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The fundamental question thdgssertatiorseeks to mswer is how lat&/ictorian
horror fiction produced fear for its contemporary audienths study argues that the
answer to this question liestine areas of rhetordc morespecifically, oréoryd and he
body. This may seem unremarkable, but the notiba dhetorical body was problematic
for Victorians due to suspicioonf eloquence and anxiety over the instability of bodies.
This ambiguity is expressed through recurring imagémrror fictionof the destruction
of themonstrousodyd typically throughcuttingd in relation to rhetorical performance
and display. This study appropriates a medicaht® refer to this phenomenon,
disarticulation which means amputatioBisarticulation, then, becomes a form of control
of the transgressing body. It is exped in society and literature in thifeems, either as
allusions or direct representatiopsiblic execution, includingtture and
dismemberment; anatomical dissection and its suggestion of vivisection; and
aestheticizatiorwhich refashions death asdifProponents of thegwacticesclaimed that
they produced social ordescientific knowledgeand artIn the larger culture, however,
they produced horroBut dsarticulation is just onexplanation for the fear produced by
late Victorian horror fictio. This study also speculates that dread is produced by
epideictic, which seems peculiarly presaeluingside other Classicallgspired rhetorical
performances and displaysthefive primary texts selected for examination:

Frankensteirby Mary ShelleyDracula by Bram StokerThe Island of Dr. Moreaby



H.G. Wells;The Strange Case of Dr. Jekyll and Mr. HyyeRobert Louis Stevenson;

andThe Picture of Dorian Grapy Oscar Wilde.
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CHAPTER |

INTRODUCTION: RHETORIC ANDRENEWAL

If rhetoric died in Britaininhe 180006s, it rose from the
the century as something monstrous and frightening. The starting point for this study is
the premature burial given rhetoric in the nineteenth century. As Susan Jarratt writes,
AThough t he bR@gmamti ings taoreattract some atten
remains virtually unchallenged as the reigning metaphor for the second half of the
centuryo (73). One of the scholars who doe
Abbott . A A erefrordtics laral histogiansihava proclaidesbmetimes
with dismay, sometimes with delight he deat h of rhetoric, 0 Abt
rhetoric did not expire by the early nineteenth century due to linguistic nationalism and
Romantic aesthetics, hegales: it actually enjoyed a renaissance. Interest and optimism
about rhetoric were kept alive by the elocutionists, foremost among them Thomas
Sheridan. In an age when men such as David Hume, Oliver Goldsmith, and Richard
Polwhele were lamenting Britisheloquence, Abbott explains, Sheridan asserted that
restoringoratoryto its rightful place at the head of the liberal arts curriculum would
revitalize language, religion, and liberal learning in England (JAd&9ording to Abbott,
t he nat i on @estinoratoreisiegident in rightertbntury athologies of

parliamentary spebes (120)Af t er ci ting Sheridanés belief



owed much of their success to Ao6their skil
Aowoul dt ptecapcul tural r effed hothsmigaon creh edtoo rtihcobus
potential impact on literature (qteh 118). However, rhetoric can be seen as having a
profound impact on British literature in the nineteenth century, and its impact may seem
oddand unexpected. Rather than leading to what might be expettte¢production of
classicallyinspired epics reflecting political, religious, and military uditshetoric
inspired a violent |iterature of hesrror th
methods, and efficacy.

Attitudes toward rhetoric in nineteentientury horror fiction are decidedly
negative. The basis for this claim is the frequent presence of rhetorical performance and
display in the literature in connection with the destructibtihe body or suggestions of
the destruction of the body. This study appropriates a convenient medical term to refer to
this phenomenordisarticulation In a medical sense, disarticulation refers to amputation,
but it is also a term with a general setis# can also be applied to human speech.
Disarticulation, therefore, can be applied both to the body and its utterances. The trope
involves the sundering of textual bodies leading to somatic destruction or transformation.
Its primary images are of the g#ration, cutting, and dismemberment of the bddhese
can be the bodies of characters involved in oratory as well as those of their audiences.

