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Student A 
 
To what extent do you agree with the view that gothic writing shows that human 
beings are naturally inclined to be evil rather than good? 
 
 
To argue the extent to which gothic writing shows that human beings are naturally inclined to be evil rather 
than good, one must first define good and evil. To be good is to conform with human behaviour which society 
would deem acceptable. Goodness connotes belonging, when discussed in its human form. However, evil is 
often as a consequence of being bad and can take both physical and mental form. 
 In Dr Faustus evil takes the physical form of the fallen angel: Mephistopheles. Furthermore, 
Mephistophele’s corruption, manipulation and ‘damn[ation]’ of Faustus opitimise the selfish nature of this 
pivotal character. Faustus’ eagerness to partake in learning unforbidden knowledge and necromancy, result in 
his ill-fated destiny: death. Faustus talks of being the ‘emperor’ of the world with this potential power, though 
this leads him to show the human quality of trust for Mephistopheles, and the corruption of his good nature. 
Mephistopheles is boastful to the reader, with condescending language such as, ‘thou hast attained the end’ 
and the potent imagery of ‘Faustus be damned’. Throughout Marlowe’s morality play, Faustus is presented as 
fearing Lucifer and trusting in his servant Mephistopheles, when it is Mephistopheles who corrupts Faustus, 
with his evil. Faustus is therefore inclined to be evil rather than good. 
 In Wuthering Heights sadistic characters such as Hindley and Heathcliff are used to show evil is more 
of a prominent feature in the human psyche than good. Sadism, derived from the Marquis De Sade, is defined 
as taking joy out of someone else’s misfortune or pain, whether physical or mental, active or passive. 
Heathcliff’s constant battle with Hindley in Wuthering Heights exemplifies why evil and suffering are such 
pivotal features in gothic writing, with both tyrannical characters manipulating one another in a contest to show 
alpha-male dominance. Although described as a ‘bad omen’, the reader is inclined to be empathetic towards 
Heathcliff’s, as he is ‘Mr Nobody from nowhere’ and therefore can only copy Hindley’s visible behaviour to 
have his revenge. Brontë presents Heathcliff as a victim of circumstance, though many would perceive him to 
be the hero of Wuthering Heights, by using his naturally evil qualities to do good, by defeating the tyrannical 
Hindley and manipulating the selfish Catherine. 
 In The Snow Child, by Angela Carter, an omniscient narrator is used to tell of the dark and paedophilic 
events depicted in the short-story. By using sexual imagery, Carter is able to portray the actions of the Count 
as being evil through male dominance, with the Count ‘thrust[ing] his virile member into the dead girl’. The 
Count uses his potency to conduct evil rather than do good. Therefore the Count is naturally inclined to take 
advantage of the girl’s innocence, which is shown in ‘white as snow’, and consequently, her virginity. 
 However, in The Lady Of The House Of Love, Carter uses the good human qualities of the solider to 
cure the evil trapped within the beastly female vampire. The soldier’s desire to re-invent the vampire leads to 
her death and cures her of evil. In addition, the vampire takes the form of a ‘rose’ which blooms when in the 
possession of the solider, symbolising the hope and reassurance that the vampire within the female’s soul is 
no longer present. Therefore the soldiers natural goodness cures the evil huntress, relieving her of her beastly 
form. So this human isn’t evil. 
 In conclusion, although evil is an important feature of the gothic genre, authors such as Carter both 
highlight both highlight and subvert stereotypical evil characters to show both the good and evil sides of the 
human psyche. Subsequently, one would argue that evil can only be present amongst characters who have 
not been subjected to good behaviour, such as Heathcliff in Wuthering Heights. Therefore, evil is not naturally 
inclined to characters in gothic writing. 
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Student B 
 
To what extent do you agree with the view that the novel is a total condemnation 
of transgression? 
 
In the novel Frankenstein, by Mary Shelley, a key gothic trope, that of mankind attempting to improve itself to 
gain power is presented. The novel is definitely concerned with the transgression of boundaries and shows its 
shortcomings. To say the novel is a total condemnation of this idea may well be accurate.  
The novel begins with an artic explorer, Robert Walton, attempting to discover a passage through the artic. 
Walton is attempting to better himself by going on a “voyage of discovery”, even if this means putting his crews 
lives at risk. Through this epistolary narrative, we learn Walton is driven by a thirst for discovery. He wants to 
make progress and says that “there is something in my soul which I do not understand”. We are invited to 
share his joy in pushing boundaries – he says that he has a “belief in the marvellous”. Walton is transgressing 
boundaries, but in what seems to be a romantic way. By the end, it is implied that he is maybe trying to acquire 
knowledge which he should not possess. Thus, when he rescues Frankenstein, a cautionary tale is told to 
Walton, to keep Walton following the same path and transgressing the same boundaries which Frankenstein 
has. The message of the book seems to be stay within accepted limits. 
Frankenstein’s initial intentions seem virtuous. He wants make medical progress, but his creation of the 
monster is a key moment where the danger of transgressing boundaries is exposed. Frankenstein lowers 
himself to searching “charnel houses” and graveyards, clearly showing the monstrous lengths he would go to 
to achieve his dream. His “workshop of filthy creation” tells us how monstrous Frankenstein has become. The 
result of his work is the creation of a monster, an event which goes against accepted values. This illustrates 
Victor’s god complex and belief that he can, like god, create life - he has, but not how he imagined. He has 
transgressed boundaries that man should not and therefore has paid the price in terms of the deaths that 
occur. In Shelley’s society, where science was overtaking religion and religious ideas, this image shows us 
how attempting to acquire knowledge which is unobtainable and which mankind should not have results in 
disaster. This is perhaps a major reason the novel is so relevant even today, as with science continually 
making progress and transgressing boundaries, Frankenstein remains a key reminder of the danger of this 
and this scene therefore in the novel is a condemnation of transgression.  
The novel can also be seen as condemning the transgression of sexual boundaries. Victor wishes to marry his 
adopted sister. Whilst not a true blood relation to therefore not technically incest, this still can be considered 
immoral and can be seen as an example of the transgression of boundaries, perhaps even Victor is aware of 
this, due to the fact he attempts to spend time away at university and goes on a trip to France and England 
with Henry Clerval, to avoid his marriage. Perhaps even more disturbingly is that rather than getting married 
and having a child, he attempts to create life himself in his “workshop of filthy creation” on a “dark and dreary 
night in November”. He does the impossible, he creates a child himself and this is why it is monstrous, as it is 
a reflection of his father. In Ellen Moers “trauma of the afterbirth” she argues that Victor creates life, but once 
seeing it, he detests it and abandons it. Shelley, being a mother, may have experienced such views, and so 
this could have influenced her novel as a cautionary tale on childbirth, nevertheless, Victor’s creation of the 
monster himself clearly serves as an act of transgression as he transgresses the boundaries of nature and 
does the impossible. Because of the terrible consequences, it is difficult to see the novel as anything else than 
a condemnation of these actions. 
The monster is the result of Victor’s transgression of boundaries and Shelley condemns Victor throughout the 
novel, by gradually presenting Victor as the monster. This is evident through the use of language as the 
monster speaks fluently and reads Paradise Lost, compared to Victor, who labels the monster as an “abhorred 
demon” and tells him that “the fires of hell are not enough a punishment for your crime”. The monster response 
to these verbal attacks is simply “be calm”. Through this key scene, roles are reversed. The human Victor 
becomes the monster whilst the monster is the victim. Shelley even lets the monster explain his side of the 
story in the middle of the narrative, which has the effect of making us feel sympathetic towards him. Despite 
the fact that he is the monster and is responsible for numerous deaths in Victor’s family, although Victor 
himself remarks that they were “all dead by my hand” - even Victor is aware the monster’s creation is his fault, 
therefore he shares the blame and most of the guilt. Through Victor’s transgression of boundaries, he has 
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become the monster. Shelley condemns Victor’s transgression by presenting him as the monster and the 
monster as a victim of Frankenstein’s crimes and monstrosities.  
The punishment for Victor’s transgression is his death. However, his death can also be seen as his victory, as 
through death, the monster leaves to “consume to ashes this miserable flame”. Victor does destroy the 
monster and therefore is free from his sins whilst teaching Walton about the result of transgressing boundaries 
and the danger that it presents. With Victor’s death the monster presumably kills himself therefore perhaps 
god has forgiven Victor’s transgression by destroying it; showing how the novel may not be a total 
condemnation of transgression and in fact ends with Victor’s forgiveness and his evil corrupt legacy destroyed. 
Even so, Victor still bears the guilt of numerous deaths, including William and Justine, and therefore does still 
leave his legacy of his monstrous creation and is still the source of destruction in the novel.  
Overall, the novel Frankenstein can most definitely be seen as a total condemnation of transgression and 
shows the lengths people will go to achieve the impossible, and the monstrous results it has and the 
destruction is can cause. Therefore I agree with the statement that Frankenstein is a novel about 
transgression and that Shelley, through her writing, condemns this idea by presenting Victor as the monster. 
His monstrous transgression of boundaries and the destructive results it has suggests that Shelley condemns 
Victor’s transgression completely.   
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Student C 
 
To what extent do you think writers of modern pastoral poetry idealise country 
life? 
 
