on the execution of Justine by noting that in their violence and cruelty, people appear to ‘be monsters thirsting for each other’s blood’. This provokes the question: ‘what is a monster?’ 

Responsibility
· The creature’s plea to Frankenstein echoes notions of Godwininan justice: ‘Do your duty towards me, and I will do mine towards you and the rest of mankind.’
· Victor is prepared to usurp the role of God, imagining his creation would ‘bless me as its creator and source’, but is not prepared to fulfil his responsibilities towards it. Indeed, Mary Shelley suggests in her 1831 introduction that this is his main crime. 

The role of women
· Reflecting its publication history, critics like Ellen Moers have argued that the novel presents a masculine view of creation, usurping the role of female gestation and birthing. Arguably, throughout the novel, domestic and wifely roles are presented as demeaning and vulnerable and notably, the victims of Victor’s creature are mostly female. 
· Anne K. Mellor notes that nature in the novel is always presented as female, and his scientific penetration and exploitation of it, symbolises the destruction of the female. Similarly, Frankenstein’s creation effectively steals the female’s right to reproduction and eliminates the necessity of females at all. His desire to create, without a female, symbolises a patriarchal denial of the value of women and female sexuality.
· Sarah Goodwin argues that ‘violence is at the heart of every home in the novel’; although Shelley suppressed her own identity as the author, the novel is actually a radical indictment of the forces of patriarchy and domesticity that pressed her to do so. 
· The masculine and feminine are split into two distinctive spheres: the public and private/domestic. The men all work outside the home, but the women are restricted within it, working as housewives, childcare providers, nurses, servants or even ‘pets’ (e.g. Victor loved to ‘tend’ on Elizabeth as on ‘a favourite animal’).
· When Victor destroys the female mate intended for the creature, we can see this as reflecting his fear of an independent female will and that she may assert her free will (‘whose dispositions I was alike ignorant’) and refuse to enter into the marriage/sexual contract decided for her before her birth.
· Arguably, all the women have non-distinct identities; Caroline begins the cycle, presenting an ideal of feminity. The ‘plain work’ of domesticity begun here is continued by Elizabeth whose letter in Chapter 6 depicts her limited horizons and interestingly, her acceptance of them, extolling the virtue of her ‘placid home’ and sharing the ‘little gossip’, stereotypical of the limited nature of the domestic sphere. 
· Women are typically presented as self-effacing and passive, directly opposing Victor. The only woman who opposes this is Safie, whose mother encourages her to break away from the bondage of men and to aspire ‘to higher powers of intellect and an independence of spirit’. 
· Until all the women in his life are dead, Victor fails to recognise the importance of the women in his life; there are undertones of suffocation in his early family life and his delay in marrying Elizabeth suggest the misled desire to prolong his bachelor life. In this sense, the creature pre-empts this realisation and destroys his own chances of happiness. The very fact that Victor fails to recognise the importance of an ‘equal’ or a mate for the creature further implies his ignorance. 

Family relationships 
· ‘I am malicious because I am miserable.’ (creature) This simple truth seems to suggest that what human beings need above all is companionship and love.
· Percy Shelley’s preface asserts that the chief concern of the novel is ‘ the exhibition of the amiableness of domestic affection, and the excellence of universal virtue.’
· The epistolary structure, framing the narrative with the intimate letters between brother and sister, seems to highlight the importance of family; something that initially eludes both Walton and Victor in their solitary pursuit of greatness. 
· [bookmark: _GoBack]The narrative, told in hindsight by Victor, takes great pains the emphasise the perfect domesticity of his upbringing; the home is a pre-lapserian paradise, where the mother/wife rules like an angel – she is the true centre of the house, reflected by the ‘silken cord’, which Victor spends the entirety of the novel cutting – a symbolic and physically resonant act of detachment from the mother. 
· The patriarchal and rigid hierarchical organisation of the family is presented as damaging, involving self-sacrifice and death. 



Gothic doubles (reflections and opposites)
· Like many Gothic novels, Frankenstein generates much of its dramatic doubling by splitting its protagonist in parts; the secondary being, usually a ghost or a doppelganger, is an symbolic figure and a projection of the protagonist’s inner life on the outer world. This makes the Gothic novel as strongly solipsistic form.
· Frankenstein notes how the creature is always physically near to him, but this exists as a metaphor also: ‘I do not doubt that he (creature) hovers near the spot which I inhabit.’ 
· The clearest indication that Victor recognises the creature as a double comes when he observes: ‘my own spirit let loose from the grave, forced to destroy all that was dear to me’. 
· The creature is often spotted framed by windows, which can be seen as mirrors. Similarly, Victor catches sight of him in flashes of lightning, as though he has caught sight of a ghostly reflection. 
· The moment in Chapter 10 when Victor catches sight of the creature on the mountains, is often read as a reference to the ‘Brocken’ moment. The ‘spectre of the brocken’, a gigantic shadow of the observer projected on the cloudbank opposite the sun was a favourite subject for Romantic writers like Shelley and Coleridge, who saw it as a symbol of the viewer’s ego or personal obsession. The shadow or ghost is created by our own personal obsessions, yet often, we do not realise that the shadow or ghost we pursue is ultimately created by our own imagination. 
· The double/ shadow haunts Victor; he is both pursued by it and pursues it, blurring the boundaries between the observer and the observed; it is perhaps no surprise then that both Victor and his creature are known indiscriminately as ‘Frankenstein’. 
· The novel is full of doubles; for instance, the resemblance between Margaret Saville and Mary Shelley (they even share the same initial); between Mary Shelley and Walton; Walton and Victor; Victor and the monster; the monster and Safie; Safie and Mary Shelley and so on.
· Modern productions like Danny Boyle’s 2011 stager version take this even further, casting similar looking actors in the roles of Frankenstein and the creature, and alternating their roles; the audience is continually reminded of their affinity. 