The destruction of the body by any means is disturbing and profound. As John Knott

writes, fiTheamdowmaon| dedy asdmmost i mportant
el aborates, AEven the very notion of a kni
emotiono (18). This study equates rhetoric
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succinctly captured by Johann igdng Von Goethe, whose Faust imagifidetoric

as having affiedge thatfglints and cleavesandfiBy which you curl the shavings of

mankind (Faustll.554-5). Through Faust, a teacher of rhetoric, Goethe expresses an
anxiety toward the subject that calso be said to characterize the British Romantics and
Victorians. On the one hand, rhetoric could be used, as Sheridan believed, to unify a
diverse nation, advance social progress, promote cultural production, and inspire
religious devotion. On the othkand, it could be used, as in revolutionary France, to
deceive, manipulate, judge, subject, and terrorize people. The main theory of this study is
that rhetoric informs the characterizati on
fin-de-siécle horrorstories, includingtrange Case of Dr. Jekyll and Mr. Hyolg Robert

Louis StevensoriThe Picture of Dorian Grapy Oscar WildeThe Island of Dr. Moreau

by H.G. Wells, andracula by Bram Stoker. It is a rhetoric preoccupied with

monstrosities, informedat only by ancient but also contemporary megigadico-

scientifict practices that disciplined those bodies by destroying them for public
consumption. As a discursive system that claims bodies, it reduces them to parts,
hybridizes them, displays them,dasilences them. Rhetoric, therefore, is depicted as a
monstrous, antithetical activity that not only produces monstrosities but also destroys

them.

! Although thiscomprehensiveermmay be useelsewhere, the only source in which |
haveenount er ed it i sDrJdekylandMRHEydeo 6As OeMsesnabys fANa r r
of Hysteria and Containment. o
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Within the aesthetics of latéictorian horror novels, the body becomes a
rhetorical object. Rhetoric, ithese novels, is depicted primarily as oratory, one of the
precedents established by M&Helleyp BrankensteinThe body can be depicted as
acting, or it can be depicted as being acted upon, both in the context of rhetorical
performance or display. Of acse, such a literary aesthetics is not only problematic
because it involves rhetoric, which Britons suspected: it is also problematic because it
involves the body, which Britons contested. Clearly, conflict lies at the very heart of this
aesthetics, andhat conflict has the potential to inspire terror. Borrowing feowiet
theoristMikhail Bakhtir?, Helena Michie explains that not all nineteenémtury bodies
were viewed as equal. Conceptions of bourgeois and aristocratic bodies were based on
classicast andards in that they tended to be sece
separate from the bodies of otherso (Michi
theory, not susceptible to the transformative power of rhetoric. On the other hand, lower
classhbodi es were seen as grotesque and per mea
contends, fiis porous, its boundaries blurr
susceptible to influence. This division between bodies based on class was pressured

throughout the meteenth century, and it was largely obliterated in the horror fiction of

2B a k hstcriticaldroject in the early twentieth century involved recovering
ancient and medieval paradigms as part of his analyses of thiogaztl Renaissance
French novels that made @argantua and Pantagruelhese satirical bookwritten by
the humanist Rabelais the early sixteenth centyriell the stoies of fatherandson
giantsand their adventures, which often relate to the corrupt body and its unpleasant
processes. Bakhtin labels this suppressed and ignored subgatesgjue realisymand
argues that #fragmentsersistednto the nineteenth century.



the late Victorian period, where uppaass characters are transformed into monsters.
Perhaps the best known exampldegkyll and Hydein which the gentleman Jekyll

becomes the Istial Hyde; but there other exampledracula, and even subtler ones in
Dorian GrayandMoreau.The obvious implication here is that there is no essential
difference between the bodies of the affluent and the bodies of the poor. Anatomical
science helpetear down these distinctions, as the knowledge gained from the
dismemberment of poor bodies was transferred to the treatment of affluent bodies.
Victorians tried to preserve class distinctions even in death through funeral science; but
Jan Scandura poistto the irony in the fact that the photographed bodies used to promote
embalming to wealthy customers were most likely the appropriated corpses of the poor
gussied up to look like gentlemen (15). Scandura reveals that the

embal mer €& h a dplaydeadly @iakg: ds the ¢ostuynertaral the

makeup artist to the dead, he knew that corpses had no essential class identity

beneath their prettified appearance. The embalmed corpse became a threatening

signifier of deception in a culture where appearanas &l (16)