Whilst literature of the pastoral tradition, following in the footsteps of Virgil and Theocritus, commonly dealt 
solely with idyllic visions of the countryside, post-45 writers tend to be found to deal more with what Seamus 
Heaney called ‘Englands of the mind’ as the urban reality mushroomed and took over pastoral spaces. The 
result of the estrangement from the countryside was that nostalgic vision of the pastoral was created that could 
sometimes be seen to idealise country life and make it seem more romantic than it is, but there are also 
writers who present a more anti-pastoral perspective. 
A perfect example of idealisation can be found in Philip Larkin poem ‘Going Going’. The title itself sets the 
concept of the poem: that Larkin is just one step from turning the title to ‘Going Going’ Gone as he watches the 
countryside disappear. What results is his nostalgic vision of the pastoral: ‘the meadows and lanes’ and even 
the rustic ‘clambering’ ‘village louts’.  Larkin’s idealisation of the countryside is shown in his desperation to 
escape the ‘screaming kids’ in the ‘M1 café’ is such that he looks with a fond eye on the ‘louts’ in the village in 
his bucolic fantasy. Culturally, Larkin laments the 21st century of ‘split-level shopping’ and so it is with nostalgia 
that he chooses the physical break of an ellipsis in ‘and if you want to reach the sea…’,  trailing off as he 
imagines how nice it would be if he were able to reach it, in an idealised moment. Larkin however is careful not 
to fully idealise the pastoral as he writes the poem as a warning. He speaks with concern that he used to think 
you could ‘chuck filth in the sea’ but an ecologist might view the poem as a warning as Larkin finishes by 
saying that the countryside can’t cope with everything. He himself didn’t see it coming he just thinks ‘it will 
happen, soon’. The delay of the word ‘soon’ emphasised by the use of the comma to break the line could be 
seen less as an idealisation and more as a warning about the countryside’s destruction. 
RS Thomas writes in quite a different style about the life of a character in his poem: ‘A Peasant’. It is in 
keeping in the writing of The Golden Age and the harmonious  nature between shepherd and pastoral that 
‘Iago Prytherch’ can be viewed as something of a ‘posterboy’ for the countryside. So whilst there is something 
admirable in Thomas’ description if the old man sitting ‘motionless’ ‘enduring ’ against the ‘bald Welsh Hills’ 
this cannot be seen as an idealisation. Thomas writes that there is ‘something frightening’ about the ‘vacancy 
of his mind’ which presents the lack of urban contact as being the effect of leaving a shell of a man. One view 
of the genre suggests that the ‘isolation from the urban life is the door to the higher understanding’ but it 
seems that Thomas refutes that idealised image of life in the countryside by presenting a character with no 
understanding at all. Furthermore with the outside world invading his farm, his home must become a ‘fortress’ 
to protect his ‘few sheep’. To use of battle language in this poem emphasises just how brutal this unidealised 
image of the pastoral really is.  
In the poem ‘Sparrow’ there is a sense of irony to the eponymous character. Whilst he is a creature of the 
traditional rustic pastoral environment the poet chooses to give it superficial or aggressive characteristics like 
being in a ‘show’ or wanting a ‘punch-up’ but actually use it as a representative for the urban life. The image of 
the pastoral there is a mixed one. The bird is presented negatively, as being in a ‘slum’, wanting to fight ‘in a 
gutter’ so on, which in turn criticises the urban man made life. However, ‘writing with gold quilled beak’ has 
pretty qualities, but this is seen alongside ‘fighting over meadows’ and ‘the Grey Atlantic’. It could be that those 
birds seem to represent the pastoral, as they die and ‘freeze to their branches’ whilst the other albeit urban 
and simple birds in content flying on the ‘O-Levels and A-Levels of the air’. This is a view of the pastoral which 
again can be viewed as not idealising the country life.  
In the rapidly expanding and technologically advancing post 1945 world, it seems that urban literature can be 
seen to idealise the pastoral, it is always looked with nostalgia. Modern poets may not able to access the 
idyllic countryside like the pastoral poets of old, but rather reminisce fondly at times. Other writers, such as 
Thomas, remind us of the hardship of country life and rather than idealising it, show the artificial aspects of the 
genre.  
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Student D 
 
“Sex and violence are always linked in the stories in The Bloody Chamber” 
To what extent do you agree with this view? 
 
The collocation of sex and violence seems to be a convention of genres which deal with extremes of human 
behaviour. If we accept sex as a (usually) positive celebration of human potential, then linking it with the 
negativity of violence seems corruptive and lowering. It may be conventional in gothic and horror fiction to sully 
positive emotion and suggest that gothic worlds focus on the blurring of rules, but although Carter does link 
these two elements, it is incorrect to state that they are always linked. Carter seems to reorient the genre to 
suggest that sex doesn’t have to be a one-sided, painful affair: it can liberate. 
Arguably, the title story ‘The Bloody Chamber’ could be seen to support the view that “sex and violence” are 
always linked”. The Marquis only carries out murders of his wives: women he has had sexual relations with. It 
seems that for this character, lust and sex are strongly linked with carnal joy and violent murder. The fact that 
he preserves the bodies of his wives, - “he has embalmed her” - could suggest that even in death, they still 
hold some sexual appeal, which could be the reason for his preservation of the victims.  
 The act of sex is also seen by the narrator as a violent, painful act – she describes seeing a loss of her 
virginity in the mirrors as “a dozen husbands impaled a dozen brides”. The word “impaled” and it’s gothic, 
painful connotations contrast strongly with the word “bride” which creates an image of romance and purity. 
Carter also writes of the Marquis during act “his composure shattered” and “he shrieked”. As isolated quotes, 
much like the word “impaled”, these could be assumed to describe a violent death or murder as much as the 
act of sex. In fact, many of Carter’s sexual descriptions have a gothic edge that links them with violence, 
referencing the work of de Sade and suggesting the interplay between pain and pleasure. 
 The outfit in which Marquis decides his wife shall die is particularly significant – he tells her to put on 
the ruby choker that is “like an extraordinary precious slit throat”. This necklace is the one she wears during 
their consummation of their marriage as well as their engagement, and therefore has strong links with their 
sexual relationship. That it is not only upon her neck at her death, but symbolises the form it shall take – 
“beheading” strongly links her sexual life with the loss of her life and the violence of her husband. At the final 
moment, the Marquis says “what a beautiful neck you have”. This follows other descriptions of her neck as the 
“calyx of a wildflower”, which reminds us of her sexual appeal to the Marquis event mere moments before her 
death.  
 On the other hand, her relationship with Jean Yves, which provides a slightly sentimental denouement, 
is not related to violence. Although he is initially someone who simply comforts her and remains with her, the 
fact that they go on to live together indicates that they will have sexual relations. In contrast with the Marquis, 
Jean Yves is “singularly sweet” and benevolent. However, it is her fear of impending death that brings together 
her and Jean Yves, which in some ways links their sexual relationship to violence, but it would be very difficult 
to suggest that their relationship had violent aspects. She says “at least he had been kind to me”, which has 
only come about since she has had to confide in him after gruelling ordeal in The Bloody Chamber. However, 
at this point it is love and support that blossoms from the threat of death, in which case it would be said that 
sex and violence are not always linked, as the narrator post-Marquis sexual relations are implied to be 
consensual and non-violent.  
 The experiences of the young girl in ‘The Snow Child’ could be seen to link sex and violence. The 
Snow Child appears following the Count’s wish for a child “with lips as red as blood”. “lips” can be a sensuous 
body part and are associated with the act of kissing as well as other sexual deeds. To link them to blood 
combines sexual desire with a gothic image of gore and violence. Essentially, it is the sexual desire of the 
count and the sexual jealousy of the Countess that leads to the violent killing of the Snow Child. “She was the 
child of his desires and the Countess hated her” is a line that combines sex and lust with a hateful vengeance 
and sets up the link between sex and violence that will end the girl’s life.  
 The rose is a flower conventionally linked with love, romance and sex, and therefore it is fitting to the 
link between sex and violence that the girl’s life is ended by the rose “The girl picks a rose, pricks her finger” is 
the lead up to her death, and the thorn that is attached to the rose could almost be a metaphor for how 
sensuality and sex may be attached to violence, or how the two elements are inextricably linked. The girl’s 
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death - she “bleeds, screams, falls” – could almost be linked to the loss of virginity: the blood and pain that 
may occur when sex takes place once again echoes generic blurring of the states of pain and pleasure. This 
link between sex and violence is cemented in the line “he thrust his virile member into the dead girl”, which 
displays how even in death, the count still views her sexually rather than simply with compassion. The potency 
of the male in terms of his actions and drive seem to take little account of the girl, who after all, is dead. But 
this isn’t sex in the way any normal person would recognise it. It is necrophilial rape. The image of blood 
remaining on the snow can be linked back to the blood red of the girl’s lips and is a reminder of her sexual 
appeal, whilst the words “fox’s kill” display the swift carnal ruthlessness with which she has been disposed, 
once again linking sex and violence in an animalistic way.  
 On the other hand, ‘The Company of Wolves’ could be seen as a story in which sex is not linked to 
violence, but in fact to salvation from violence. The werewolf is described as “a carnivore incarnate”, a gothic 
description which presents him as unappeasable and infinitely blood thirsty. In contrast, the young protagonist 
exists within “the invisible pentacle of her own virginity”. In this way, it may seem that her virginity could sheath 
her from the “feral muzzle” of the werewolf, and in a way this is true. “Only immaculate flesh appeases him” 
shows how it is the girl’s virginity that redeems her – however this would not have saved her alone. Her ability 
to seduce the werewolf is what confirms “she is nobody’s meat”, and so in this way sex is linked to the 
prevention of violence rather than violence itself.  
 Once the girl has seduced the wolf, she “sleeps safe and sound between the paws of the wolf”. In 
contrast to many of Carter’s gothic descriptions, this is a safe and peaceful image. Sex in this story is not 
presented as painful or violent, but it is safe to conclude that both sex and violence are present in this tale. In 
my opinion, it does still show a relationship between sex and violence, and Carter uses both of these as 
important gothic elements in the majority of her stories. However, that is not to say they are explicitly linked - 
not ‘always’. Sex, in this case, is liberation: it is an attempt to re-orientate the simple and dangerous norms of 
male power and female passivity. Carter’s tales may frequently employ sex and violence, but the decoupling of 
them is sometimes the key to escaping the unhealthy gender roles of aggressor and victim that society has 
come to accept.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

10



  

 
 

 

Student E 
 
To what extent do you think the Forest of Arden represents a mythical and 
imaginary world? 
  
 In As You Like It, Celia, Rosalind, Touchstone, Orlando and Adam join the courtiers in the Forest of 
Arden in ‘voluntary exile’. The place may well appear slightly unbelievable: although Shakespeare describes 
the characters’ tiredness and hunger, they do little to suggest that they will find food and shelter, instead they 
lament about love, sing madrigals and dress up. The dreamy world where one may “turn his merry note to the 
sweet bird’s throat” encapsulates the classic pastoral artifice often seen in the genre: the world can be said to 
be imaginary, as is supported by the fantastical ‘green and gilded snake’ and the unreality of their sylvan 
existence. Yet, others would disagree and would remark that Shakespeare puts forward a nuanced portrayal 
of the pastoral, not presenting an idyll which is carefree, but in fact a ‘desert inaccessible’, one where the 
realities of Corin’s penurious existence are all too real. 
 
 The Forest of Arden described in Duke Senior’s opening monologue paradoxically seems to be one 
where its inhabitants face hardships in the ‘churlish chiding’ and ‘icy fang’ - yet this is preferable to the court. 
This sense of Arden being mythical is furthered by Duke Senior’s assertion that he sees ‘sermons in stones, 
books in the running brooks, tongues in trees, and good in everything’. While we may attribute some poetic 
licence to Duke Senior’s speech, it is clearly a fantasy. The assonance and alliteration of the line evoke a 
sense of rhetorical skill, rather than genuine sentiment. The representation of the Forest of Arden as imaginary 
is furthered in the observation that the characters ‘feel we not the penalty of Adam’. Shakespeare suggests 
that the Forest of Arden has become a pre-lapsarian haven for ‘men of great worth’, where they can dance 
and sing without worrying about the past of present. Shakespeare impresses the delusion of Duke Senior 
upon the reader. He states that ‘this life’ is ‘more sweet than that of paint’d pomp’. This sycophancy and 
duplicity is in fact present in the Forest. Duke Amiens responds with the flattering ‘happy is your grace’. Thus 
the Forest of Arden which Duke Senior imagines is fantastical, mythical and far from the reality. There is an 
undertone of satire in this scene, with the playwright subtly drawing attention to the illusory – and deluding – 
nature of the forest and its temporary inhabitants. 
 