Belief in destiny/fate
·  Throughout the novel, Victor suggests fate and destiny control his actions. This could be due to the fact his narrative is in some sense a justification of his actions to Walton/reader; suggesting he is driven by some uncontrollable force possibly exonerates him in some sense. 
· Novel could also be engaging with the idea that ‘character is destiny’, something that Victor fails to understand until the consequences of his actions manifest themselves. Walton, however, has the choice to control his own fate; the decision to turn the ship around to avoid certain danger has a definite symbolic value.
· In Chapter 2, at the beginning of his narrative, he asserts: ‘This strangely are our souls constructed, and by such slight ligaments are we bound to prosperity or ruin.’ Whilst this may be read as an indictment of the fate, we can also see this as representing the idea of nature v nurture; Victor has realised the fate is decided by the origins (ligaments) in a genetic sense. The creature is a living embodiment of this debate; his ‘fate’ is biological and restricted by Victor. 

Science
· Despite the scientific experiment at the heart of the novel, the verdict on science is ambiguous. In the 1818 version particularly, Victor is portrayed as a questing, Romantic figure, pushing the boundaries of knowledge to their limits and conquering new territories which corresponded with discoveries within chemistry and electronics. However, the popular construction of the novel is to view it as a cautionary tale, much like Marlowe’s ‘Doctor Faustus’, a warning against over-reaching; Frankenstein becomes a sinister man in a white coat, trading humanity for speculation and experimentation.
· Variety of scientific approaches explored, from Victor’s early fascination with alchemists to the conflicting approaches of Waldman and Krempe. 
· Vol 1, Chapter 4 contains the most scientific language (‘intricacies of fibre and muscle’/ ‘phenomena’ ‘minutiae of causation’) but notably, as Victor’s experimentations continue, it closes with the Gothic depiction of his return to ‘old habits’, describing, ‘my workshop of filthy creation’ and placing these parallel phrases in significant partnership: ‘the dissecting-room and the slaughter house.’


Other themes and ideas you could explore in more detail:

Knowledge

Ambition

Power of nature

Obsession

Man’s mistreatment of the natural world

Death















THE IMPORTANCE OF SETTING

[image: http://cache.gizmodo.com/assets/images/4/2011/11/980457179eefdaf7d68b6e68908fb26e.jpg]Different settings within the novel have various symbolic values. Setting is particularly pertinent when discussing the Gothic and the Romantic. Both explore the relationship between the individual and their environment. It is also worth thinking about the symbolic oppositions between different settings (e.g. nature v culture/ civilised v uncivilised/ domestic v public/ academic v domestic / rural v city/ private v public); which characters are associated with different settings and the different ways characters describe setting (eg Clerval and creature concerned with soft nature/ Victor with sublime and inaccessible)

Here is a list of key settings from the novel – find some descriptions from the novel and explore their significance. Don’t forget to analyse language, as well as symbolic value. 

Domestic setting in Geneva – Victor’s family home 


Ingoldstadt University – the university itself and Victor’s rooms


The court-room – in Geneva and in Paris


Rural Germany  - creature’s learning environment


Domestic idyll – the De Lacey’s house


Alps – the sublime/ mountainous 


Scotland – creation and destruction of female mate/ death of Clerval


Arctic  - opening and ending to the novel/ Walton’s explorations




Language, form and structure

Throughout your answer, you must show a full exploration of HOW Shelley presents characters, themes and ideas. Here are some key techniques; find further examples from the novel. 

Narrative technique
· Framed or embedded narratives; a Chinese box structure of stories-within-stories. The stages are as follows:
· Epistolary, frame narrative – Walton’s letters
· Embedded narrative – Victor’s story, part 1
· Secondary embedded narrative – the Creature’s narrative
· Embedded narrative – Victor’s story, part 2
· Epistolary, frame narrative – Walton’s conclusions
· The effect of this narrative structure, however, is far more complex that separate stories-within-stories; the narratives are non-linear and incomplete and depend upon each other to make sense. For example, Walton’s initial narrative introduces us to Victor towards the end of his predicament; the story is not delivered in form order. Similarly, the creature’s narrative fills in the gaps behind the death of William and the framing of Justine. 
· Frame narratives assume that the stories within are remembered and transcribed word-for-word, so it is worth considering the ways in which the narrative voices differ in terms of tone and style. Some starting points:
· Walton – Walton’s style has aspects of parody; his ‘quest’ style narrative has features of the Romantic and Gothic, but often, his comments feel hyperbolic, excessively sentimental and rather self-conscious; for example, ‘the sun is for ever visible, its broad disk just skirting the horizon, and diffusing a perpetual splendour’. He also projects his own image of a Romantic explorer onto Victor, describing him conquering the ‘violence of his feelings’ and ‘quelling the dark tyranny of despair’. 
· Victor – story designed to provide a warning, hence events within it are shaped to provide a moral/message. The linear/ bildungsroman structure of Victor’s narrative is interrupted by comments made in hindsight, such as ‘When I look back, it seems to me...’ and his ominous reference to ‘my dear friend Clerval’ at the opening of Volume 3, clearly foreshadowing his murder. It also allows him to present his life as driven by the force of destiny, imbuing specific events/decisions in his life with a prophetic power that certainly wouldn’t have had at the time – for instance, at the end of Chapter 2 after an un-named ‘man of great research’ explains ‘electricity and galvanism’ to him, he suggests that, ‘Destiny was too potent, and her immutable laws had decreed my utter and terrible destruction.’ By observing Victor’s comments on the past, we can also assess the extent to which he has fully realised the implications of his actions and indeed, the level of personal responsibility felt; indeed in the earlier chapters, there is a level of poignancy when he remembers his early childhood and comments that suggest he has full recognition of his childish arrogance: ‘Besides I had contempt for the uses of natural philosophy’/ ‘As a child, I had not been content...’/ ‘childish caprice’. It is also wise to remember that Victor’s story has a persuasive purpose too: to convince Walton to take on his quest and destroy the creature (although he ultimately fails!)
· Creature – the narrative here is a clear example of persuasive rhetoric; its purpose is to convince Victor to assume his responsibilities and construct a mate for him. The persuasive strategies used include convincing him of his education and ability to reason (e.g. his discussion of ‘Paradise Lost’ is almost literary criticism), speaking with eloquence, acknowledging his superiority as ‘my creator’ and of course, gaining his sympathy by demonstrating his desire for companionship and love (emphasised through the idealistic depiction of the De Laceys)
· Reliability is also worth considering; how accurately can any first person narrator assess and interpret the feelings of others? Victor often mis-reads situations and seems woefully unaware of those who surround him, hence comparing himself to Justine, just before her execution (the ‘tortures of the accused did not equal mine’) and his self-absorbed grief after the death of William and Justine; his father has to remind him that he ‘suffers’ also! Victor’s dreams, which he makes no attempt to analyse, also suggest his true feelings; he asserts he doesn’t want to marry Elizabeth until he has dealt with the creature, but his Freudian dreams of his mother and birth, along with his ‘test-tube’ baby suggest far deeper issues.
· The interlocking narratives also allow us to see double and parallels far more clearly; Walton’s ambitions make him a potential Frankenstein (even their language mirrors each other’s), however, his longing for companionship highlights the key difference between them. Also, the alienation of Walton on the ship and his anxieties about his education pale into insignificance against those of the creature, who is truly alone, cast adrift in the existential ‘darkness’ of a lonely abyss in the novel’s final image.
· Narrative closure is also an important aspect to consider; the death of Victor and Walton’s return home seem to suggest a resolution but the creature’s disappearance, ‘lost in the darkness and distance’ defers true closure; it gives the ending symbolic value – is the creature still out there, projected into the future? 