So, by the late nineteenth century, the hierarchy of bodies based on social station
had all but collapsed into the category of the grotesque, although the upper classes
resisedthe theory that a shift had taken place. What this meanthagalt bodies,
regardless of social position, had the potential to become monstrous and subject to
control and possible destruction. This frightening prospect is reflected in the most
popular horror fiction of the period, with its depictions of the caersocial control of

the transgressing bodyrhetorical presentation, judicial dismemberment, penal



dissection, and funerary and artistic aestheticization. Recovering these pdastoas
of them lost since the early nineteextimturyd can help modern readebetter
understand what late Victorians found frightening about their horror fiction. Of
particular interest is the peculiar presence of epidéiaticceremonial speech most
closely associated with the ancient funeral oratiand its inverted role of gerating
dread and division rather than euphoria and unity among audiences. With this in mind,
this study posits an etymological link amahg wordsdeclamationmonstrosity and
epideicticas displays involving the body intended to send some sort oageess

At its most basic level, disarticulation is reflective of two European historical and
cultural practices: elocution and execution. Both practices can be read as means of
controlling bodies as rhetorical objects in the context of public display. ddies
presented as most in need of correction through elocution and execution are those found
to be monstrous, or marginalized in some way. Like execution, elocution involves both
discipline and display of the body. Led by men like Sheridan, John WalliceGitbert
Austin, the ebcutionary movement of the eighteenth anteteenth centuries helped
resuscitate classical rhetoric in England by marketing it to men at the edges of the
growing empire who wished to integrate into proper society and improvestagon in
life. Interestingly, two of the writers included in this stud¥ilde andStoker, were from
Ireland A third, Stevenson, was from Scotladfourth, Shelley, spent part of her
adolescence in Scotland. Likewise, the foremost elocutionistad&heWalker, and
Austin wereoutsiderdrom Ireland. And elocution was largely about control of the body
and the refashioning of the identity. An important aspect of elocution is declamation, or
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forceful oratorical performance involving control of voieepotion, body, and, in some
cases, impersonation. Elocution, therefore, was about disciplining and normingbodies
two interests it shared with execution. Execution, as treated in this study, goes beyond the
simple fulfillment of a judicial death sentencethe exhibition of torture, mutilation, and
dissection of condemned individuals as admonitions to people called to witness and
participate in these spectacles, which continued well into the nineteenth century. These
practices were meant, at least in parterrorize people, and that is what they did for
many generations. Therefore, they had a rhetorical dimension, and that rhetoric persisted
in the collective imagination and in print long after their public spectacles had ended.

Two ancillaries of exedion are dismemberment and dissection. As-@ulsl to
judicial sentences, dismemberment and dissection have been completely lost to modern
audiences, but they were very familiar to nineteeathtury Britons. The terror of the
French Revolution as an insgiton for British Gothic fiction has become a commonplace
among literary historians, but England had a long history of dismembering criminals
before the | ate 170006s. Foucault writes th
most loathto seethesddia ppear anc e o f Digiplind andcPunisit4¢. leit i on o
speculates that this may have been due to the faith the nation had in its criminal justice
system, but it was most likely because the country did not want to lessen the deterrence
of its lawsduring the social unrest of the late eighteenth and early nineteenth centuries
(14). For much of the nineteenth century, executions were performed in public for people

to witness. They were intended not only to serve justice but also to serve as adsonition



for those who might break the law. These forms of justice must be recovered and
examined alongside horror fiction texts to recognize their influence.