 Furthermore, the main characters of the play reveal no compulsion to work. Most of their time is spent 
talking about love. Shakespeare himself emphasises the lengths of the imagination to which love takes us; 
Rosalind as Ganymede describes herself to Orlando as a ‘moonish youth’. Touchstone similarly in a moment 
of clarity says ‘as all is mortal in nature, all nature in love is mortal in folly’. This remark could be interpreted as 
synecdochic for the play as a whole. Although Shakespeare tries to make the Forest of Arden seem a place of 
‘bare distress’, its primary purpose is to allow for various love affairs to flourish. This juxtaposition is not just 
comic but also strengthens the argument that the Forest of Arden is represented as a mythical rather than a 
real place. 
 
 The creatures of the forest add weight to this view of the Forest as imaginary. The ‘green and gilded 
snake’ and ‘lioness’ attack Orlando. The plot itself also suggests that the Forest is a mythical, even magical 
place of transformation. Oliver, a ‘most unnatural brother’ is converted from his evil ways. The Duke similarly is 
met by a ‘ragged man’ on the edge of the forest, who convinces him not only to give up the Dukedom to his 
elder brother but also to follow ‘a religious life’. These Damascene moments are viewed by some critics as 
Deux ex Machinae which lead to the play to a convenient conclusion. Yet others would say that in the pastoral 
context, where nature has palliative power, such a change in character should be expected. From a realword 
perspective, it strikes us as mythical. Yet Shakespeare seems to be aware of this highly imaginary aspect to 
the Forest of Arden. Some argue that he parodies himself to an extent when Rosalind as Ganymede explains 
to Orlando how she developed her accent in ‘some old magician, obsured in the circle of this Forest’. Here the 
mythical status of the Forest of Arden seems undeniable.  
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 However some critics believe the opposite. Although Duke Senior may be naïve in saying the 
hardships of winter are ‘good counsellors who feelingly persuade me what I am’, that is not the case for the 
rest of the play. Shakespeare scorns the conventional presentation of a pastoral idyll that is seen in Virgil’s 
Eclogue IV and Theocritus. Instead he gently sacrifices the hopes of the genre. The arriviste courtiers speak in 
prose, whereas the country dwellers converse in verse. Moreover, he does not shirk from portraying the harsh 
conditions. Celia cries ‘how weary are my spirits’, Rosalind deters herself from doing the same for fear of 
lowering morale. Adam, Orlando’s elderly servant, cries out ‘I die for food’ and Corin says to Rosalind that he 
is ‘shepherd to another man’. This is far from the mythical pastoral idyll where food is plenty, life is easeful and 
luxurious comfort constant, even though Duke Senior and the courtiers somehow prepare a banquet. 
 
The extent to which the Forest of Arden is imaginary is clear: it seems a strange blend of the fantastical 
environs of pastoral romance, but it also a place beset by human actions against nature. The melancholic 
Jacques ‘arguments with tears’ the stream by which a ‘sequester’d stag’ has had its ‘round haunches gored’. 
The assonance here emphases the harsh brutality of hunting – this is not a harmonious excursion. Duke 
Senior recognises this despite his delusional portrayal of the Forest of Arden. He says ‘it irks me that a native 
burgher of this desert city’ is killed. Duke Senior, and therefore Shakespeare, are aware that in the Forest of 
Arden others must suffer if the ‘brothers in exile’ are to survive. Jacques points this out to the courtiers, who 
are amused by his sadness at the death of the deer. He argues that Duke Senior does ‘more mishap’ by 
disturbing the food chain in the Forest of Arden than his younger has in ousting him from his dukedom. This is 
far from the mythical conception of the pastoral where all creatures can live in harmony. 
 
 The concept of ownership is also apparent in the representation of the Forest of Arden. Corin cannot 
help the starving and weak Celia, much as he would like to, because ‘he is shepherd to another man’. This is 
not an imaginary, Marxist world with no social hierarchy. Rosalind’s solution is to purchase the farm from 
Corin, since that way she can guarantee food and shelter. Orlando in his quest for food threatens Duke Senior 
and the courtiers, thinking that they are savage country folk. However, they welcome him to the banquet table. 
In Orlando’s mind, he had imagined dangerous and hostile people, not men of supposedly ‘great worth’. He 
explains to them that ‘the thorny point of bare distress had taken from me the show of smooth civility’. This 
imagined situation contrasts with the reality of the Forest of Arden, and yet thehospitality is fantastical and 
imaginary.  
 
Shakespeare therefore presents a multifaceted portrayal of Arden. On one side there is ‘liberty’ and the ability 
to ‘fleet time as carelessly as they did in the Golden Age’. Yet they cannot ‘willingly waste [their] time because 
there is the ever present need for food and shelter. In this regard, the Forest of Arden is not mythical but in fact 
realistic. Nevertheless, the plot of the play believes a fundamentally imaginary world, where people ‘fall in love 
at first sight’. It appears that Orlando is unable to tell that Ganymede is Rosalind in disguise. Oliver is 
miraculously converted from his evil ways. These events, given that they occur in the Forest of Arden, make 
the setting a fantastical place which transforms. Only Jacques seems aware of this, saying that he is not for 
the ‘rustic revelry’ but ‘other than dancing measures’. The arrival of the God Hymen confirms that the Forest of 
Arden is a imagined, mythical place, but the lusty marriage of Touchstone and Audrey make it seem 
recognisably real. Arden is, in short, many things. For the audience, it is as the play’s title suggests, anything 
you want it to be. 
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Student F 
 
To what extent do you agree with the view that gothic writing shows that human 
beings are naturally inclined to be evil rather than good? 
 
To accept that we are somehow predisposed to commit atrocity paints a pretty bleak picture of humanity. In 
fictional worlds, however, the representation of a dark antagonist is a useful aspect of narrative. Gothic 
antagonists, and also protagonists, are often depicted as crossing boundaries and being tempted to perform 
actions which we might consider evil, or at least, dangerous. Whether this is a natural human trait is hard to 
conclude, after all, these are characters rather than real human beings. Yet it is probably more accurate to say 
that characters who commit evil are usually doing so out of misguided ambition or temptation, rather than a 
perverse and inexplicable desire for malice, with the possible exception of some of Carter’s characters. 
 
In the title story of Carter’s collection, the violent pornographic tastes of the Marquis are discovered when his 
“little nun [has] found the prayer-books” in the library and much of the rest of the story is about the Marquis’ 
evil actions and the Bloody Chamber in which he keeps the corpses of former wives, having ritually killed 
them. He hopes to behead his new bride in such a fashion, telling her to “prepare thyself for martyrdom”. This, 
and the ‘nudge and wink’ way in which the staff deals with all this, as they leave the castle down a tidal 
causeway, presumably not interested in the fact that so many of the Marquis’ wives have met mysterious 
fates, suggests a lot of evil or maybe the inclination to condone it in these characters. The Marquis appears to 
be a version of the Marquis De Sade, a French nobleman and author, but even this cartoon-like figure has a 
very real, palpable evil dimension to him: his love life is violent – he ‘impaled’ the narrator; he likens love to 
“the ministrations of a torturer”; he seeks to behead the narrator for no obvious sane reason, leading one to 
conclude that his natural inclination is to do harm. He signifies all that is bad in male hegemony, so much so 
that he seems vaguely pantomimic, but of all the characters I have studied he comes closest to embody a 
natural propensity for evil actions. 
 
In The Lady of the House of Love, quite a different picture is painted. The character who should be the villain, 
the Romanian noblewoman and vampire, is painted in a very sympathetic light. Her rooms are full of portraits 
with “eye that follow you around” of her vampiric ancestors; she is trapped in her fate of being abhuman. She 
dreams of being human, the story tells us, but this dream is completely unattainable. The young army officer 
who cycles into the village looking for a place to stay is also an innocent and non-evil character. This is 
highlighted by the abrupt note at the end of “the next day, his regiment embarked for France” with the implied 
fate that the innocence of the virginal army officer would be ended by the First World War, if he survived. He 
appears to be her salvation into bringing her into the human world, thinking of taking her to a “clinic in Zurich” 
to cure her of the various ailments he identifies. However, she is unable to escape her fate as a vampire and 
dies before he is able to do this. The soldier seems to be a human being whose actions can be cautiously 
termed ‘good’, yet in a storyworld where values and normality are skewed anyway, perhaps the question is a 
redundant one. 
 
Angela Carter’s anthology has a great many evil gothic characters and morality is often explored throughout 
the stories, but several stories are lacking in evil characters, an admission that, even in the carnivalesque 
world of Carter, there is space for ‘ordinary’ characters who wouldn’t be expected to be ordinary. Her 
protagonists are often portrayed as pure, yet strong in caricatures of another variety, those of completely 
virtuous protagonists, often female, thrust into stories of great violence and evil. 
 
Frankenstein is a very powerful exploration of good and evil. Throughout the novel, the debate about what 
exactly constitutes good and evil actions is played out in the conflict between Victor Frankenstein and the 
creature. The novel blurs moral certainties; the reader is left with a sense of moral conflict as both characters 
are both moral and immoral at the same time, thus judging whether a character is fully ‘evil’, let alone ‘naturally 
inclined’ isn’t easy. 
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The creature in Frankenstein isn’t strictly a human being, yet it is composed of human parts and has more 
humanity than Frankenstein appears to. There is a contrast between a surprisingly eloquent voice “I expected 
this reception” and vindictive violence towards those who are associated with Frankenstein but have played no 
part in his creation, such as his younger brother William, who is killed even before Frankenstein and the 
Creature meet. The malice the Creature displays to those Frankenstein has an attachment and yet played no 
part in his creation is strong. For all the justification of “I am malicious because I am miserable”, he never 
metes it out directly to those who have caused him to exist in misery, ie, Frankenstein. It is still difficult to 
brand the Creature as evil, but for all his surprisingly well educated voice, he is still a very destructive 
character in the novel. Frankenstein’s concerns about granting him a female companion are understandable 
enough, about them then reproducing if he has the right to force upon the world, but can slightly explain the 
desperation of the Creature. Nonetheless, the Creature is extremely violent to Frankenstein’s family and 
friends in an attempt to get revenge, and this is quite evil.  
 