Analogy and allusion
· Like the creature itself, the text is constructed (in almost post-modern fashion) out of fragments of other texts. The main sources are Prometheus, Paradise Lost and The Rime of the Ancient Mariner. In this way, Shelley creates a dialogue with these texts, appropriating them to allow the reader draw analogies and allusions from the secondary material. 
· Exploring how ‘Frankenstein’ deals with these texts can add new insight into characters and events. For instance:
· If Victor is a re-worked Prometheus, does this mean we should view him as an admirable over-reacher, refusing to accept limitations and punished by a higher power. Arguably, the characterisation of Victor suggests the opposite; although Walton would like to see him as a divine wanderer, can we? Similarly, if he is a ‘modern’ Prometheus, does this suggest electricity is the new fire or that in a secular world, there is no God/gods to punish him; instead he punishes himself. 
· The epigraph from ‘Paradise Lost’ encourages the reader to equate Victor with God and the creature with Adam but the division is not so simple – Victor is certainly not God if he is Prometheus! Similarly, the monster also becomes demon- he is ‘thy fallen angel’ and seeks to usurp Victor/God. 
· Coleridge’s ‘The Rime of the Ancient Mariner’ also concerns a journey like Walton’s, into the reaches of the Arctic. However, Victor is certainly the mariner, defying God as the mariner shoots the albatross; like the mariner descends into an existential hell (‘a painted ship upon a painted ocean’), devoid of natural life and God, Victor also descends into a personal hell, devoid of family and alienated in the furthest reaches of the earth.

Language and description
· Emphasis on emotion and individual experience, rather than narration of the action. Each narrative is filtered through the subjective perception of the teller. George Levine suggests that ‘everything eternal is transformed into large public gesture or high rhetorical argument.’
· It is a highly Romantic text in that many of the events in the text are dealt with in an analytical and often critical manner, mirroring the philosophical and political texts of the 17th century (e.g. Justine’s execution, the creature’s reading)
· The monster’s eloquence is often of most interest, dealing as it does with antitheses, oxymoron, religious allusions and impressive use of balance and opposition (‘I ought to be thy Adam; but rather I am thy fallen angel’)
· Symbolism and psychological resonance are central to explaining much of what the central characters’ fail to, something typical of Gothic novels e.g. our Post-Freudian interpretation of dreams
· Gothic horror evident throughout, particularly in episodes concerning Victor and the creature. Chapter 5/ creation scene exemplifies the Gothic with its use of pathetic fallacy, death imagery and the personification of night. 
· The polysemy of the fire symbol is resonant throughout; its capacity to create and destroy, as well as its parallels with the Prometheus myth and its associations with electricity (e.g. the lightning strike).
· One of the key ideas explored in the novel is indeed the power of language; the creature realises quite soon that ‘the inarticulate sounds’ are his only chance of humanity over-looking his ugliness. Symbolically, his encounter with the blind De Lacey goes some way
· The language used to describe the creature can be seen as an exercise in the ostracising power of language to insult, demean and indeed, define. The creature is called ‘devil’, ‘insect’, ‘daemon’, ‘wretch’ and ‘filthy mass’, amongst others, demonstrating the power of language to define reality, as we watch the creature fulfil the potential of his linguistic epithets. The Sapir-Whorf hypothesis, a principle of linguistic relativity, supports this, in that language supports and compartmentalises an individual’s world view; in this sense, language defines the world, or in this case, the creature’s fate. 