Liberal reforms eventually abolished public torture, and executions were hidden
from public scrutiny. Lkewise, live dismemberment to produce social order became
postmortem dissection to produce scientific knowledge. However, the terror that these
spectacles inspired simply passed into print. Removing the dismemberment of criminal
bodies from public view angeplacing it with textual reports helped create the medium in
which literary disarticulation grew. Mary Ellis Gibson notes this transformation in an
analysis oRobert Bown i n Thé Ring and the Bo@tongside the popularity of the
sensat i onatereadirg labout ¢rime replaces the public spectacle of hanging
and criminal dissectiono (77). Foucault wr
trial and execution was the creation of a new form of literature: the detective story
(Discipline andPunish 69). The connection that Foucault makes here could be extended:
penal reform also gave birth to the horror story, including tales of the supernatural,
fantastical, and uncanny. The horror story crystallized the sense of terror inspired by
public executions and carried it forward for future generations to experience. As
disturbing as the spectacles of torture and execution must have been for audiences, they
were also significant events in the lives of their communities. They served dhteast
important functions: they providegh entertainingatharsis by allowing audiences to
witness and to a certain extgrarticipate in executionshey reaffirmed the normative
standards of the communijtgnd they assured the public that the law had fovtele
nineteentkcentury horror fiction can be seen as performing the same functions, it does
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not offer exact reproductions of judicial torture, dismemberment, and execution like those
t hat Andrew FI| eck anlraelUpfartermate TravelldHedk hea the Na s h e
grisly executions of Cutwolfe and Zadoch,
and epidemics, to consider as he ponders the significant relationships between the foreign
Abody reduced to its partsbeabdddi poi ptiaae
and English nationalism. Even without these spectacles, ninetesmttry horror fiction
performs the same functions of catharsis and reaffirmation. In so doing, however, it
interrogates those functions by exposing their moratikegtm and coerciveness.

The horror, controversy, and social unrest inspired by dismemberment and
dissection easily obscure the reality that they helped found a new aesthetics based on the
body. The aestheticizatipaor refashiaing, of thegrotesquébody in fin-de-sieclehorror
fiction is an offshoot of sixteentbentury anatomyJust as the body yielded social order
under the executionero66s hand, and scientif
yielded new meantns under t hBmMarshallwsrti 6t kettshanatony
literature there is much slippage between the surgeon, the dissector, the rduaderer
then the writer and the artist: after all, artists have relied on anatomical dissection, and
writers vicariously kilb (13). The iconochsm of the PrRaphaelite Brotherhood
invol ved the paintersodéd depictions of anato
sensationait the time, their art has come to emblematize the Victorian period in many
ways. But bodies were not just written abood aised as models in painting: they also
became a medium for enbalmersaigrowing funeral industrywhose methods for
refashioning bodies included not only penetration and cutting but also painting,
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costuming, and posing to create the illusiog@fteelife and conceabiological
corruption A major figure in the aestheticization of the body was Andreas Vesalius, a
professor of anatomy at the University of Padua, who in 1543 publishBe fHsimani
Corporis Fabrica an illustrated tome that would revabrtize the conduct of dissections.
De Fabricachallenged the authority of secendntury Roman physician Claudius Galen
and eventually helped displace him. Vesalius had a grand vision of anatomy that
incorporated but also transcended the physical bodithe afissector and his subjects.
This vision included the merger of anatomy and art, as well as anatomy and theater. A
similar vision can be found in lalictorian horror fiction.

Rhetoric infin-de-siécleBritish horror fiction, therefore, can be seeraaseans
of controlling grotesque, unstable bodssngside the more violent and visible methods
of execution, torture, dismemberment, dissection, and aestheticizatiese
relationshipconstitutedisarticulation, a trope whiokxpresses the tensioetiveen
speech and the bodby yokingoratoricalperformance and somatic destructidn.late
Victorian horror fiction, all bodies are subject to disarticulation, notthestnurderer and
robber traditionallyjudged as transgressingiminal, and monstres This awareness is
one of the sources of the fear inspired by this literature.
Chapter Overview

Applying the theory outlined in thistroductionto a study othe selected novels
will involve the following basic step$ocating disarticulation in theextsby identifying
thar mainrhetorical performanceand depictions of bodily dismembermedigsection,
or aestheticizatigranalyzing their use of declamation and its relationship to the

10



monstrosities in the novelppinting out the association of thein characters with
criminality; explaining thegresence of epideictia the storiesacknowledging, where
possible, these same patterns in othakwa/by the same writers; and sharing relevant
biographical details about the authors.