 
Victor Frankenstein’s clearly contravenes the rules of the scientific community he is in, firstly by reading and 
being inspired by Agrippa’s “sad trash”, and also against the whole of society as he creates a creature from 
body parts of the deceased. His main wrong is to go back on a deal he made with the creature and to create 
him a “companion”, killing the female creature when he saw the look of glee on the creature’s face. This is the 
point at which the Creature leaves with the stark warning that “I shall be with you on your wedding night”, 
endangering those he loves out of fear of what the Creature would do and acting irresponsibly to his creation, 
who compares himself to Adam, being the creation fallen from grace. Frankenstein’s irresponsible actions in 
creating the creature lead to immense suffering, but is hard to characterise this as evil. He was driven by an 
obsession about ending death, rather than actually evil where problems would be caused and so he might be 
best regarded as a tragic figure who brings about his own demise, rather than a man naturally inclined to do 
evil at all costs. 
 
Both Victor Frankenstein and the Creature commit great transgressions in the novel. The difference is that 
Victor’s were largely the result of his curiosity and obsession with ending death, but the Creatures were more 
exacting revenge on people who wouldn’t have deserved it. It is not hard to see the Creature as the more evil 
of the two, but not inherently evil – it has learned, via its experiences to be evil. 
 
Doctor Faustus also foregrounds questions of good and evil, but is more an exploration of human weakness 
and descent into foolish actions rather than naturally inclined wickedness. Faustus is tempted by the daemon 
Mephistopheles to sell his soul to the Devil for 24 years of earthly power. Mephistopheles tempts Faustus and 
is often seen as an evil character for his manipulative manner, but Faustus is also prone to carrying out 
transgressions against the norms of society and religion at many points throughout the play. 
 
Faustus suffers from a conflict of conscience between good and evil throughout the play, personified by the 
Good and Evil Angels. He summons Mephistopheles and commences the relationship, but it cannot be said he 
did this out of evil. He did this out of sense of boredom with the usual fields of study, having dismissed them all 
as below him, leading him to study “cursed necromancy”. He commits several petty acts of wrong, such as 
tricking the horse-courser and infamous Pope-baiting scene in which he believes he becomes invisible and 
destroys a feast in the Vatican, although these aren’t particularly evil, but silly. The only act of real evil he 
commits is towards the Old Man, who he orders Mephistopheles to attack, even though “I cannot touch his 
soul”. This conflict internally is shown by the way that different aspects of Faustus’ conscience emerge during 
the play as he is on the doubt/reward cycle set by Mephistopheles. 
 
Mephistopheles could be seen as evil, yet he is not human. He is often seen as a trickster, fooling Faustus and 
playing to his weaknesses in order to secure his soul. However, he is perfectly open about his intentions to 
secure his soul to “enlarge his Kingdom”, referring to why Satan sends him out to claim the souls of those who 
“abjure God” in such a way. He certainly does exploit the weaknesses of Faustus to get him to sell his soul, 
and this may absolve Faustus from being dubbed ‘evil’. He, like Frankenstein, is the victim of his own folly. 
Both characters are tragic, rather than evil in a straightforward sense, and both characters are not really 
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naturally inclined to perform bad acts. They are tempted and do so against their better judgement, rather than 
give free reign to their natural desires. 
 
Overall, there are few purely evil characters in the texts I have studied. Many characters act in immoral ways, 
but they do not do so for the sake of doing wrong, which is the definition of being evil. They have their 
weaknesses, and none of them are to do with a desire to evil, with the exception of some of Carter’s 
characters, whose unequivocal evil ironically makes them less frightening: being naturally inclined to be evil, 
like the Marquis, is not as alarming as a character who succumbs to ambition and commits acts they aren’t 
predisposed to. The gothic reminds us that we are all capable of stooping, and perhaps that is a natural 
character trait.   
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Student G 
 
To what extent do you agree that “the past in pastoral writing is always 
nostalgic”? 
 
Often in pastoral writing there is a tendency to romanticise what has been, recalling it with a wistful affection 
and assuming it must have been better than what is now. Charles in Brideshead Revisited, as the title of the 
novel suggests, clings to the place where Sebastian ‘had been happy’. In ‘the Deserted Village’, ‘Elegy on a 
County Churchyard’ and ‘the Mower’s song’, the poets remember the past and since it was simpler, argue that 
it was better. However this is certainly not always the case. Charles exorcises his Brideshead Demons, and 
Wordsworth in ‘Tintern Abbey’ believes that the passage of time should be welcomed. Stoppard’s Arcadia 
debates this balance between looking to the past and creating the future through the academics Hannah, 
Bernard and Valentine. The new of the past can either be nostalgic or detached, as Stoppard demonstrates. 
Sebastian ‘mourns for his lost innocence.’ We are told by Cara that he ‘is in love with his own childhood’. 
Charles and Sebastian are described as ‘a pair of children’. Waugh’s constant reminders of childhood and the 
past in a positive light is simply a nostalgic interpretation. Sebastian is desperate to ‘escape from reality’. This, 
even with alcohol, is evidently impossible. Later, Samgrass notes that Sebastian’s drinking ‘wasn’t at all like 
old times’. This suggests that Sebastian’s attempt to cling to the past is futile. Oxford, with its ‘centuries of 
youth’, is not enough. Sebastian aspires to the impossible, saying to Charles ‘if only it could always be like 
this, always alone, always summers, the fruit always ripe.’  Waugh presents the past as an idyllic place, 
always better than the present. Charles cannot escape it; his nostalgic view of the past prevents him from 
advancing. After spending time in the jungle, he paints what the critics call ‘a maelstrom of barbarism’ but his 
wife says ‘they are not quite you’. Blanche similarly describes them as ‘simple, creamy English charm playing 
Tigers’. Waugh’s portrayal of both Sebastian and Charles’ desperation to recreate their Oxford Days suggests 
that the view of the past in Brideshead Revisited is fundamentally nostalgic.   
However, Charles trip in the Jungle and Sebastian’s move to Tangier are self-conscious attempts to forget the 
past. Charles knows that ‘there is no such world’ and believes that he has ‘left behind illusion’. Sebastian’s 
transition is more difficult, yet his hatred of his mother and refusal to see her before she dies suggests a 
willingness to move on from the past – hardly nostalgic. Julia too suffers, saying ‘sometimes I feel the past and 
future pressing so hard on either side there’s no room for the present at all’. Her ‘magical sadness’ is not a 
result of nostalgia, which evokes pleasant memories, but regret for poor decisions. Charles is only able to 
achieve catharsis when he revisits Brideshead during the War. The fountain is full of ‘cigarette-ends and the 
remains of sandwiches’ and the soft hills have become ‘a motor range, ‘Unsightly but very practical’. This 
finally destroys the pastoral idyll of Brideshead during ‘riotous exuberances’ of his youth and allows him to 
view the past without nostalgia.  
However, the speaker in Goldsmith’s ‘the Deserted Village’ seems unable to prevent himself from 
romanticising the ‘virtuous frugality’ of village life in ‘Sweet Auburn’. The villagers ‘best riches ‘were’ ignorance 
of wealth’. He nostalgically recalls the basic joys of the villages, the ’12 broken cups on the mantelpiece of the 
pub’. He laments the arrival of ‘the rage of gain’ and these ‘desperate times’. Goldsmith does not consider at 
all the downsides of Auburn, making his view of the past nostalgic. Thomas Gray in ‘Elegy on a Country 
Churchyard’ praises the ‘homely joys’ and useful toil’ of the ‘rude Forefathers’. The pastoral writings here seem 
to suggest, paradoxically, in an elaborately artificial way, that the simple way of life in the past was better. 
Marvell in ‘Mower to the Gloworms’ explores a different way of viewing the past nostalgically, before Damon 
was ‘with love if Juliana stung’. Love has brought with it pain and obfuscation of vision. His mind ‘was once the 
true survey’ and he fondly recalls ’his thoughts more green’. Juliana has ‘displaced’ Damon’s mind. The 
‘foolish fires’ have distracted him from his work. Since Damon was innocent and happy before, Marvell’s view 
of the past is nostalgic.  
Gray however is more subtle of his interpretation of the past. Some critics might argue that he is patronising in 
his praise of the ‘lovely train’, however others maintain that the poem is fatalistic, accepting death and 
diminishing the fear of not being remembered. As Gray writes, ‘paths of glory lead but to the grave’. Since a 
‘gem of purest ray serene’ is never to be seen, this wasted potential can hardly be nostalgic if it never 
happened. Death, which is ‘the cure alone’ to Damon’s woe, is a great demoraliser. In death, ‘some village-
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Hampden’, ‘inglorious Milton’ and ‘Cromwell’ are of the same status of their illustrious namesakes. Wordworth 
argues differently regarding the passage of time. He enjoys watching Dorothy’s reaction to ‘the green pastoral 
landscape’, not because he wishes he was like that again but because he hopes that he, like he has done, will 
see these ‘mild ecstasies mature into sobre pleasure.’ This interpretation of the pastoral, as improving over 
time, is not nostalgic. 
Valentine in Arcadia gives little status to the past, unlike Wordsworth. He sees ‘progress, not personalities’ as 
the most important aspect to our lives. Bernard however is romantic, preferring to learn from the past. Hannah 
too views the past as a wealth of stories and information. The two are arguable nostalgic, seeking to make 
sense of the past despite ‘the noise’ in vain. Bernard in particular is misled by documents. Byron, as he so 
confidently states, did not ‘shoot that hare’. Bernard does not seem to care at all about scientific progress. He 
prefers the old theories of the shape of the universe because it was ‘neater’. Thomasina equally laments what 
has been lost due to the passage of time. She laments for the library of Alexandra – ‘all those plays’ - Asking 
Septimus somewhat over-dramatically ‘how can we sleep for grief?’ she is guilty of viewing the past 
nostalgically here. Bernard and Hannah could be accused of viewing the past nostalgically. Bernard is explicit, 
whereas Hannah’s love for the past i.e. implied. At the heart of Arcadia are a number of paradoxes, 
appropriate in the pastoral genre. Props, through being left on stage, are transported centuries forward and 
backward in time. In a pastoral context, Bernard and Hannah’s recollections of the past contrast with one 
another; the former seeks celebrity and wealth, whereas the latter seeks the truth. Their clinging to what 
seems impossible to prove makes their view of the past nostalgic to minor extent. 
Their obsession, like Goldsmith and Grey, with a simpler time is juxtaposed with Valentine’s intention to 
rationalise what Bernard sees as romantic. His view of the past is cold and calculating, seeking is exploit past 
data such as in the ‘gamebook’ and Thomasina’s old exercise book. Stoppard manages to concurrently 
explore the theme of rationalising nature in both time zones. Thomasina declares to Septimus that ‘mountains 
are not pyramids and trees are not cones’. The repeated structure of her remarks emphasise how convinced 
she is. Similarly, Hannah asks Valentine ‘do you believe nature can be written in numbers?’ This detachment 
from the past is not nostalgic, but utilitarian. Thomasina is not a tragic figure, but ‘the girl who died in the fire’.  
Time, in the short term, makes one like Charles and Sebastian, keen to fondly remember the past. In the long 
term, as Arcadia demonstrates, the ‘little human tragedy’ becomes less important. The virtuous frugality 
appreciated by Goldsmith and Gray, while certainly nostalgic, is backwards and limited to them. For the 
majority, the view of the past is initially nostalgic but retrograde to human progress, and yet it retains an allure 
of a an unattianbale, and therefore doubly desirable golden age. 
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Student H 
 