KEY QUOTES

Some key quotes… what relevance do they have to the novel as a whole? Anything interesting about language used? Closely analyse, then find your own. 
I saw—with shut eyes, but acute mental vision—I saw the pale student of unhallowed arts kneeling beside the thing he had put together. I saw the hideous phantasm of a man stretched out, and then, on the working of some powerful engine, show signs of life and stir with an uneasy, half-vital motion. Frightful must it be, for supremely frightful would be the effect of any human endeavor to mock the stupendous mechanism of the Creator of the world. (Mary Shelley in Introduction)
Did I request thee, Maker, from my clay
To mould me Man, did I solicit thee
From darkness to promote me? (From ‘Paradise Lost’ and preface)
‘[I] may tread a land never before imprinted by the foot of man’. (Walton)
You seek for knowledge and wisdom, as I once did; and I ardently hope that the gratification of your wishes may not be a serpent to sting you, as mine has been. (Victor to Walton, letter 4)
As I stood at the door, on a sudden I beheld a stream of fire issue from an old and beautiful oak which stood about twenty yards from our house; and so soon as the dazzling light vanished, the oak had disappeared, and nothing remained but a blasted stump. When we visited it the next morning, we found the tree shattered in a singular manner. It was not splintered by the shock, but entirely reduced to thin ribbons of wood. I never beheld anything so utterly destroyed. (Vol 1, chapter 2)
My temper was sometimes violent, and my passions vehement; but by some law in my temperature they were turned not towards childish pursuits but to an eager desire to learn, and not to learn all things indiscriminately. I confess that neither the structure of languages, nor the code of governments, nor the politics of various states possessed attractions for me. It was the secrets of heaven and earth that I desired to learn; and whether it was the outward substance of things or the inner spirit of nature and the mysterious soul of man that occupied me, still my inquiries were directed to the metaphysical, or in it highest sense, the physical secrets of the world. (Vol 1, Chapter 2)
I have described myself as always having been imbued with a fervent longing to penetrate the secrets of nature. In spite of the intense labour and wonderful discoveries of modern philosophers, I always came from my studies discontented and unsatisfied. (Vol 1, Chapter 2)
So much has been done, exclaimed the soul of Frankenstein—more, far more, will I achieve; treading in the steps already marked, I will pioneer a new way, explore unknown powers, and unfold to the world the deepest mysteries of creation. (Vol 1, Chapter 3)
‘‘I was required to exchange chimeras of boundless grandeur for realities of little worth.’ (Vol 1, chapter 3)
‘The labours of men of genius, however erroneously directed, scarcely ever fail in ultimately turning to the solid advantage of mankind.’ (Waldman to Victor, Vol 1, Chapter 3)
‘Learn from me, if not by my precepts, at least my example, how dangerous is the acquirement of knowledge, and how much happier that man is who believes his native town to be the world, than he who aspires to become greater than his nature will allow.’ (Vol 1, chapter 4)
‘After days and nights of incredible labour and fatigue, I succeeded in discovering the cause of generation and life; nay, more, I became myself capable of bestowing animation upon lifeless matter.’ (Vol 1, chapter 4)
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 God! 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 (Vol 1, chapter 5)
‘but I was disturbed by the wildest dreams. I thought I saw Elizabeth, in the bloom of health, walking in the streets of Ingolstadt. Delighted and surprised, I embraced her, but as I imprinted the first kiss on her lips, they became livid with the hue of death; her features appeared to change, and I thought that I held the corpse of my dead mother in my arms; a shroud enveloped her form, and I saw the grave-worms crawling in the folds of the flannel.’ (Vol 1, chapter 5)
[A] flash of lightning illuminated the object and discovered its shape plainly to me; its gigantic stature, and the deformity of its aspect, more hideous than belongs to humanity, instantly informed me that it was the wretch, the filthy demon to whom I had given life. (Vol 1, Victor)
`Hateful day when I received life!' I exclaimed in agony. `Accursed creator! Why did you form a monster so hideous that even YOU turned from me in disgust? God, in pity, made man beautiful and alluring, after his own image; but my form is a filthy type of yours, more horrid even from the very resemblance. Satan had his companions, fellow devils, to admire and encourage him, but I am solitary and abhorred. (Vol 2, creature)
"Cursed, cursed creator! Why did I live? Why, in that instant, did I not extinguish the spark of existence which you had so wantonly bestowed? I know not; despair had not yet taken possession of me; my feelings were those of rage and revenge. I could with pleasure have destroyed the cottage and its inhabitants and have glutted myself with their shrieks and misery. (Vol 2, creature)
"You are in the wrong," replied the fiend; "and instead of threatening, I am content to reason with you. I am malicious because I am miserable. Am I not shunned and hated by all mankind? You, my creator, would tear me to pieces and triumph; remember that, and tell me why I should pity man more than he pities me? You would not call it murder if you could precipitate me into one of those ice-rifts and destroy my frame, the work of your own hands. Shall I respect man when he condemns me? Let him live with me in the interchange of kindness, and instead of injury I would bestow every benefit upon him with tears of gratitude at his acceptance. But that cannot be; the human senses are insurmountable barriers to our union. Yet mine shall not be the submission of abject slavery. I will revenge my injuries; if I cannot inspire love, I will cause fear, and chiefly towards you my archenemy, because my creator, do I swear inextinguishable hatred. Have a care; I will work at your destruction, nor finish until I desolate your heart, so that you shall curse the hour of your birth. (Vol 2, creature)
I was dependent on none and related to none. The path of my departure was free, and there was none to lament my annihilation. My person was hideous and my stature gigantic. What did this mean? Who was I? What was I? Whence did I come? What was my destination? These questions continually recurred, but I was unable to solve them. (Vol 2, creature)
Sometimes I allowed my thoughts, unchecked by reason, to ramble in the fields of Paradise, and dared to fancy amiable and lovely creatures sympathizing with my feelings and cheering my gloom; their angelic countenances breathed smiles of consolation. But it was all a dream; no Eve soothed my sorrows nor shared my thoughts; I was alone. I remembered Adam's supplication to his Creator. But where was mine? He had abandoned me, and in the bitterness of my heart I cursed him. (Vol 2, creature)
I am alone and miserable: man will not associate with me; but one as deformed and horrible as myself would not deny herself to me. My companion must be of the same species and have the same defects. This being you must create. (Vol 2, creature)
You can blast my other passions, but revenge remains—revenge, henceforth dearer than light of food! I may die, but first you, my tyrant and tormentor, shall curse the sun that gazes on your misery.  (Vol 3, creature)
If for one instant I had thought what might be the hellish intention of my fiendish adversary, I would rather have banished myself forever from my native country and wandered a friendless outcast over the earth than have consented to this miserable marriage. But, as if possessed of magic powers, the monster had blinded me to his real intentions; and when I thought that I had prepared only my own death, I hastened that of a far dearer victim. — (Vol 3, Victor)
‘I was now about to form another being, of whose dispositions I was alike ignorant; she might become ten thousand more times malignant than her mate, and delight, for its own sake, in murder and wretchedness.’ (Vol 3, chapter 3)
‘Beware; for I am fearless, and therefore powerful. I will watch with the wiliness of a snake, that I may sting with its venom. Man, you shall repent of the injuries you inflict.’ (creature to Victor after he destroys the female mate)
Seek happiness in tranquility and avoid ambition, even if it be only the apparently innocent one of distinguishing yourself in science and discoveries. (Victor’s advice to Walton)
The fallen angel becomes the malignant devil. Yet even the enemy of God and man had friends and associates in his desolation; I am alone. (Final chapter, Victor)
Was there no injustice in this? Am I to be thought the only criminal, when all human kind sinned against me? (creature’s final speech)
I, the miserable and the abandoned, am an abortion, to be spurned at, and kicked, and trampled on. (Walton quotes the creature as he stands over Victor’s body, in his final letter)