The seconahapterof this study presents backgroucrdicial to an understanding
of disarticulation in late/ictorian horror fiction. That background includes three basic
elements: the elocutionary movement, which focused on normalization and regulation of
the body througispeech and rhetorical performance; declamation, an ancient rhetorical
training exercise and elocutionary practice with links to monstrosity and epideictic as
displays involving the body; and tfi®eath of Cicerdraditionp which began in Rome
as a colleaon of declamation exercises and persisted centuries later in the union of
oratory, violence, and bodily dismemberment informing disarticulation.

Chapter threéocuseson Frankensteiras a foundational work in the study of
rhetoric in horror fiction. PuiBhed in 1818 and revised in 18Ftankensteirdepicts a
monster delivering a classical oration to persuade an audience. It is the centerpiece in a
highly rhetorical novel that helps establidra r y S hneghtiveeatitdde toward
persuasive speech. Theo v e | reflects Shell eyds the <cl as
husband, Percy Shelley, and her admiration of the great Roman orator Cicero, whose
death and dismemberment factors significantly into the theory of disarticulation outlined
in this studyFrankensteinalso offers readers early glimpses of the use of epideictic to
generate dread and discord. In this way, the novel helps serve as a benchmark for the
study of the development of epideicticfin-de-siéclehorror fiction, where its presence is

11



evenstronger Frankensteintherefore, helpslustratethe link this study posits between
monstrosity, declamation, and epideictic.

While leading off this study with a chapter Brankensteirmay seem logical,
following up with afourth chapter orDraculamay illogical. But these two novels are the
greatfibookends of nineteentkcentury British horror fiction, anBracula shows how
much the subgenre progressed a@rentynineyears. Indeed)racula offers the
strongest example of disarticulation in thageems to gather up all of the forms and
patterns presented in the other novels analyzed in this study. Seen &raaalais not
just a novel about a vampire, it is a vampiric noltdkeds off the otherd he primary
focus of chaptefour is judicial dismembermerds one of the four Victorian practices
involving coercive social control of the transgressing body. The others are rhetorical
presentation, penal dissection, and aestheticizaion.e of St oker 6s short
helps establish hisinterst i n executi on finkedddrhetorecal s A Th
performances by Abraham Van Helsing and Count Dracula, judicial dismemberment
effects dsarticulationin the novel. The main victim of dismemberment is the undead
Lucy Westenra, whose slayimgevocative of eariynodern executions. But Dracula and
the vampire women at his castle in Transylvania are also dismembégech Hel si ngos
oratoryis forensic and deliberative, seeking to prove that vampires exist and building
consensus to destroy thebDhir a ¢ u | ae®ther handnis epitieictic. His speech closely
resembles the model funer al Menexdnugothatitpr es en
praisegshewar dead and allows them to speak. Plato intends this figuratively, but Stoker
presentstiliterally in that DraculaisundeaD.r acul ads epideictic als

12



English audience througlonathan Harker from gentlemen into savages who resort to
criminality to destroy the count.

Chapterfive focuses on two novel3he Island of Dr. Mcagaufrom 1894and
Strange Case of Dr. Jekyll and Mr. Hyllem 1886. The main focus othechapter is
penal dissection as a means of means of social control that also advances scientific
knowledge Both bookswere written by men deeply influenced by scee . sWel | s 0
pedigree included schooling by T.H. Hux!l ey
Stevenson initially set out to become an engineer, but became a writer and a scientific
hobbyist with interests closely alignedth D a r w iTmsta8inity with Darwin is
expressed in Stevensonods short story fnThe
practice of vivisectionMoreauandJekyll and Hyddoth contain images of the cutting of
the body. InJekyll and HydeJekylld who lives in a compound with aidoanatomy
theated uses chemistry taeivisect anddouble himselfs amonsterbased on the
Victorian apeman trope used to lampoon DarwinidmMoreay the doctowivisects
beasts, which,intheont ext of Dar wi n éwsmabdoundaryiathg of t h
Victorian social concerns about animal welfare, can be seen asrsteiod human
subjectsThe images of the cutting of the body in both books are informed not only by
the penal dissection of criminal corpses but also by the horrifying realitgriigdiody,
be it of arich or poorperson that could be stolen from a funeral home or graveyard could
end up on an anatomistdés table, where it w
dismemberedSt evensonds ¢ on cokgraverobbing tb suplyhmedicplr act i ¢
schools with cadaveisn f or ms hi s s h-8nat sThiganyetydveriihe Body
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destruction of bodies is joined, in both books, to oraf®hg main rhetorical