Consider the significance of animal imagery in Blake’s poetry 
 
 
In his Songs of Innocence & Experience, Blake uses a number of different animals in order to express ideas or 
be used as a symbol for many key themes he wished to explore. This ranges from the Lamb & the birds in 
Innocence to the tygers and worms in Experience. The first major example of an animal within Blake’s 
collection is in ‘The Lamb’, where he asks the lamb – ‘Who made thee?’ From the lamb’s white wool and the 
biblical allusions between Christ and the lamb, - we can see that Blake intends to assign similar qualities to the 
lamb – of innocence and a pure morality – as were raised in the Bible. This also is a pastoral point, as sheep 
are assigned value as a symbol of pastoral lifestyle going back to the Bucolics – and Theocritus idylls where 
the main characters are usually shepherds. Thus, from the number of allusions we can see his intention for the 
lamb as a symbol of innocence and all that is good about the pastoral lifestyle. 
 
We can see the lamb’s significance as a symbol of innocence in several other poems imposed, such as in the 
Chimney sweep where is says of the little sweep: 
 
    ‘his head 
   that curl’d like a lamb’s back 
   was shaved’ 
 
This projects onto Dacre that same symbol of innocence, creating sympathy for the chimney sweep and 
showing the significance of animals Blake uses – also in poems such as ‘The Little Black Boy’. 
 
Sheep are also used to signify the pastoral lifestyle and the freedom the children experience in the ‘Nurse’s 
Song’. Where they take part of the children’s surroundings as they play. Another animal used in ‘Nurse’s song’ 
are the birds whom the children notice are ‘still in the skies’ when the Nurse first asks them to come in from 
play. Birds are used as a symbol often in pastoral literature as a symbol of natural freedom due to their ability 
to traverse the skies whilst man is not at all. Thus, their presence in the skies surrounding the children could 
be Blake showing the freedom the children experience too. That birds inhabit the sky also gives them 
significance in having a heavenly quality too, as their realm is closer to the heavens that Blake’s innocent piper 
believes exists. 
 
However, it must be taken into account that animal imagery is not simply used by Blake to signify good things, 
but also the worse things that he further explores in ‘experience’. For example, in the ‘Schoolboy’ (a useful 
bridge between ‘Innocence’ & ‘Experience’ as it was moved by Blake from the former to the latter) the speaker 
relates the Schoolboy’s experience of school as similar to ‘caging’ a bird – demonstrating his belief in the 
school’s power to inhibit freedom. 
Another powerful animal image used by Blake in experience can be found in his poem ‘The sick rose’. Here, 
Blake describes: 
 
     ‘The invisible worm  
     that flies through the night 
     in the howling wind. 
 
When taking into account the idea of pestilence raised by the word “sick” – it becomes clear the worm is a 
form of parasite, but not simply a physical one. This worm Blake tells someone ‘has invaded thy bed’ – giving 
a sexual idea to it. Pestilence and sex went hand in hand in Blake’s world – syphilis was rife, and Blake 
references the ‘marks’ which it can leave people or worse the ‘hearse’ in ‘London’. Perhaps the worm is a 
similar symbol here? It certainly seems to corrupt, and perhaps it is viewed by Blake as something punishing 
for the morals of the rose that has been sickened, the worm is a punishment for sin. 
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So far, the animal images we have explored tell us something about man. But this is not always the case. For 
example, in Blake’s ‘The Tyger’, he protests that it holds a greater power than man can fathom. Hence the 
‘what’s he uses throughout the poem. Even he does not know. This is a power beyond even God; ‘What 
immortal hand or eye/ dare frame they fearful symmetry’ – in this way, Blake seems to use the tiger not to 
reflect man in any way, but rather to warn it – Blake is preaching here the incredible power of the tyger as a 
representative of nature (no power crafted by ‘anvil’ or ‘chain’ can match it). The tyger, like nature is 
dangerous and cannot be ‘framed’, or enclosed. However, this does not mean it cannot be peaceful. 
 
In ‘Little girl lost’, the poem ends where Laika is confronted by the lions, but instead of being attacked by them 
we find in ‘Little girl found’ she ends up living alongside them. Blake here demonstrates that perhaps if we 
follow the chaos of nature instead of control it. 
 
 
Frank Kermode said pastoral is most effective in delivering a message to ‘any child who has seen a sheep’, 
and I believe Blake saw the same power and significance of animals that Kermode did. I believe animals are 
hugely significant in Blake’s poetry due to their power to deliver a message, be it of nature or God, to anyone. 
 
 

• This response is clear and explanatory. What would make it a secure band 5 response? 
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Student I 
 
To what extent do you think gothic writing is a disturbing exploration of the 
unknown? 
 
A “disturbing exploration of the unknown” suggests links to transgressive acts and seems to be presented in all 
of the gothic texts I have studied, with it being especially notable in “Doctor Faustus” and Chaucer’s “The 
Pardoner’s Tale”. It could be argued to play a dominant role in ‘The Bloody Chamber stories too.  
Firstly, the play of “Doctor Faustus” by Marlowe presents the reader with the gothic protagonist of “Faustus” 
whose lust to explore the unknown and gain power whilst doing it, seem to agree almost entirely with the 
question. Faustus is initially enticed to sign a deal with the Devil as he believes ‘a sound magician is a mighty 
God’. He has become bored with his knowledge of the obvious scholarly subjects and so wishes to explore the 
unknown – an act which has clear disturbing consequences. Marlowe’s use of the phrase “mighty God” makes 
Faustus’ aims to transgress clear. He lusts after power, something he can achieve through his promise of “if I 
had as many souls as there are stars/as I would give them all unto Mephastophilis’. Marlowe’s use of the 
phrase “all” seems emphatic and final, as if he will stop at nothing to achieve his true desires.  
Faustus brash statement towards Mephistophilis of ‘come, I think Hell’s fable’ presents yet another reference 
to aspects of the unknown he wishes to explore and has been met with differing interpretations. It could be 
argued to present the reasoning behind Faustus’ actions –  he seems unable to comprehend Mephastophilis’ 
statement of ‘This is hell, nor are we out of it’. This exploration of the unknown with Faustus being unsure of 
Mephistophilis’ metaphorical and philosophical meaning means the audience can see how the unknown 
presence of hell presents such a huge part of the play. Furthermore, when Faustus is presented with the 
previously unknown characters of the Seven Sins he exclaims that witnessing them “feed his soul” once again 
highlighting how Faustus’ actions were driven by his desire to discover the unknown. Contextually, with 
Marlowe’s possible intention of ‘Doctor Faustus’ being an atheist play, the statements of Mephastophilis of hell 
indeed existing on earth means even the audience is left with an idea for them to explore – a very effective 
literary device by Marlowe.  
The exploration of the unknown seems to play a huge role in Chaucers “Pardoner’s Tale’ too. The revellers 
after “eten and drynken over their might” took on the ridiculous quest of killing death – “Death shall be dead”. 
In other words, Chaucer makes it clear through the characters of the revellers just to the extent of how they 
are driven to explore the unknown as a result of their heavy intoxication. The personification of “Deeth” means 
the audience is exposed to the idea that death may be an uncontrollable individual rather than a natural 
presence. This may have been especially effective when taking into account the context of production at one 
time Chaucer was writing. It was a time of the plague, when death was a common occurrence and perhaps 
even seen as a preferable outcome rather than suffering terrible with the Black Death. The quest to seek death 
and explore the unknown, or even see if it would be possible, leads the revellers to transgress. They cross 
society’s accepted norms by even getting drunk in the first place which proves the characters as being 
possibly interpreted as gothic villains. The disturbing exploration of the unknown by the revellers – and the tale 
of it – is used by the pardoner in an attempt to sell his false pardons which were really “Y coinned with bones”. 
In “The Pardoner’s Tale”, therefore, Chaucer uses the exploration of the unknown as a way of highlighting the 
possible much wider contextual meaning of exploration of the unknown as a way of highlighting the possible 
much wider contextual meaning of exposing the corrupt nature of the church, or those who work on behalf or 
for it. The pardoner wouldn’t even feel remorseful about taking the last penny from “the povereste  wylowe in a 
village” furthermore highlighting the corrupt nature which becomes clear though his tale of telling a disturbing 
tale of an exploration of the unknown purely to make a profit. It provides a way of Chaucer making the 
Pardoners true, possibly truly evil, intentions clear. 
In “The Bloody Chamber” short story the girl wishes to explore “the office” of her husband by using the 
“forbidden key”. The use of the word “forbidden” by Carter may present a parallel between the girl and Eve in 
the Garden of Eden as she ate the forbidden apple. This possible reference to the bible means the girl’s 
exploration of the unknown is made into a very heavily weighted point. It has also been argued that through 
“The Bloody Chamber” story it becomes clear how the girl wishes to explore the unknown sides of her own 
character. She notices when looking in the mirror “a potentiality for corruption” the “potential” to become 
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corrupt through her actions is mirrored in “The Lady of the House of Love” when the young officers virginity 
means his innocence is present along with a “potential in the unknown”. The very gothic idea of the loss of 
virginity providing a rite of passage means in many of the stories the “disturbing exploration of the unknown” 
comes in the form of the characters exploring themselves.  
On the other hand though, the story of “The Bloody Chamber” presents no exploration of the unknown for the 
Marquis as he has already been married three times previously. The girl seems flattered with his invitation to 
join his “gallery of beautiful women”, but this highlights to the reader how the young girl he marries just 
provides a way of fulfilling his lust rather than exploring anything he didn’t previously know.  
In conclusion, in the gothic texts I have studied, on reflection it is clear just how prominent the ‘disturbing 
exploration of the unknown’ really is. In “Doctor Faustus” Marlowe uses it to show Faustus’ incentive of selling 
his soul the devil. In “The Pardoner’s Tale’ it provides the story which the Pardoner uses to sell his fake 
pardoners as a result of it’s disturbing nature which highlights the lack of morality in the character and possibly 
in the church more generally. And finally it is clear in the “Bloody Chamber” stories as a result of the 
characters exploring the unknown aspects of their own personalities. Overall, a disturbing exploration of the 
unknown provides an effective backdrop of making the true gothic realities of both the characters and the plots 
clear – an effective use by all three authors to engage, shock and terrify the audience/reader making sure they 
take the ideas of the text even when they have finished the text.  
 

