First class
Value Judgment vs. Criticism
Value Judgment (why you think a book is good, or not, or like it, or not): 
· “I like this book because...” Or “I do not like this book because...”
· “This book appeals (or doesn't) to the reader because...”
· “This book is interesting/engaging/exciting because...”
· “This character is relatable/unrelatable because... and therefore this book is good/bad”
· This book deals with X theme and therefore is good/bad

Literary Criticism
When we study literature, we are endeavoring to create literary criticism: how and why do texts do what they do?
· “Both Frankenstein and “Rachel” feature characters that disrupt the boundary between the human and non-human using X, which leads to Y”
· “'The Ones Who Walk Away from Omelas' features a narrator who argues X, which asks us to question Y”

Our Job as Literary Critics
· Not to discuss why we like a text (or not), or why a text is good (or not)
· But we might start with that initial reaction, and then explore it by taking the text apart:
· X in the text makes me uncomfortable: why?
· Is it bumping against one of the assumptions I make about the world/art/stories/history etc.?
· How is it doing that (or what is it about the way it's written that's doing that)?
· Is it offering me an alternative? Or not? What is it, or why is the author leaving it ambiguous?

Some Key Terms
· Narrative: a connected sequence of events (a story)
· Text: A printed work, like a book, a short story, a poem, a play, etc. (in our context it will likely be literary, but it could also include non-literary texts like bus schedules, etc). 
· Form: The shape of a text (short story, novel, essay, etc.). Every form has a unique function (novel 'mirror of the time'); short story ('unity of feeling, read in one sitting, etc); essay (to explore, argue, persuade)
· Genre: the content of a text. Ie/ Gothic, Romantic, Southern Gothic, etc. Genre is defined by convention and tradition. 
· Function (what a text does (tell a story, argue a point, etc) defines form; Genre occurs within form and works as shorthand for worldviews, assumptions, historical contexts, and traditions. 

A General Overview of Essay Structure
· Introduction: Your first sentence should directly state the topic (not the thesis – not yet) of your paper
· Provide background information which leads into your thesis statement
· Your thesis statement should direct your reader through your paper (reveal your argument and its major supporting points)

Example of a Topic Sentence
Archibald Lampman’s, “The City of the End of Things” is an interesting piece of early Canadian poetry not only because of its near-Modernist innovations in form, but also because of its use of gothic conventions as an exploration of place—in this case, the city. 
Example of a Thesis Statement
Using Derrida’s notion of the ghost and with some knowledge of Canadian and British literary history, a close reading of Lampman’s gothic imagery reveals a reading of the Canadian urban landscape as one haunted by a transatlantic history involving rapid industrialization, rampant poverty and the noise of overcrowded urban centres. My paper will explore this idea through a close reading of “The City of the End of Things,” “A Night of Storm,” “The Railway Station,” and “A January Morning”.
Argument
· Lampman's gothic imagery tells us that 
· Rapid industrialization
· Rampant Poverty
· And the noise of overcrowded cities
· Mirror the problems in London, in spite of the prevailing idea that Canada lacks “ghosts”

Organization of the Essay
· The last sentence suggests that each poem will have its own paragraph
· And that I will discuss that argument in each poem
· So I know that each topic sentence of each paragraph must address a particular poem, AND that particular argument (referring back to the thesis)

Remember: a good thesis statement…
· Presents an argument: 
· An argument is not something that is self-evident in the text
· If you can't think of a counter-argument, your thesis statement is not an argument
· Should have a sense of the importance of your argument (for literary study, for cultural study, etc.)


Lecture 2: Frankenstein 1
What do we mean when we talk about genre?
· Form and Genre are often used interchangeably when we talk about literature
· But:
· FORM refers to the structure of the text, with all of the conventions that construct it
· What makes an essay an essay? Or a novel a novel? A short story a short story? A poem a poem?
Genre
· Refers to conventions that inform the content of the text
· What does this story/novel/poem look like? What are the aspects of the main characters? What do they do?
· What is the shape of the plot of this story/novel?
· Where does it take place?
· Authors deliberately use conventions of genre (or challenge them by changing one or two) to make their point: certain genres provide us with certain ideas

A short history of the novel
· Many critics claim that the first novel in English is Thomas Malory's Le Mort d'Arthur
· But most agree that the form solidified (the conventions became repeated and popular) during the late 1600s-early 1700s (what we call “The Long Eighteenth-Century)
· Long narrative, written in prose, with a series of connected chapters, usually between 200-1000 pages (or sometimes more)