performance iMoreaui s t he doctor ds expl aatieanprojecth and ¢

The byproduct of Moreauds project, however

bestializes the novel 0s Thedetanicalanoraentaic t e r |, Ed

Jekyll and Hydere more subtle and revolve around the characteabfi&@ John

Utterson, Jekyl | ®a86s att odlalee olhondila@ h emanionv erl h e

display is declamation, as Utterson reads letters by the departed Jekyll and his scientific

rival Hasty Lanyon and thereby assumes their personas to Ltirawnigma othe

murderousEdward Hyde The epideictic emanating from the monster Hyde frightens and

disgustsonlookers |1t i nvades Ut t er shonnfos printivea ms and

hunterin nocturnal LondonT he ul t i mat e mo ndetlamationidthatitof Ut t

wholly consumes him. The novell a,perkopavi ng s

statements, never returns to the tipetson narrator that howarear Utterson in telling

the firstpartof the story. In the end, the book pes to haven incompleteframe, and

Uttersonb6s character is never recovered.
Thesixth chapter of this studfocuses ormhe Picture of Dorian Grafrom 1891

and its concern with the aestheticization of the human lolation to rhetorical

performanceAestheticization is used here in two senses: the body as an inspiration for

the art, and the body as a medium of @drian Grayis perhaps the finest expression of

disarticulation in lateVictorian horror fiction. All of the elements notedtime other

works examined in this study are preseriDorian Gray, includingmanipulative rhetoric

and the destruction of the bothyough meanthat seem distant echoes of execution
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practices. MoreoveDorian Graycontains two sources of epideictic: the declaimer

Henry Wotton and the ghastly portrait of Dorian GA&ptton is a declaimer because his

words seemingly are not his own. At least somkei®fvordsoriginate with critic Walter

Pat er and srinsepwatianland Yosdible sdction agathstArtforAr t 6 s Sake
movementWot t ondés friend, the painter Basil Ha l
insincere Neverthelesghe sophisticWo t ts epidéictic praising beauty and youth,
coupled with Hall wardds enchantmandeportr ai
becomes a monstrous hybrid of humanity antkaito wn i r oni cal |l y as fP
with no integrity between body and soll.this way, art is portrayed as vampiric in that

it drains the life of its subject and replaces it withoarifying dowle. The premise of

Dorian Gray, of course, is thatgrotehqud e Dor i
portrait becomes a reflection of his soul
concern for his soul cGomiashwhichattacksahetdricaso P a't
deceitful andgoosits that justice cleanses the soul of the offeridigiian, however, never

faces punishment for his crimes, which inc
his body. Hallward is killed just after Dan shows him the corrupt portraithe
epideictic power of the portrait repul ses
aslivingcorpseThi s makes Dorian a prototype of Dr
characters, Simon de CanterviieT h et €rawi | | e Ghost o al so sugg
in the aestheticization of the body and executrdmich is more fully expressed ms

play Salome
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CHAPTERII

THE BACKGROUND RHETORIC AND MONSTROSITY

In his 1981 essafwhy We Crave Horror Moviesautha Stephen Kingsserts
thatfithe horror movie is innately conservative, even reactiariarigs depictions of
monstrosities and their destructj@md the feelings of essentially normalite genre
restores ints audience(562). Much the same could tsaid of lateVictorian horror
fiction: it is reactionarysearchingprimarily Classical and Renaissartustoryfor
familiar rhetorial forms and patterns to constrtivé unfamiliaras monstras, judgeit as
abnormal, and then destroy it. This is one apph to understanding disarticulatias a
trope thafigures rhetoric as a coercive form of discipline $egko normalizeand
controltransgressing bodiel is a project that in lat®/ictorian horror fiction is doomed
to failuredue toBritish suspicon of eloquence anahxieties about theecalcitrance of
grotesque body