• This has a sense of purpose, and despite some shortcomings it reaches band 5. What might be 
required to make further progress? 
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Student J 
 
“Faustus is a gothic victim, rather than a gothic villain.” 
 
To what extent do you agree with this view of Faustus’s role in the play? 
 
 
Faustus can be perceived as both a victim and a villain in the gothic sense in the play ‘Dr Faustus’, yet 
arguably his own humanity and the manipulation of his human desires by Mephistophilis and Lucifer ensure 
that, especially by the end of the play, Faustus is set up by Marlowe as a gothic victim. Despite choosing the 
shocking path of selling his soul to the Devil, which may imply that Faustus is a villain in the story, ultimately, 
his own foolishness and naivity surrounding what he has done suggests that his role in the play is that of a 
victim. 
 
Certainly, Faustus can be perceived as a gothic victim of Mephistophilis’s ideas and his persuasion for 
Faustus to sell his soul. Indeed from Mephistophilis’s very arrival, Faustus appears afraid of him, asking him to 
“go and return old Franciscan Friar”. This would suggest that Faustus is a victim from the beginning of 
Mephistophilis’s ability to instil terror and thus Faustus requires him to come back as something comforting, 
namely a priest, an ironic point in itself Marlowe implies, suggesting  that the appearance of good is not good 
itself. Faustus throughout the play becomes victim to the ideas of Mephistophilis and Lucifer, through their 
trickery to make evil seem appealing and draw Faustus away from God’s power. They certainly seek always to 
draw Faustus towards evil, with Faustus himself often wanting to repent, as suggested by such lines as “I will 
renounce this magic and repent.” Indeed, as shown through Mephistophilis’s destraction of Faustus when he 
asks “Tell me, who made the world”, it is perhaps apparent that Mephistophilis seeks to draw Faustus away 
from God who “made the world”, as Faustus later recognises, and thus Marlowe sets up Faustus as a victim of 
Mephistophilis trickery and deceit. 
 
Furthermore, the structure of the play mirror Faustus’s desire to turn towards bad and Mephistophilis’s removal 
of his temptation in Scene 5, with Marlowe using repetition of emotions such as the gothic ideas of doubt, 
persuasion, gaining something for material benefit and thus succumbing before pulling back again as 
illustrations that the need to pull Faustus away from bad is always there, even after Scene 5 and Faustus 
selling his soul. 
 
Indeed, Faustus is not just a victim of Mephistophilis’s ideas, that lead him to sell his soul, something that 
would be that would be seen as the ultimate sin and thus constitute damnation for eternity for Elizabethan 
England, setting up Faustus as a victim for the price he hasn’t pay for Mephistophilis actions, that resort to him 
attempting to persuade Faustus to kill himself through seeing “swords and daggers” as a way to damn him to 
hell. Thus, Marlowe may suggest that whilst Faustus did commit sin, it was done as a result of threats and the 
gothic idea of trickery, setting up the gothic idea of deceit in the story and implying that Faustus is a victim in 
the play. 
 
In addition, Faustus is a perhaps presented by Marlowe as a victim of his own obsession and humanity. 
Indeed, Faustus is seen having an obsession with the acquisition of knowledge in the play, leading him to 
demand to “resolve me of all ambiguities” from Mephistophilis. Marlowe certainly sets Faustus up as human in 
the play, shown by the lines “this the man that in his study sets” and “ yet art then still but Faustus, and a man” 
Indeed, Marlowe demonstrates Faustus’s humanity by the nature of his obsession, which is confined to the 
realms of humanity, as ultimately, that is all human can comprehend. Furthermore, this obsession, which is 
illogical like Faustus himself, shown through the statement “necromantic books are heavenly”, is used by 
Marlowe to set Faustus up as a victim in the play, by being a victim of his very humanity and mental obsession 
that strive him to go beyond humanity. 
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The evil and good angel, who Marlowe perhaps implies are the two sides of Faustus’s conscience, reinforce 
this views, with the evil angel appearing for more tempting as opposed to the good angel that promises 
redemption but the “heavy wrath of God” Marlowe suggests here that Faustus’s own conscience is telling him 
to transgress, thus perhaps setting him up as a gothic victim of his own humanity and the darkness that comes 
with this. Marlowe perhaps wishes the audience to feel, both in the Elizabethan era and as we do now, that 
Faustus, as many have done before, has become victim to the human desire to achieve more than that which 
exists on Earth. 
 
Faustus does not only become a gothic victim in the sense of having suffered as a result of their own or others 
actions due to his human obsession to acquire knowledge, leading him to ask “where are you damned”, but a 
victim of the pointlessness of his quest, shown both by Marlowe through Faustus’s lack of understanding of 
what he is told, such as when Mephistophilis tells him “why this is hell, now am I out of it”, setting up hell as a 
state of mind , and through his inability to achieve knowledge other than that which he can learn from on Earth 
anyway. Therefore, Marlowe may present Faustus as a victim of his own foolishness and pointlessness of his 
sacrifice that lead him to utter helplessness, which evokes a sense of sympathy in the audience through their 
realisation of his despair through the line “ I’ll burn my books” a total rejection of his previous obsession.  
 
However arguably an Elizabethan audience put place Faustus firmly in the role of villain in the play. Certainly 
he possesses many gothic qualities associated with villains such as the turn towards evil and his disrespect for 
God shown through his treatment of church figures such as the Pope through a “box of the ear”. Although the 
Pope was seen as the anti-Christ by Elizabethans at the time, this clear subversion of all to do with god is 
something the audience would find shocking, and set Faustus up as a villain for committing sin, epitomised 
through him selling his soul to the Devil that his very nature opposes, shown through the line “my blood 
congealed”. 
 
Furthermore, Marlowe sets Faustus up as a villain from the prologue, telling the audience that he falls “to a 
devilish exercise”, thus linking Faustus to the ultimate gothic villain in the Devil. Indeed, despite Marlowe 
perhaps using the prologue to shape our reponse throughout the play and leave us questioning whether 
Faustus really is as bad as the Devil or is a gothic victim, Marlowe certainly presents Faustus’s role as 
inherently villainous at the start of the play, shown through the play’s structure. 
 
It is also worth considering that although Faustus can arguably play victim to the language used by 
Mephastophilis to tempt Faustus into hell and for his “waxen wings” to “mount above his reach “, ultimately 
Faustus chose to sell his soul, and instead of turning back when his he asks “what does the staying of my 
blood portend”, continues with his offering to the Devil. The idea of the temptation of the Devil is one much 
adhered to in Christian doctrine, and on Elizabethan audience would have been aware of this. Thus, perhaps 
Marlowe uses Faustus, in style with a typical morality play, to illustrate what happens if you give in to that 
temptation instead of remaining steady to God, and thus presents Faustus as a villain for choosing to remain 
with the Devil. 
 
It is without doubt that Faustus is given many chances to repent in the play, with the ideas epitomised by 
Marlowe through the Old man. Indeed this God – like figure tells Faustus to repent and yet he does not, as 
ultimately he is fearful of God and has no trust in his own redemption. This refusal to repent makes it difficult 
for Faustus to be set up as a gothic victim, as he has been given many chances at salvation shown by 
“conduct thee to celestial rest” and yet remains with the Devil, thus allowing Marlowe to present Faustus as the 
gothic villain in the play “Dr Faustus”. 
 
Nonetheless, the last scene in the play may imply that although Faustus is perhaps perceived as a gothic 
villain, he ultimately still has faith in God, thus limiting the scope of his villain status. Marlowe presents Faustus 
as slightly pitiful upon utter damnation, that whilst possibly is used as a warning as to what will happen if you 
defy God, also evokes sympathy in the audience. Indeed, upon his Penal damnation, that whilst possibly is 
used as a warning as to what will happen if you defy God, also evokes sympathy in the audience. Indeed, 
upon his Penal damnation Marlowe presents Faustus as turning back to God with the lines “My God, my God, 
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upon his Penal damnation Marlowe presents Faustus as turning back to God with the lines “My God, my God, 
look not so fierce on me” and “to practice more than heavenly power permits”. These statements may suggest 
that Faustus ultimately aims to repent, yet it is too late, setting him up as a victim in the final scene that 
Faustus should not be judged too harshly to ultimately set him up as a gothic victim rather than the natural 
villain on Elizabethan audience would perceive him as being. 
 
Thus, Faustus is perhaps shown, through his own human obsession with the acquisition of knowledge, 
Mephistophilis ideas and his own turn towards God at the end, as taking on a gothic victim role in “Doctor 
Faustus. Although considering his villainous act of making a deal with Devil, his pitiful appearance and naivity 
make it difficult to see any character but those of the Devils as villains in ‘Dr Faustus’. Thus, Faustus can be 
seen as a gothic victim rather than a gothic villain in the play. 
 

• This is a borderline band 6 response. What advice would you give to make it secure in the top band? 
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Student K 
 
How far do you agree with the view that Macbeth is a very moral play about the 
punishment of sin? 
 