Find evidence for the following assessments of the novel: Using the list of features in the table and rank in order of importance from 1-10 according to which you think best characterises the novel for you as a reader. You can also add your own feature if you feel it is lacking. Find evidence for each to support the various views – from the novel, critics and context.
	Ranking
	Feature
	Evidence from the text

	
	With an unusual narrative structure
	




	
	An exploration of the psyche
	




	
	Contrasting experiences of similar characters
	




	
	A novel about science
	




	
	Exploration of the human and the monstrous
	




	
	Containing distinctive imagery from nature



	




	
	A text reliant on analogy and allusion
	




	
	About family relationships
	




	
	A Gothic novel
	




	
	Exploring different types of education
	




	
	
	




	
	
	











	When and how do they first appear in the novel?



Physical appearance (direct quotations from text)


	Four adjectives to sum up their personality:



Direct quotations from the text about their temperament:






	Character’s voice:





	Imagery associated with character:

	Relationships with other characters:





	What themes is this character associated with?

	Critical opinion of the character (from secondary reading):
Name: 
Source: 
Quotation:




SECONDARY READING: USING THE CRITICAL ANTHOLOGY

Robert Eaglestone ‘Doing English’
· There are two ways of looking at a text; intrinsically and extrinsically
· Reading ‘Frankenstein’ intrinsically would involve focusing upon aspects of style, plot, character and narrative voice.
· Reading ‘Frankenstein’ extrinsically would involve focusing upon aspects such as society at the time Shelley was writing, analysing Victor’s actions in the light of aspects like social class and gender, and how feminists might perceive the central female characters.
· Importance of the author; who defines meaning? The reader or the writer? This approach would involve evaluating what Shelley’s intentions were in writing the book/ aspects of style or how far these define the reader’s response to the text.
· Narrative closure; arguably what we search for in any story. Do we have ‘closure’ at end of Frankenstein? Particularly interesting if you consider this in the context of when the story begins and starts.

David Lodge, ‘The Art of Fiction’
· ‘Beginning’> chapter explores when exactly a novel begins. In the case of Frankenstein, when does the story begin? Before we even start reading with our prec-conceptions? When Walton write his first letter? When Victor begins to speak? This idea would be useful to refer to if you were answering a question on the ‘most important’ elements of the novel.
· ‘Introducing a Character’> Lodge explores how we understand character. Where do our judgements lie and indeed, are they dependent on who is describing a character. This is relevant with regards to the differing presentations of the characters throughout the novel- from Walton’s misjudged interpretations of character, Victor’s arguably biased version of events and the ways in which our perceptions of characters constantly shift throughout the novel. 
· ‘Ending’> ‘the human desire for certainty, resolution and closure’











Montgomery/ Durant/ Fabb/ Furniss/ Mills, ‘Ways of Reading’
Any question about narrative would benefit from referring to some of these ideas.
· ‘Narratives are stories involving a sequence of related events’
· ‘Many components of narrative show a tension between content and form’; in the case of Victor as an unreliable narrator, this would be an apt point to explore. Where do the tensions in content and form occur? Consider the following:
· Differences between content order of events and form order of events. The content order is the chronological order of events (e.g. in the sequence that they actually occurred) and the form order is the order in which the narrative is presented to us. Incidentally, Victor does actually try present the story in content order; it is Shelley who messes around with the form order of events, beginning as she does with Walton.
· Mismatch between the two orders can affect narrative pace and create suspense. For instance, the Gothic/mystery tradition relies upon an element of mystery, which is then unravelled as the narrative progresses. 


























· ‘Narrative coherence amounts to our recognition that we are being told one unified story.’ Can you find evidence that Victor is trying to obtain narrative coherence? Similarly, can you find evidence that his selection and ordering of the narrative is perhaps suspect? Or does it just add to the plot? 













· ‘Point of view might be switched in the course of the narrative.’ Where does point of view seem to switch in the narrative and what are the reasons for it and indeed, effect of it?








· ‘One of the characteristics of narratives is that the events themselves are stereotyped, with the genre of the narrative to some extent requiring certain kinds of typical events e.g. a marriage, a murder...they are among the components from which the narrative form is built.’ What events within Frankenstein seem to conform to this idea of stereotyped events? Why might this be? (for instance, consider difference between narratives within the novel. Whose narrative is the most typical?)









· ‘Narratives permeate culture as a way of making sense, packaging experience in particular ways for particular groups and audiences.’ In what ways does Frankenstein make sense/ not make sense? Consider this idea with reference to particular audiences e.g. how does this add insight into why John Croker, a critic at that time said ‘our taste and our judgement alike revolt at this kind of writing’?







· The typical narrative arc is ‘from lack to resolution’. For instance, situation A will change to situation B. ‘These changes are often brought about by human actions, and the notion that actions are causes that have effects is an important part of many narratives. It is interesting to chart the lack> resolution and causes and effects evident in Frankenstein. Where do you think the key turning points in the novel are? 