Frankenstein or, the Modern Prometheus
· An Epistolary Novel: the narrative is told in chapters, but told through letters between characters
· Popularized by Samuel Richardson's Pamela (1740) and Clarissa (1748)
· The form meant to offer a sense of immediacy to the reader
· A way of manipulating time in the narrative – the readers were meant to feel like they were taking part in the story
· Frame Narrative: The narrative is told in past tense from the point of view of one character – a story within a story

The Romance
· NOT boy meets girl (or boy meets boy or girl meets girl)
· The Romance genre in literary history had specific conventions (some do survive in the Harlequin sense, though!)
· The earliest novels in English were Romances
· Adopted from the epic long poem tradition

Conventions of the Medieval (or Chivalric) Romance
· Main character: we see the hero as better than us
· Usually must embark on some kind of quest
· Doesn't have to include a love interest; mostly about adventure (but many do)
· Must adhere to strict codes of chivalry (Romances would idealize these)
1. Religious devotion
2. Defense of the church
3. Respect all weaknesses
4. Patriotism (love of country)
5. Bravery
6. Acts of war against other faiths
7. Perform feudal duty
8. Never lie
9. Be generous
10. Champion the good
· Hero's birth usually mysterious
· True identity/parentage unknown
· Quest is to meet and conquer a challenge to claim his honour
· Which usually benefits his country/king

The Chivalric Romance
· Setting: distant in time or place
· Events: often supernatural or fantastical in nature
· Giants
· Knights with supernatural powers
· Monsters/dragons etc.
The Gothic
· Draws its name from an architectural form
· The Castle of Otranto by Horace Walole (1764)
· Horace Walpole consciously uses the term “Gothic” to denote a literary genre
·  The Gothic:
·   The vicious pursuit of innocents/innocents for the purposes of power, lust, money
· Issues of identity and power, often relating to marriage or inheritance situations
· Sexuality and gender considerations (often including marriage, sexual violence, and incest)
· Military situations

· Borrows from Romance elements of the fantastical, and the terrifying: eerie settings (ruined castles, abbeys, cloisters, etc), ghosts, giants, mysterious circumstances.
· An atmosphere conducive to terror and anxiety
· Sometimes an element of humor (Walpole’s The Castle of Otranto used such elevated language and such ridiculous situations, that it ends up being hilarious, and many question whether or not the novel is actually a satire of conventional Romances)
· As a genre, the Gothic tends to reflect the social anxieties of the time in which it was produced.
· http://www.theguardian.com/books/interactive/2014/may/09/reading-gothic-novel-pictures

Main Characters (to Vol. II)
· Robert Walton (and sister, Margaret Saville)
· Victor Frankenstein
· Elizabeth Lavenza
· Henry Clerval
· M. Krempe
· M. Waldeman
· Frankenstein's father and mother (Catherine Beaufort)
· The Monster

Frankenstein: Some Historical Context
· To set the scene: The Year Without a Summer, the story of how Frankenstein came to be:
· AKA Poverty Year, Year there was No Summer, and Eighteen Hundred and Froze to Death
· 1815: Mount Tambora, on the island of Sumbwa in Indonesia erupts
· Colum of ash continues for up to 3 years
· Blanket of ash in the atmosphere lowers temperature globally about 0.7 degrees Celsius 
· In Britain, it resulted in a summer in 1816 filled with heavy rains, frosts in May (which killed off many of the recently planted crops), severe storms and predominant darkness. 
· Also, a very strange sky (as early as the fall of 1815):
· Summer, 1816: Mary Wollstonecraft Godwin, Percy Bysshe Shelley, Lord Byron  and John William Polidori, vacation at Byron’s Villa Diodati, Lake Geneva
· Forced to stay indoors: too dark, too cold to go outside
· “I passed the summer of 1816 in the environs of Geneva. The season was cold and rainy, and in the evenings we crowded around a blazing wood fire, and occasionally amused ourselves with some German stories of ghosts, which happened to fall into our hands. These tales excited in us a playful desire of imitation. Two other friends... and myself agreed to write each a story, founded on some supernatural occurrence” (48)

Results in Frankenstein, or, The Modern Prometheus (1818) and Polidori’s The Vampyre (1819)
"I saw the pale student of unhallowed arts kneeling beside the thing he had put together. I saw the hideous phantasm of a man stretched out, and then, on the working of some powerful engine, show signs of life, and stir with an uneasy, half-vital motion. Frightful must it be; for supremely frightful would be the effect of any human endeavor to mock the stupendous Creator of the world” (Introduction, 1831 edition)
Lecture 3: Frankenstein II
The Enlightenment
· The Long Eighteenth-century
· Privileging of reason over emotion: theories of government, social reform, standardization, science, aesthetics, empricism, codification... etc.
· Encyclopedia, Johnson's Dictionary, Hook's Micrographia, salons, coffee houses
· Popularization of politics, sciences, increasing literacy rates, separation of Church and State
· The French Revolution (of which Mary Shelley was a supporter)  

