ENGLISH 274: MARY SHELLEY IN CONTEXT

Guide to Using the Appendices to Valperga; or the Life and Adventures of Castruccio, Prince of Lucca
Appendix A: from Godwin’s “Of History and Romance”

· Godwin divides the study of history into two branches, the study of society in general and the study of the particular individual. How does Shelley’s historical novel make use of both of these perspectives?  

· Godwin claims that history must show the “operation of human passions” and “the influence that one human being operates over another” (p. 470).  Does Shelley’s novel do this – how?  

· Does Shelley’s history of Castruccio read more as fable or fact – more as romance or history? How? Why?  

· Goldwin writes, “Naturalists tell us that a single grain of sand more or less on the surface of the earth, would have altered its motion, and, in process of ages, have diversified its events.” How might this be applied to Shelley’s Valperga?

Appendix B: from Machiavelli’s Life of Castruccio
· In Macchiavelli’s Life of Castruccio, Castruccio is a foundling; in Shelley’s novel, he is part of time-honored Lucchese society. Instead, it is Beatrice who is the foundling.  What is she doing in the story? How would it be different without her?

· In Macchiavelli’s biography, Castruccio’s tyranny was the result of natural inclination. Does Shelley suggest that his conduct was inevitable, or the result of specific historical circumstance? How? Where?

Appendix C:  Extract from Shelley’s Draft Manuscript

· Shelley’s informal punctuation in her draft manuscript of the novel makes us think twice about the breaks that are present in the published novel. How are breaks between chapters or volumes, or at the more local level, between episodes, significant to the narrative? Can  you generalize anything about her narrative technique from these techniques?

Appendix D: from Sismondi’s history of the Italian Republics of the Middle Ages

· Sismondi explains the Paterian heresy as the belief in two creative powers, an invisible good God, and a visible world, representing the evil God. How do contrary forces (e.g. passion and reason, love and hate) work in Shelley’s novel? Are they natural and necessary, or forced and didactic? Does one dominate over the other?

[Over]

· Sismondi speaks of the spirit of examination which the sectarians, such as the Paterians, brought to religion. How and where does the “spirit of examination” (loosely defined) operate in Shelley’s novel?

Appendix E: from Reviews of Valperga
· The reviewer of Blackwood’s Edinburgh Magazine complains of the digressive quality of the novel, and scenes which are purely extraneous (the mystery play during Castruccio’s first runaway visit to Florence, Euthenasia’s court at Valperga, the Inquisition scenes in Ferrara). Do you agree that scenes such as these add nothing at all?   If not, why are they there?  

· The reviewer of The Literary Gazette complains of Mary Shelley’s “family taste for monsters,” which may be seen to include Benedetto Pepi, Bindo, and the witch Fior di Mantragola. What purpose do these “monsters” serve in the story? 

Cf. the hand-out on Tyranny, from Percy Shelley’s Queen Mab, and Mary Wollstonecraft’s A Vindication of the Rights of Woman.