· ‘Exit strategies are ways of ending the text once the lack has been resolved.’ Consider this idea in light of the ending of Frankenstein. 












· Narrative point of view can ‘refer to visual perspective’ or ‘metaphorically, to designate the ideological framework and presuppositions of a text’ or ‘as a term for describing and analysing distinctions between types of narration.’ What are some of the various narrative viewpoints within Frankenstein and why might Shelley have used them?













· ‘First person narration can be used in a quite a different way where the story is told, not by the central protagonist, but a subsidiary character.’
·  Is the Walton ‘subsidary’? If so, why did she choose to tell the story through him? What are the restrictions of this viewpoint? 









· What about Victor and the creature? What are their narrative purposes?











Literary context

Deliberately intertextual, Frankenstein is steeped in literary allusions and influences. Look through these literary influences and consider their influence on the text, finding examples to support your ideas. Then, do some additional research and find more examples of your own.

English Romanticism
A female member of the precocious Romantic circle, marginal but perhaps more impressionable because of her age and gender, Mary Shelley’s life is inseparable from that of her politically active parents and her husband. 

Percy Shelley
Often viewed as the ‘hidden creator’ of Frankenstein, Percy Shelley’s unorthodox opinions on things like God, vegetarianism, free love, nudity and Irish independence can inspire a more radical reading of the text. His scientific aura has much in common with Victor’s; he regularly turned his studies into laboratories, experimented with chemistry and galvanism, and at Oxford, was obsessed with making his hair stand on end using the Van de Graff generator! He sympathised with its political interests and debateson nature v nurture and its ultimate refusal to discriminate between perpetrator and victim. He also worked on drafting the manuscript and would have discussed it with Mary throughout its conception. Despite he was repeatedly unfaithful to Mary Shelley, after his death, she worked tirelessly to ensure his literary reputation would survive, editing and helping to publish collections of his works; in short, she became ‘his literary midwife’, as one critic has put it. You could read the relationship between Frankenstein and his creation as mirroring their own, both before and after death. 

Prometheus Bound
Its subtitle of ‘The Modern Prometheus’ is a reference to the Victor and refers to the most ambitious Greek Titan who moulded human beings from clay and bestowed upon them the dangerous and enabling gift of fire. Romantics saw him as an emblem of the creative rebel, often punished for his achievements (like Prometheus being chained to a rock by the gods to have his liver ripped out nightly by an eagle). Percy Shelley’s version of Prometheus Unbound (1818) depicts Prometheus as Christ figure, suffering so the whole of creation can live. 

‘Paradise Lost’
The novel’s epigraph recollects Adam’s conversation with God in ‘Paradise Lost’. Milton’s exploration of the implications of the fall of humanity and notions of free will remains at the heart of the text, least of all because it is arguably the text that has the most impact on the creature’s understanding and language. Interestingly, the notion that the creature ‘ought to be thy Adam’ is highlighted by the creature’s descent into behaviour that more befits Satan; indeed, he admits that Satan is ‘a fitter emblem of my condition’.

William Godwin
The book is dedicated to Shelley’s father and his 1794 text ‘Things as they are, or The Adventures of Caleb Williams’ analyses the workings of power and also included a psychological double. The novel of pursuit revolves around Falkland pursuing his servant, Caleb, to kill him so he doesn’t reveal his evil acts, but also to extinguish his own guilt. Unlike the creature though, Caleb remains innocent and uncorrupted by his master. However, arguably Shelley’s text attacks some of Godwin’s idealistic views, particularly his belief that humans were perfectable and capable of existing without the intervention of government if they were given free will; they would do their ‘duty’ without abuse of privilege. 


Publication
Published anonymously in 1818 in an attempt to suppress both Shelley’s identity and her gender, feminist critics have generally seen this as a disabling rather than empowering move. Allowing Percy Shelley to write the preface suggested his authorship of the work and the absence of her name on the title page confirms the marginal presence of female writers at the time. 

Mary Shelley’s other works
Mary Shelley wrote many travelogues and biographies of well-known men, however, her novella ‘Matilda’, published in 1958, is more revealing. ‘Matilda’ deals with the persecution of its heroine by an incestuous father; Godwin himself forbade it to be published. The illicit, mutually destructive relationship between parent and child may share a common emotional source with ‘Frankenstein’.  

Different editions of ‘Frankenstein’
There are two main versions of the text: 1818 and 1831, the latter incorporating Mary Shelley’s final amends. The 1818 edition is generally seen as rougher and more radical and its science more toughly reflects innovations in chemistry and electrical theory. The 1831 edition presents Victor as more of a Renaissance magician rather than an Enlightenment scientist and the text is often more fluently and emotively written. The 1831 version dispensed with the three volumes in the 1818 version, but many editors choose to put this back in, using the 1831 text, in order to preserve the ‘Chinese box’ structure of the text (Maurice Hindle in Penguin Classics edition).

Film and audio book
19th century dramatisations invariably deprive the creature of his powers of speech. Boris Karloff’s huge, slow and silent creature made the creature’s emotions so accessible and poignant, that words seemed almost superfluous, a trend that persisted. Films that followed in the 1930s (e.g. Bride of Frankenstein), followed this, honouring the ‘supreme rhetorician’ (Peter Brookes), with a few monosyllabic grunts. Kenneth Branagh’s version allows the creature to speak and to tell his own story, but his hubristic but sympathetic depiction of Victor Frankenstein as an almost tragic hero, detracts from the overall effect. Modern versions are more likely to sympathise with the fate of the creature, whether he speaks or not. Robert Winston’s 2003 partly dramatised documentary on Mary Shelley (‘Birth of a Monster’) takes a psychological approach, finding in the novel’s depiction of solitude evidence of the trauma of too much death in Mary Shelley’s family. 