The Enlightenment and Sentimentalism
· Sentimentalism arose as a philosophical and literary movement during the latter half of the long eighteenth-century
· Intense emotion seen as a driving moral force (often religiously motivated sympathy)
· Reaction of the 'natural' state of human emotions against urban civilization and rational control
· Samuel Richardson's Pamela; Laurence Sterne's A Sentimental

The Romantic Period
· Literary movement that swept through Europe and England from about 1750-1870
· Revolt against established order: precise rules, laws, dogma and formulas that characterized Neoclassicism in 18th century (think of the hierarchy of genres we talked about, idea of logic and reason as highest achievements of human intellect)
· Praised imagination over reason, emotions over logic,  and intuition over science 
· Preoccupation with complex characters: genius, the hero, the anti-hero
· Focus on inner struggles and passions 
· Derives its name from the Medieval and Renaissance Romance form
· BUT different in important ways:
· Romance à Gothic à Romantic (Emphasis on natural world and reaction to Enlightenment Neoclassicism)
· Nature and the Romantic:
· Natural world mirrors human inner life (moods, emotions)
· Delight in the scenery and ‘innocent’ life of rural people was a popular literary theme: sense that change is immanent and that their way of life was being threatened by modernity (rise of technology and industrial revolution) lead to pleasurable Romantic melancholy



The Sublime
· Coined by Edmund Burke in  A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful (1756): A class of things that have the qualities of immensity, disorder, disunity
· Beyond all possibility of calculation, measurement, or imitation
· Main emotion is terror, but also pleasure
· Pleasure arises from the inherent danger in the sublime – our encounter with death (but not REALLY), and our inability to comprehend its scale or implications
· The Sublime forces us to face our own mortality, but also reaffirms life in doing so 

The Sublime after the Romantics
· During the eighteenth century, the Sublime mostly applied to representations of nature
· But as the industrial revolution began, it could also be applied to the unknown power offered by technology (the industrial-metropolitan sublime)
· Eventually, with the compression of time and space and the introduction of an increasingly complex communications and artificial intelligence system, Mario Costa coins the ‘technological sublime’

Galvanism
· “The event on which this fiction is founded has been supposed, by Dr. Darwin (and here she means Erasmus Darwin, Charles Darwin’s grandfather), and some of the physiological writers of Germany, as not of impossible occurrence” (47).
· During Shelley’s childhood, new experiments in electricity were being done in Italy by Luigi Galvani and his nephew, Giovanni Aldini, Italian physicists.
· Aldini was famous for his experiments on the possibility of the reanimation of dead matter using the technique of Galvanism. Galvinism is essentially the contraction of a muscle when stimulated by electric current. During Shelley’s childhood, there was great interest in its medical applications.
· The effect was named by Alessandro Volta after Galvani, who investigated the effect of electricity on dissected animals in the 1780s and 1790s (NOTE: What year does Victor go to the University of Geneva?). 
· Galvani himself referred to the phenomenon as animal electricity, believing that he had discovered a distinct form of electricity. \
· Volta, on the other hand, claimed that the reputed animal electricity was due to an interaction between the metals used to mount and dissect the frog's leg, and in 1800, before the Royal Society in London, announced the Voltaic Cell or pile, essentially the battery.
· Galvani mostly practiced his electrical experiments on frogs and animal tissues (hence animal electricity), but his nephew, John Aldini, extended the experiments to human cadavers as well. 
·    In particular, Shelley would have been aware of Aldini’s experiments on the executed criminal, George Foster. His experiments on reanimating, or seeming to bring back to life, parts Foster’s body, was kind of like a travelling science roadshow. His experiments at newgate were famous (and descriptions can be seen here).
The Uncanny
First coined by Sigmund Freud
· Where psychoanalysis (study of the unconscious) and aesthetics (the study of art and literature) intersect
· In his essay, “The Uncanny,” Freud argued that the uncanny is an aesthetic category that addressed an emotional impulse
· But in general aesthetics has tended to focus on beauty and the sublime – positive emotions
· The Uncanny: A class of frightening things that lead us back to something that is known and familiar
· The unheimlich (“unhomey”)
· Two meaning of the German word ‘heimlich’:
· Friendly, familiar, belonging to a house, intimate, comfortable, secure, tarne (as in animals), domestic, hospitable
· Concealed, secret, hidden from the sight of others, deceitful, private
· Therefore, unheimlich is both: something unhomey, unfamiliar, AND something that was supposed to be concealed but is inadvertently revealed
· The uncanny in life:
· Thesis 1: is something that arises due to repressed childhood material
· Thesis 2: is anything we experience as adults that remind us of earlier psychic stages, of aspects of unconscious life, or the primitive experience of the human species (double doppelganger), involuntary repetition, insanity)
The Gothic
· Plays on contemporary anxieties about science, art and the mysteries of the natural world
· How else is Shelley using gothic conventions?
· In your early progress through the novel, how does Victor portray science? What do you think Shelley is getting at about Victor?
· What is the relationship between the natural and the scientific?
· Compare M. Waldeman and M. Krempe.