There is a fine balance between morality and immorality in “Macbeth”; the play cannot be definitely 
categorised in either a moral or immoral light. The recurring images of heaven and hell suggests that there are 
moral boundaries within “Macbeth”, however Macbeth and Lady Macbeth show all morality and embrace 
darkness so that the lasting feeling of the play is one of barbarity and transgression. The greatest sin is the 
regicide; the pain both Macbeth and Lady Macbeth endure could be seen as punishment for this 
transgression. But Macbeth cannot be considered a “very moral play”, for it entertains both morality and 
immorality.  
The images of heaven and hell that are contrasted within “Macbeth” suggest that moral boundaries exist, and 
the further Macbeth sins, the deeper is his association with hell, suggesting punishment. This contrast is first 
displayed in the parallel established between King Duncan and Macbeth. The King, when he has been 
murdered, is lamented by Macduff - “Most sacrilegious murder hath broke ope/The Lord’s anointed temple”. 
Significantly here, Macbeth is rendered as nothing more than a murderer, while Duncan is represented as a 
sacred temple, whose holy walls are corrupted by Macbeth. This association with hell deepens the further 
Macbeth sins and the more he shrouds himself in darkness (“Come seeling night/Scarf up the tender eye of 
pitiful day” he calls to the night after he is made aware of Banquo’s murder): Macduff assures Malcolm that 
“Not in the legions/of horrid hell can come a devil more damned/In evils to top Macbeth”. Macbeth is now 
essentially in the same level of sin as the devil himself, his transgression is therefore linked to the 
transgression of Satan when he rebelled against God, which reinforces this moral boundary that Macbeth has 
crossed. By the end of the play, the word “tyrant” has become synonymous with Macbeth, and epithets such 
as “hell- hound” and “hell – kite” and “black Macbeth”. Thus, the character of Macbeth is shown by 
Shakespeare to have sinned and to be permanently associated with his sin. This suggests there is morality, 
and it is a punishment in its own right to be so associated with hell.  
 The true punishment, however appears in the mental repercussions of both Macbeth and Lady 
Macbeth’s actions. Macbeth is immediately mentally damaged by the knowledge of what he has done, asking: 
“wherefore is that knocking?/How is’t with me when even noise appals me”. Lady Macbeth is comparatively 
colder in her reaction compared to Macbeth, although she does ultimately descend into madness as he does; 
she initially condemns Macbeth for his indecision and weakness (“my hands are of your colour/But I shame to 
wear a heart so white”), but descends to madness in the sleepwalking scene, when she cries “with all the 
perfumes of Arabia sweeten this little hand”. Macbeth instead changes from being mutually distraught to 
hardening himself, assuring that, following his visit to the witches, “the mind I sway by and the heart I 
bear/shall never sag with doubt not shake with fear”. Macbeth and Lady Macbeth thus show the mental 
punishment that a human being naturally endures in the aftermath of such an act as regicide. This would 
suggest that if both Lady Macbeth are punished, then the boundaries established by the heaven and hell 
imagery have been crossed, and that morality exists in “Macbeth”.  
 However, the lasting feeling from a performance of Macbeth is on of moral abandonment, particularly in 
how Macbeth and Lady Macbeth embrace darkness. Macbeth succumbs to the “supernatural soliciting” of the 
witches and the encouragement, and even corrupting, of his wife. When he has already committed the crimes 
of regicide and even fratricide to a degree in the death of Banquo, for they were nice comrades, he calls to 
night “with thy broody and invisible” hand to “Cancel and tear to pieces that great bond/which keeps me pale”. 
This mirrors Lady Macbeth’s own conjuring of spirits immediately after she has read Macbeth’s letter: “Come 
thick night” she calls “pull thee in the dunnest smoke of hell/That my keen knife see not the wound it makes”. 
Both protagonists here abandoned all morality at this point, and this combines with the rapid progression of 
events in the play, with death after bloody death, which culminate in the infanticide of young Macduff. The 
immorality of the Macbeth’s words align with the immorality of their actions; the gradual darkening of their sin 
through their actions gives their (or at least Macbeth’s) words substance and proves that immorality abounds 
within “Macbeth”. Although they are punished, the Macbeths are still able to achieve a horrifying level of 
transgression and sin.  
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  Overall, Macbeth cannot be definitively judged a moral or immoral play, however it does show the 
punishment of sin. The images of heaven and hell set up the moral boundaries that are crossed by Macbeth 
and Lady Macbeth’s transgression, for which they are punished by both mental anguish and by association 
with hell. However, they are able to commit a significant level of sin and alternatively show all morality at the 
beginning of the play, leaving the audience feeling as if they have witnessed a very immoral play.  
 

• Some of the thinking and detail in this suggests this merits band 5. What advice would you give to 
develop this further? 
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Student L 
 
How far do you agree with the view that Macbeth is a very moral play about the 
punishment of sin? 
 
The theme of morality is strong in Shakespeare’s ‘Macbeth’ as is the theme of punishment, but to say that the 
play is only about the punishment of sin does not cover many aspects of morality present in the play. Sin is 
indeed punished, through both Macbeth and Lady Macbeth’s madness, but morality includes many other 
characters and interpretations of the play. 
 
A prime example of sins being punished would be Macbeth himself. Even before the sin –killing Duncan- is 
committed, Macbeth has visions of a ‘dagger’ that he sees before him. The dagger serves as a precursor to 
the murder, as it is a tool for killing, but more interesting is its inclusion in the first place.  It is unclear whether 
Shakespeare intended for the dagger to be present or not on the stage- this is because it has different 
meanings depending on if it is there or not. If it is present, such as in the Polanski representation Macbeth, it 
can be seen as an element of the supernatural and thus is not relevant for the sake of this argument. 
However, it is not present, Such as in Gould’s representation, it suggest that the dagger is a vision only seen 
by Macbeth-the onset of his madness due to his imminent sin. Then villains worsen after the murder, with 
another example being the ghost of Banquo at the feast. Macbeth has committed sin by ordering the death of 
Banquo, and is punished by his grotesque vision of his ghost, with its ‘gory locks’. This is significant in the play 
overall, as it occurs at the climax of the play. This is the point at which others begin to question his sanity and 
thus highlights that his sanity being lost is punishment for his sins, for both the audience and the other 
characters in the play. This therefore shows that the play is moral and that the play is about the punishment of 
sins. 
 
 
However, things are not that simple. If Macbeth is to be deemed a ‘very moral play’ and about the punishment 
of sin, then sin must be the only reason for punishment. This is not true, as Banquo is punished with his 
murder , not for sin but because he knew too much about Macduff’s sins-always wishing to bring up the ‘weird 
sisters’ and ‘talk’ to Macbeth about them and their prophecy. Therefore his punishment via the murder of his 
family, at the behest of Macbeth –his ‘babes’, ‘savagely slaughtered’. This is another example of unjust, 
immoral punishment-simply because Macbeth has the feeling that madness suspects him of Duncan’s murder. 
The very immorality of these acts is highlighted by the brutality of their descriptions -Banquo’s ‘gory locks’ (as 
Macbeth presents his appearance after his death) and the ‘slaughter or Macduff’s family”. The fact that they 
are highlighted in such a manner is significant in the play overall, as just as these acts of unjust punishment 
are vivid and poignant to the reader, the acts of just punishment contrast by not being present in the text with 
anywhere near as much prominence. It is presumed that Lady Macbeth has killed herself, and Macbeth is 
beheaded. Both of them do not actually occur in the text but are relayed by other characters to the audience. 
This is most likely Shakespeare’s attempt to add to the justice of their punishments - the audience does not 
need to know the gory details, just that justice has been served. Their place in the text is also significant, as 
the brutal, unjust punishment, occur at the climax and denouement of the text, which the punishment for sins 
occur in the resolution. This suggests that the unjust deaths are used to build tension, but the just deaths are 
used to enforce the resolution of the plot. This then suggests that the play is not entirely moral, nor that 
punishment only occurs due to sin. 
 
Another point to consider is Lady Macbeth, as she is does not explicitly commit a sin, but is punished arguably 
more harshly than Macbeth who actually does commit sin. Though she convinces Macbeth to sin-‘look like 
th’innocent flower, but be the serpent under’t’ she does not commit sin, but is punished by losing sanity, 
particularly to the ‘cursed spot’, which she cannot get ‘out’. This served to question the play’s morality, as the 
punishment meted out is not proportional to the sin committed. A different view point would be that she has 
committed a greater sin, as she tries to gain power by becoming more like a man-‘unsex me here’, and she 
convinces Macbeth when he was unsure, showing that she has power over him. This viewpoint would be 
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recognised by a contemporary audience more significantly than a modern audience, as the Jacobean society 
was much more patriarchal than our own, and thus Lady Macbeth’s method of seizing power via her husband 
would be seen as a more heinous death. This then would support the morality of the play, because her greater 
punishment would be proportioned to her greater sin. 
 
In conclusion, the play is most definitely about morality, but it is hard to definitively argue whether it is just 
about the punishment or sin, as there are too many aspects of the play that suggest either side of the 
argument.  
 
 
 
 

• This is a competent band 3 response. What advice would you give the student in order to move into 
the next band? 
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Student M 
 
To what extent do you think that writers use elements of the pastoral tradition to 
attack social or political wrongs? 
 