READING FRANKENSTEIN CRITICALLY
Here are some general approaches to reading any text, with some starting points when thinking about ‘Frankenstein’ - worth considering in light of any essay question. 
GREAT AUTHORS
Focus: the writer’s art, value as ‘literature’ or part of the canon
Key figures: FR Leavis called the pattern of literature ‘the great tradition’, implying ‘literature’ must follow a pattern over time.
Points of interest: Gothic tradition, links to Romantic movement and rise of the novel. However, its multiple readings make it less easy to fit into the ‘tradition’.

GENRE THEORY
Focus: how a text relates to its genre e.g. romance, thriller, comedy. 
Points of interest: Reading as a Gothic novel/ Romantic novel; typical features are key e.g. sublime, horror, doubling etc.

MORAL
Focus: Moral purpose
Key Figures: After ‘Frankenstein’ was published, the novel form grew, expanding in the Victorian period with a focus on novels with a moral purpose or social message. Arguably, ‘Frankenstein’ foreshadows this.
Points of interest: Warning against playing God; going beyond ‘nature’, either in terms of aspirations or scientific pursuits. Links to ‘Rime of Ancient Mariner’.

READER-RESPONSE THEORY
Focus: the individual experience of each reader e.g. the expectations the reader brings to the text and what parallels they find with their own lives either personal, social, moral, economic
Key Figures: Roland Barthes declared ‘the author is dead’, giving priority to the reader.
Points of interest: Dependent on reader, although the cultural and critical resonance of the book makes it impossible to ever read the text without some prior knowledge of Frankenstein.

STRUCTURALIST:	
Focus: Language of the text and how it is constructed/ written. Exploring the relationship between words or signs (e.g. the sound pattern of a word, either in mental projection - as when we silently recite lines from a poem to ourselves - or in actual, physical realization as part of a speech act) and what they represent or what they signify (the concept or meaning of the word).
Key figures: Jacques Lacan and Ferdinand de Saussure. The Sapir-Whorf hypothesis is also crucial as it suggests that different language patterns influence the way we view the world 
Points of interest: The novel tells multiple stories which are arguably the ‘same’ but the difference is in how they are presented. The multiple narrative is also of interest as it prompts the idea of active listening and interpretation (the Chinese box structure)


POST-STRUCTURALIST: 
Focus: What is not written in texts- gaps, silences, absences. Need to go ‘beyond’ the text and accept there is no one ‘truth’ within language.
Key figures: Jacques Derrida, Roland Barthes
Likes: Any reading that suggest Frankenstein represents something else e.g. Marxist, feminist, however, inconsistencies within the text e.g. unreliable narrator, changing nature of characters can make this problematic.

PSYCHOANALYTIC:
Focus: Things that seem repressed within the text, psychological states, emotional conflicts
Key figures: Carl Jung, Freud
Points of interest: Linked to the Gothic, the idea of the double; the creature as a representation of Victor’s inner conflict/ division. The significance of dreams.


FEMINIST:
Focus: Exploring women’s experiences of the world and a need to expose ‘masculine’ patterns in literature 
Key figures: Gilbert and Gubar, Simone De Beauvoir, Virginia Woolf. In 1969 in her influential book Sexual Politics, Kate Millet suggested that the mechanisms that express and enforce the relations of power in society such as Western social arrangements and institutions are covert ways of manipulating power so as to establish and perpetuate the dominance of men and the subordination of women.
Points of interest: Written by a woman; female characters – Justine, Elizabeth, Safie, Agatha. The role of the mother. The way the creature desires a female mate. However, Gilbert and Gubar suggest ‘Frankenstein’ ‘re-affirms the masculine tradition’, perhaps due to Percy Shelley’s influence.

MARXIST:
Focus: Class struggle and causes of conflict between the privileged and working classes.
Key figures: Terry Eagleton believes Marxist criticism is necessary to explain the text more fully and to recognise that all texts are a product of a particular time.
Points of interest: The middle class, privileged upbringing of Victor Frankenstein and the opportunities it presents; their adoption of the foundling, Elizabeth and the description of her as a ‘gift’ or possession. The Romantic traveller; needs a particular income to support. Also, the creature as a victim of society, but also an agent of political change.
.

RACE/POST-COLONIAL
Focus: Exploring black struggle and the negative treatment/depiction or absence of the ‘other’ within literature
Key figures: Edward Said, Aimé Césaire
Points of interest: Presentation of Frankenstein’s creature as nameless; can be read as representing the ‘other’ (links to Caliban in ‘The Tempest’). The story of Safie and her Muslim father is also of interest. Frankenstein could also be viewed as symbolising the coloniser, in the way he creates a ‘creature’ but refuses to take responsibility for its actions.

NEW HISTORICIST/ CULTURAL MATERIALIST:
Focus: The context in which literature is produced and received over time.
Points of interest: Mary Shelley’s life, history/background of time it was produced, reception of novel at time published, interpretations of novel over time