The Uncanny in Literature
· Return of the repressed is a necessary condition for the uncanny, but not the only one.
· When we read in a fictional world, we adjust our expectations of what is real.
· Experiences that may feel uncanny in real life may not feel uncanny in literature (this happens a lot in Fair y Tales)
· Fiction only creates an uncanny response if the author makes a pretense to realism. 
· The uncanny experience in literature depends on the discrepancy between real events and fantastic occurrences in the fictional world.
· The author promises (or implies) truth, and then breaks that promise
Lecture 4: The Yellow Wallpaper
The Monstrous Feminine: Charlotte Perkins Gilman’s “The Yellow Wallpaper” (1892)
· What do you think are some of the effects of Gilman writing “The Yellow Wallpaper from the second person point of view (using 'you' pronouns)? Why might she choose to do this?
· Charlotte Perkins Gilman
· Born: 1860, Hartford, Connecticut
· Grandniece of suffragists Isabella Beecher Hooker, Harriet Beecher Stowe and Catherine Beecher
· Married Charles Walter Stetson in 1884
· Suffered severe mental illness (postpartum depression or postpartum psychosis) after the birth of her first and only child – went to S. Weir Mitchell to take the “Rest Cure”
· When Weir saw the cure had little effect, told her to “never touch a pen, brush or pencil as long as you live.”
· Nearly went insane after 3 weeks, cured herself after going back to work – wrote “The Yellow Wallpaper”
· Separated from and then divorced her husband
· Became an influential writer and lecturer
· Main ideas: 
· Condition of women is tied to their economic dependence on men. Women should work outside the home
· Women’s clothing at the time was impractical
· Babies should be socialized with other children; advocated an early version of daycare
· Feminist Theory and Binary Oppositions
· The gender binary: classification of sex and gender into two distinct types: Masculine and feminine, with masculinity attached to male bodies and femininity attached to female bodies.
· 19th Century Gender Binary
· Masculine VERSUS Feminine
· Men VS Women
· Active VS Passive
· Strong VS Weak
· Rational VS Emotional
· Logical VS Creative
· Culture VS Nature
· Public VS Private

S.Weir Mitchell and the “Rest Cure”
· Prescribed to both sexes, but most often to women suffering from “hysteria”
· Lasted 6-8 weeks, prescribed:
· Isolation from family and friends
· Enforced bed rest
· Near-constant consumption of a fatty, milk-based diet (force-fed, if necessary)
· Nurses cleaned patients, fed them, rolled them over in bed
· Doctors used massage therapy to preserve muscle tone
· Patients prohibited from writing, reading, sewing, or even talking

Some useful definitions
· Unreliable Narrator: a narrator who lies, or who doesn't have access to, all of the information about the story's plot, setting, or characters, whose information is misleading to the reader. Puts the reader in the position of having to read through the narrator's information to the 'truth' of the story.
· Doppelganger: a ghostly double or twin of a living person (not to be mistaken for an actual twin); usually believed in folklore to be a bad omen

The Two Types of Literary Criticism
1. Feminist Literary Criticism
· Focuses on representations of women in fiction and/or fiction written by women authors
2. Psychoanalytical Criticism
· Uses psychoanalysis (method founded by Freud, Lacan) as a lens through which to read literature
· Focuses NOT on the mental states of the characters, but on the symbols of the unconscious in the literature and their effects on the reader

What does Feminist Literary Criticism Do?
· Rediscovers texts written by women
· Revalues women’s experiences
· Examines representations of women in literature
· Challenges the view of man as default Human and woman as Other
· Examines and challenges patriarchal roles
· Examines language as a tool of gender construction
· Discusses social versus biological difference
· Questions the “death of the author”
· Questions the neutrality of mainstream interpretation