Hardy, Shakespeare and Blake all attack what they see as social and/or political wrongs though the pastoral 
medium. It is clear that Blake does this in almost every poem and Hardy’s Tess of the d’Urbervilles attacks the 
socio-political wrongs in the countyside and the exploitation of the peasantry to such a extent that some have 
called this work anti-pastoral. Shakespeare incorporates this view into his work much more sparingly but it is 
clear that all three writers use the pastoral genre and bucolic elements to highlight and criticize what they see 
as social or political wrongs. 
In ‘London’ by Blake, he is very critical of the moral corruption of the ‘chartered streets…near where the 
chartered Thames does flow’. Blake highlights several social wrongs in this poem specifically exploitation of 
children through chimney sweeping and prostitution –‘the young harlots curse…blights with plagues the 
marriage hearse.’ Political attacks are also made by Blake when he references the established church which 
“appalls” and the running of “blood down place walls”. Blake was very critical of the treatment of the Urban 
poor something he alludes to further in ‘The Human Abstract’ saying “pity” could not exist if we did not “make” 
people poor. Thus attacking the social wrong, in his view, of an economic system in which the poor are 
exploited and driven into further poverty.  
Another target for Blake’s criticism is the social wrong of the exploitation of children. In ‘A Cradle Song’ Blake 
writes that the “divine image” can be “traced” from an infant’s face. Blake saw childhood as pure innocence 
that needed to be preserved. He used the pastoral imagery of birds in “The Schoolboy” to denounce the 
“caging” of children by the establishment – “how can a bird that was born for joy, sit in a cage and sing?” 
‘Infant joy’ in ‘Innocence’ Portrays Blake’s vision for the way children should feel. “My name is Joy, I am 
happy”, in stark comparison to infant sorrow in ‘Experience’ in which the baby is likened to a “fiend hid in a 
cloud” and resolves to “sulk” at its “mother’s breast”. This is a clear attack by Blake on social injustice and the 
political wrong in mistreating and exploiting children when childhood ought to be cherished. 
In ‘As You Like It’, the socio-political attacks are much more light-hearted and serve the purpose of presenting 
the contrast between the situation at the beginning of the play – sadness, loss, exile, betrayal – into the 
situation at the end – happiness, resolution, restoration and love, which is typical of a comedic play. 
Shakespeare in many ways attacks the court of Duke Frederick through Duke Senior’s initial speech “hath not 
old custom made this life sweeter to man than that of painted pomp”. Further established in the debate 
between Touchstone and Corin in which Touchstone claims Corin is “wicked” for lacking manners of court, to 
which Corin retorts that the manners upheld at court would be “ridiculous” as in the country. The contrast 
between Corin and Touchstone is clearly intended to attack the social rigidity and pompousness of Court with 
Touchstone automatically referring to himself Rosalind and Celia as Corrin’s “better’s”. Upon their initial 
meeting, Corin’s short monologue about his life “earn no man’s hate, envy no man’s happiness” is clearly 
intended to elevate country life with its pastoral elements above the morally ambiguous court. The pastoral 
setting of Arden and its healing abilities, - the conversion of Duke Frederick and the reconciliation of OIiver and 
Orlando – is an extension of Shakespeare’s criticism of court, presented though the idealisation of Arden and 
the country characters.  
Tess of the d’Urbenvilles in some ways can be viewed as a socio-political observation and critique of the 
unrealistic portrayal of the Victorian countryside by Hardy. It’s lack of celebration of country life and the realism 
involved in Hardy’s telling of the narrative has led some to call it a piece of anti-pastoral literature. The main 
theme of the novel is the desperately unfair exploitation of the peasantry in the early 19th century, in particular 
the exploitation of poor women by upper class men. Tess is taken advantage of and wronged by most of the 
men in her life. Her father’s drunkenness leads her to taking Prince out on the fateful night in which he was 
killed and it was her father’s idea he send her to the d’Urbenvilles.  
Hardy uses the destruction of Tess to lament the destruction of the peasantry and attached the social laws that 
lead to Tess’ fall. The subtitle of the novel is “a pure woman” is a direct attack on the social law of that would 
view Tess as anything but pure. Hardy attacks religion – in his social context an extension of politics – in the 
novel with a religious man revealing the Durbeyfield origins –setting things in motion for Tess’s death – the 
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church’s refusal to baptise or bury Tess’ illegitimate baby Sorrow, Alec’s reappearance as the “covert” and 
Angel’s association with the clergy. All of these are examples of Hardy subtley, and in some cases openly 
attacking the church in a time when government was not entirely secular. He also attacks the double 
standards surrounding men and women. Upon Tess and Angel’s joint confession Angel “cannot forgive” Tess, 
to which Tess says “forgive me as I have forgiven you” to no avail and is abandoned by Angel. The 
desperately sad realisation in Tess’ part that the “happiness was too much, it could not have lasted” upon her 
arrest, is an example of Hardy’s indignance at the realisation of the poor treatment they receive from others in 
particular members of the upper echelons of society. Hardy specifically includes a questioning of social law in 
Tess’ train of thought during her pregnancy, blaming “social laws” for shunning her when she has broken no 
“natural laws”. This comparison between nature and society carries Hardy’s criticism of social laws for 
perverting and condemning natural freedom. 
To conclude, it is clear that the writers I have studied employ pastoral elements, or in Hardy’s case challenge 
the very existence of pastoral elements, attack, criticize and highlight political and social wrongs during the 
time in which they wrote in which their narratives are set. 
 
 

• This is a successful essay which reaches the band 5/6 borderline. What might help to secure its place 
in the top band? 
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Student N 
 
“In Wuthering Heights love is presented as an emotion which provokes violence 
rather than tenderness.” 
To what extent do you agree with this view? 
 
In Wuthering Heights, the concept of love is prevalent throughout. Bronte utilises aspects of Romanticism, 
particularly the idea of all-encompassing, resounding love, within many of her characters’ relationships. This 
sense of powerful love is most clearly seen in the relationship between Edgar and Catherine, Cathy (from here 
on referring to Catherine Senior’s child) and Hareton Earnshaw, and even possibly Nelly and both Catherine 
and Cathy. All of the above mentioned relationships could be said to feature both aspects of violence, as well 
as tenderness. Bronte presents such a normalised view of violence, that at first it is difficult to decipher 
whether she presents love as an emotion which provokes violence, or indeed tenderness. Attempting to 
categorically conclude that the love in Wuthering Heights provokes only either is, in my opinion impossible.  
Perhaps the most apparent presentation of love between two characters is seen in Catherine and Heathcliff. 
Bronte highlights the strength of their relationship through Nelly’s declaration that she “could invent no greater 
punishment than to keep her separate from him”. Bronte demonstrates, even in their childhood, an intertwined 
relationship in which they co-exist. This is synthesised even further when Catherine declares “I am Heathcliff!” 
– she is inseparable from him. Bronte solidifies this with natural imagery in Catherine’s assertion that her “love 
for Heathcliff is like the eternal rocks beneath”. All of this language is used in a bid to establish a sense of 
powerful love between Catherine and Heathcliff.  
Whether this strength of passion fits the description of ‘tenderness’ however, is debatable. If we mean ‘soft, 
affectionate, caring love’ it seems that Bronte’s presentation of Catherine and Heathcliff simply do not fit this 
criteria. Bronte’s hyperbolic language and natural imagery establishes a perception of something far more 
passionate – perhaps due to their teenage mindset, as Catherine was supposedly only fifteen when she 
declared her love for Heathcliff – than true ‘tender’ love. Perhaps their love neither provokes violence or is truly 
tender, by Bronte’s exposure of both violent and loving actions she presents a more ambiguious relationship – 
it is simply more complicated than that.  
However, it could be argued that the idea of love in Wuthering Heights evoking violence is more persuasive 
than the idea of it stimulating ‘tenderness’. On several occasions, Heathcliff and Catherine’s love creates 
violent behaviour. This is exemplified through Bronte’s use of another perhaps Romantic element – two suitors 
in pursuit of one woman. Catherine’s decision to marry Edgar because marrying Heathcliff would “degrade” 
her now, caused intense jealousy in Heathcliff, even causing him to “throw a tureen of hot apple sauce” 
directly into “the speaker’s”, or Edgar’s, “face”.  
It also arguably this pivotal moment in the narrative in which Catherine rejects Heathcliff to marry Isabella, as 
he wants to make Catherine jealous. This decision has huge implications of violent behaviour, towards both 
Isabella, and her dog. Heathcliff is seen to treat Isabella with such a lack of respect that even declares that her 
“single pleasure would be to die or see him dead”.  Isabella has no other pleasure; her whole life has been 
consumed with misery due to his violence. He attempts to hang her dog with a handkerchief as soon as they 
elope and offers her violent, neglectful behaviour. He pursues this to such extreme that Isabella even writes to 
Nelly asking if her were “a ghoul or a vampire”, as if no human would be capable of such wicked behaviour.  
It could however, be said that Isabella is another example of love stimulating, perhaps not direct violence, but 
an acceptance of violence. She does not protest her dog being hanged and seems to accept Heathcliff’s 
behaviour when she is supposedly ‘in love’ with him. It is not until she wants to “see him dead” that she 
declares that “violence is a spear pointed at both ends”. Therefore, love can lead people to accept, if not 
directly participate, in violence in Wuthering Heights.  
Heathcliff is again seen to exhibit violence over his love for Catherine, when Lockwood screams after seeing 
“a child’s face” at the window, claiming that Catherine had appeared at the window saying she has “been a 
waif for twenty years”. This causes such terror in Heathcliff that he “hit his forehead with rage”. Bronte clearly 
emphasises that Heathcliff’s natural reaction is violence, all caused by the thought of his lost love. Similarly, 
his reaction to his hit head on a tree repeatedly when Catherine dies reiterates this notion – he simply cannot 
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handle the intensity of his love, so resorts to violent behaviour. Sutherland, famous for the essay “Is Heathcliff 
a murderer?” would even go as far to argue that Heathcliff’s love for Cathy was so consuming that he resorts 
to killing Hindley, because he exiled him out of the house and into the “stables”, separating Catherine and 
Heathcliff and allowing them to grow apart. I however, think this is perhaps a violence too far for even 
Heathcliff.  
The idea of the use of violence to cope with the consuming strength of love could be furthered in Bronte’s 
presentation towards others. This is taken to such an extreme that Nelly even “stows” Hareton in a “cupboard” 
for fear of what he would do to him. Hindley even goes as far as to “pull” Nelly back “by the skin” of her neck, 
like a dog”, as well as putting a knife between her teeth declaring “with the help of Satan” she will “swallow the 
carving knife”. Even though perhaps not the most docile character to begin with, this severe degradation of 
Hindley’s moral actions, increasing his use of violence, epitomises the effect of love, and the fact that in 
Wuthering Heights love can lead to violent actions.  
It could however be argued that love does not always lead to violent behaviour. One could even go as far to 
say that love can sometimes bring a character back from violent tendancies. Bronte exemplifies this in her 
portrayal of Hareton. Not only does Cathy’s love for him negate his harsh tendancies seen when “all of” the 
“surly harshness” disappeared from his face on resolving a row with Cathy, but also by the influence that Nelly 
had over his upbringing. Despite having to move with Catherine to Thrushcross Grange when Hareton was 
“only learning his letters”, she showed love and care for Hareton, even calling him her “little lamb”.  
This is strengthened when Hareton is seen to throw a rock at Nelly and shout “a string of curses” when she 
approaches the house later in the novel, and yet Nelly still treats him with kindness and affection. In this way, it 
could easily be argued that love, in this case a maternal, motherly love, can evoke tenderness in even the 
characters who are most prone to violence. With violence normalised in ‘house of nature’ or Wuthering 
Heights, seen through Hindley’s actions, Heathcliff’s actions towards Isabella, and exemplified when “no one 
moved a second faster” when Lockwood was being attacked by their dogs, Hareton could have easily grown 
up to be truly violent, yet Nelly and Cathy’s love prevented this from happening.  
This is again seen through Edgar Linton, who appears to possess a clearly ‘tender’ love for Catherine. He is 
refined and gentle, living in the cultured Thrushcross Grange – “a splendid place carpeted with crimson”. He is 
never violent towards her an and is truly heartbroken when she dies. Unlike Hindley with Frances and 
Heathcliff with Catherine, he does not turn to violence and anger, he focuses all of his attention of his “angel” 
Cathy. In this way, his love for Catherine, and his loss of Catherine evokes a protective ‘tenderness’ over his 
child. Therefore, it cannot be said that all love in Wuthering Heights leads to violence.  
Within Wuthering Heights, Bronte’s complex presentation of relationships and the love within them lead to a 
complicated portrayal of love’s effects. Although violence is clearly seen to stimulate from some character’s in 
particular Heathcliff’s and Hindley’s, love, it is unfair to state that all love within Wuthering Heights has this 
effect. Perhaps Heathcliff and Hindley’s natural tendancy toward violent reactions were due to other causes, 
being labelled as an outsider and “it” in Heathcliff’s case, and being jealous of Heathcliff as “a usurper of his 
father’s affections”, could easily have an equal part to play. Whatever one’s stance, it is clear to see that love 
is an emotion in Wuthering Heights which is seen to prove both tenderness and violence. 
 

• What justification is there for placing this response in band 6? 
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