What do the critics think?
Add your own and REMEMBER, you should use these ideas as a springboard into your own ideas; you also don’t have to agree with them! Keep linking them back into the text.
Ellen Moers was one of the first to claim that Shelley's loss of a baby was a crucial influence on the writing of Frankenstein. She argues that the novel is a "birth myth" in which Shelley comes to terms with her guilt for causing her mother's death as well as for failing as a parent.
Anne K. Mellor suggests that, from a feminist viewpoint, it is a story "about what happens when a man tries to have a baby without a woman ... [Frankenstein] is profoundly concerned with natural as opposed to unnatural modes of production and reproduction". Victor Frankenstein's failure as a "parent" in the novel has been read as an expression of the anxieties which accompany pregnancy, giving birth, and particularly maternity. 
Fred Botting suggests that the novel has become worthy of study because it has been subject to so many different readings: ‘Frankenstein is a product of criticism, not a work of literature.’
Sandra Gilbert and Susan Gubar argue in their seminal book The Madwoman in the Attic (1979) that in Frankenstein in particular, Shelley responded to the masculine literary tradition represented by John Milton's Paradise Lost. In their interpretation, Shelley reaffirms this masculine tradition, including the misogyny inherent in it, but at the same time "conceal[s] fantasies of equality that occasionally erupt in monstrous images of rage".
Mary Poovey reads the first edition of Frankenstein as part of a larger pattern in Shelley's writing, which begins with literary self-assertion and ends with conventional femininity. Poovey suggests that Frankenstein's multiple narratives enable Shelley to split her artistic persona: she can "express and efface herself at the same time". Shelley's fear of self-assertion is reflected in the fate of Frankenstein, who is punished for his egotism by losing all his domestic ties.
Betty T. Bennett suggests that "the novel proposes egalitarian educational paradigms for women and men, which would bring social justice as well as the spiritual and intellectual means by which to meet the challenges life invariably brings…The book is not a warning against science at all. Mary Shelley used science as a metaphor for any kind of irresponsible action and what she really was concerned with was the politics of the era and the way the monarchy was operating in the interest of relatively few people…Shelley underscores the self-centeredness of those who have power like Victor Frankenstein. He’s narcissistic; he’s really hungry for self-aggrandizement.’
Blumberg suggests that the ‘Romantic’ traits of Victor are not portrayed positively. He is like Satan in Paradise Lost or Prometheus: "his relentless ambition is a self-delusion, clothed as quest for truth". He must abandon his family to fulfil his ambition
Anne K. Mellor suggested that ‘Mary Shelley grounded her fiction of the scientist who creates a monster he cannot control upon an extensive understanding of the most recent scientific developments of her day. ..she used this knowledge both to analyse and to criticise the more dangerous implications of the scientific method and its practical results.’ 
Joseph Kestner  explores the ‘similarities among the three protagonists – Walton, Frankenstein and the Creature – which signifies their doubleness and otherness, the one the doppelgänger of the next, including their desire to explore, their failure to love, their loneliness, their avid reading and their egoism.’ 
Kingsley Amis points out that Frankenstein is one of many stories where the ‘artificial creation turns and rends its master’; our view of its creation are bound to be double-edged. He also reminds us that in science fiction terms, the creature would be called an ‘android’; his kinship with those in novels like Philip K. Dick’s Do Androids Dream of Electric Sheep (Bladerunner) and the emoting robots of Spielberg’s AI is worth considering. 
George Levine notes ‘Frankenstein is a claustrophobic novel. It presents us not with the not with the landscape of the world, but of a single mind, and its extraordinary power… resides in the exploration of that mind, and of the consequences of its choices and the mysteries of its impulses.’ 
Marilyn Butler suggests that ‘Mary Shelley’s Frankenstein myth is famously re-interpretable. It can be a late version of the Faust myth, or an early version of the modern myth of the mad scientist; the id on the rampage, the proletariat running amok or what happens when a man tries to have a baby without a woman.’ 
The 1818 Belle Assemblee review, at time of publication, said:‘ We hope, however, the writer had the moral in view which we are desirous of drawing from it, that the presumptive works of man must be frightful, vile, and horrible; ending only in discomfort and misery to himself.’  












[bookmark: OLE_LINK3][bookmark: OLE_LINK4]Essay questions

· ‘In Frankenstein, the setting is vital to the story.’ How far and in what ways do you agree with this comment on the novel?
· ‘The true hero of the story is not Victor: it is his creature.’ How far and in what ways do you agree with this comment on the novel?
· ‘The most important relationship in Frankenstein is between Frankenstein and his creation.’ How far and in what ways do you agree with this view?
· ‘Victor is often viewed as more of a monster than the creature he creates.’ How far and what ways can this comment be seen as fair?
·  ‘His relentless ambition is a self-delusion, clothed as quest for truth.’ How far and in what ways do you agree with assessment of the Victor Frankenstein?
· “It is a tale of revenge which knows no bounds.” How far and in what ways do you agree with this view of the novel?
·  “Murder is born of love, and love attains the greatest intensity in murder.”  (Octave Mirbeau) In light of this comment, explore the presentation of love in Frankenstein.
·  “The Gothic is a distorting lens, a magnifying lens; but the shapes which we see through it have nonetheless a reality which cannot be apprehended in any other way.”  (David Punter) In what ways and to what extent can Frankenstein be categorised as a gothic novel?
· “The point of using an unreliable narrator is indeed to reveal an interesting gap between appearance and reality, and to show how human beings distort or conceal the latter. This need not be a conscious, or mischievous, intention on their part.”  (David Lodge)  In light of this comment, explore the function of the narrators in Frankenstein.
· “Did I request thee, Maker, from my clay / To mould me man?  Did I solicit thee / From darkness to promote me?”  (John Milton, Paradise Lost) In light of this comment, discuss how Shelley presents the act of creation and the responsibilities it occasions in Frankenstein?
· “The most obvious reason for Walton’s presence as narrator is that it lends a sense of verisimilitude to the work.” (Mark Asquith) How far and in what ways do you agree with this view of the frame narrative (Walton’s letters) in Frankenstein?
· “It seemed to me as if nothing would or could ever be known.”  (Shelley, Frankenstein) How far and in what ways is knowledge presented as dangerous and destructive?
· “(There are) similarities among the three protagonists – Walton, Frankenstein and the Creature – which signifies their doubleness and otherness, the one the doppelgänger of the next, including their desire to explore, their failure to love, their loneliness, their avid reading and their egoism.”  (Joseph Kestner) In light of this comment, discuss the significance of doubling in Frankenstein.
· “They are chewed up by the plot and ground down, disassembled … the way Victor, the scientist, dismembers the second brain-child of his imagination, the she-monster.  They are martyrs and victims.” In light of this comment, discuss the extent to which women are presented as victims in Frankenstein.
· “As well as putting a contemporary scientific spin on the theme of human arrogance … Shelly may also be said to be exploring the social and political consequences of this.” How far and in what ways do you agree with this view of Frankenstei
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