What it doesn’t do?
· Dictate how or what kinds of characters a writer creates or a reader consumes
· Dictate ‘good’ vs ‘bad’ books to buy or sell
· BUT thinking about these sorts of things may lead to greater diversity in character types that happen to be female or woman-identified (and diversity frankly makes for better stories)
· AND questioning the construction of gender in texts helps us address real societal inequalities by recognizing and interrogating broad cultural trends in the kinds of stories we tell (add “THE MONSTROUS FEMININE” in middle circle)

The Monstrous Feminine
· Term coined by Barbara Creed in The Monstrous-Feminine: Film, Feminism, Psychoanalysis (1993)
· A review of the critical history of the monstrous in horror film revealed that most critics had not paid any attention to female monsters in horror. 
· When they had, they'd said things like, “the schizophrenic female monsters of Repulsion and Sisters are understandable because 'schitzophrenia is readily assimilated to female behaviour' (Gerard Lenne, 1979)” (Creed 3-4).
· Creed explored the cultural history—from classical monsters like Medusa to possessed women to psychopathic female killers (Basic Instinct, Catherine Tramell, 1992).
·  Her argument is that the female monster scares us in a different way than the male monster because that fear is based in sexual difference

Examples of the Monstrous Feminine
· The monstrous-feminine can be exemplified in several different ways according to Creed:
· The archaic mother
· The monstrous womb
· The witch
· The vampire
· The possessed woman
· The psychopath
· The castrating woman


The Monstrous Feminine: The Uncanny and the Abject
· Creed bases her argument in Julia Kristeva's psychoanalytic theory of the abject
· “The place of the abject is 'the place where meaning collapses', the place where 'I' am not. The abject threatens life; it must be 'radically excluded' from the place of the living subject, propelled away from the body and deposited on the other side of an imaginary border which separates the self from the which threatens the self. Although the subject must exclude the abject, the abject must,nevertheless, be tolerated for that which threatens to destroy life also helps to define life. Further, the activity of exclusion is necessary to guarantee that the subject take up his/her proper place in relation to the symbolic” (9).

The Uncanny and the Abject
· The Abject can be seen as a kind of sub-type of the Uncanny
· The Uncanny (briefly): a class of thing or situation that makes us feel uncomfortable because it us both familiar and unfamiliar at the same time. Makes us feel as though something is about to be revealed that has been hidden (Freud calls this the return of the repressed).
· The Abject: makes us viscerally uncomfortable because we don't WANT it to be familiar, and must reject it
The Abject
· From Julia Kristeva’s post-Freudian psychoanalysis
· Describes the founding and traumatic moment of separation from the child’s relationship with its mother, and the expulsion from the body of substances such as excrement or menstrual blood (these bodily fluids, in other words, aren’t disgusting to us until they are outside our bodies)
· The experience of abjection establishes bodily boundaries by making clear the distinction between inner and outer
· And also between the ego and non-ego (me, and not me). 
· This memory of the violence of separation (birth!) from a level of existence prior to object-relations (before the separation of mother and child – birth), and that memory is reactivated by the expulsion from the body of abjected substances
· Boundaries can be breached, so implies that the subject can be absorbed back into a suffocating relationship with the image of the mother, who is feared as a potential cannibal.
· The abject = "disturbs identities, systems and orders. Something that does not respect limits, positions, rules. The in-between, the ambiguous, the mixed up" (Kristeva).
· Once was OF the body/self, but has been cast out.
· For Kristeva, the abject represents the limit of the tolerable. It both attracts us and repulses us


The Monstrous Feminine and challenges to boundaries
· Sane/Insane
· Self/Other
· Truth/Fiction
· Active/Passive
· Human/Inhuman
· In which ways are these binary oppositions challenged by the unreliable narrator of “The Yellow Wallpaper,” both for the characters in the story and for us as readers?

· So the monstrous feminine is the woman who disturbs the boundaries of what we define as feminine: she refuses to 'fit' the standards of acceptable female behaviour. She is an abject figure: repulsive enough to be cast out.
· She could be a mother who will not fulfill her reproductive duties (the mother who will not let go of the child, or who will not mother the child), threatening in her sexual promiscuity, morally reprehensible (a murderer, a mutilator, a liar), or insane
· So, for Creed:
· [bookmark: _GoBack]The female monster's unpredictability—her unknowability—puts the male reader or viewer in a passive position. She is threatening because he does not know what she will do, and thus he cannot act to protect himself.
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