Understanding disadulationis aided by a knowledge of the immediate rhetorical
background of nineteenttentury Britain. This background was conducive to bodily
tropes, especiallihose associated with monstrositiksncluded not only the
disciplining of the voice but also of the body to shape into an instrucagrable of
conveying meaninglhe background featurésree basic elements, each of them

interconnected. The first eteentis the elocutionary movement, which transmitted
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ancient forms and patterns and also focused on the body as a rhetorical object that had to
be figuratively divided into parts to achieve control of expression. The second eisment
declamation, an eloationary concern with links to monstrosity and epideictic as displays
involving the body. And the third elemeastt h e fi D e a t Thaditiofpadilectienr o
of Roman rhetoricaéxerciss thatlinked declamation and dismembermedl. of these
elementsare detectable in various formsknankensteinDracula, Moreauy Jekyll and
Hyde andDorian Gray.
Elocution and Assimilation

Theelocutionary movementas ssentially a phenomenahnat originated in the
British Romantic periogwith an epicenter in Irefal. It focused orthe effective delivery
of speeches througtontrol of the voice, body, and emotions in. Philippa Spoel describes
the elocutionary movement as a fAproliferat
fifth canon of rh&S&torinced &l i Tdreye(d@Thtio
largely fallen into obscurity; but in the late eighteenth and early nineteenth centuries the
el ocutionistsd | essons found a receptive a
throughout Britain. Three ofelocuiod s f or emost purveyors wer e
John Walker, and Gilbert Austin. Each man added his own emphasis to the movement,
which had a AsigniHacanngtohtufi&k membekeuéeng
Sheridan and Walker concentrated largelyraming the voice, while Austin
concentrated on training the body. All three were Irishrrehcating the interest of men
on the margins to assimilate into proper British socig#gn Dietz Moss writes that
Sheridan fiwas wel | tapdessonalallvancdment thattpee di me n't
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regi onal accents and dial ect oheselweresh stud
British subjectsvhose bodies weraften demonized as grotesque and inhuman. Lisa

Wade writes that, like people of color, the Irisarey often caricatured and satirized as

apes as a tactic of imperial oppressi®a, passing for English would require more than

just proper enunciation: it would also involve training the bédWh at was needed,
Sheridarb el i eved was ¢é ra @eetlenpan, thpsemablifgihimitogplay ahdo
effectual role in society, 0 dtlioveleedacertahes ( 4
amounttheatricaltrainingwas in order, and both Sheridand Walker had been actors
beforethey became teachetede e d, Sheri dandés work in two D
included serving as a manager ltke IrishStoker more than one hundred years |ater
opened his eyes to the need for ftutoring
399). As former actors, Shdan and Walkewere understandably interested in the

theatricality involved in declaation, a concept that will be defined later in this chapter.

Unlike Sheridan and Walkefustin was a clergyan. Their mutual concern, however,

was teaching regulatiorf speech and the body, the assumption being that individuals did

not naturally possess the setintrol needed for effective oratory and proper social

interaction.

The most famous of the elocutionists, S
delivery.To train orators, Sheridan stressed the importance of oral reading and regulating
fidurtful ordangero® passi ons t o pr odunHarringtonsi ti ve em
ARememb#&2) nglde posited that there was a nol
dstinction between it anid72). Aceordingtd Sherigama ge o0 f
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words actwualize emotions, fAwhich suggests
in shaping the inner emotions ohotanipe speak
words but also gestures with the Aright fe
of the studerd@ control of himself and control bgociety through the instructor and
textbooks. Central to Sheri daeadisgalpudogr am f
with the proper expressiofeachers often modeled the reading, and students imitated

their teacherdmitative reading trained students in socially acceptable speech and also

taught them to control their emotions, which Sherddéike other rietors before hirdé
believed would firawe epdwertfsulon Itdrerg di sposi
Dana Harrington points out the Classical origins of imitative reading in Plato, who

praises the study of poetry and the eulogies of great men ad touwtharacter

development. On the other hand, Plato believed students should be discouraged from
imitating womenpad menand the insane (80). Through Socrates, Harrington writes,

Plato expressed that imitative reading was a way to control the mirlzbdgchs well as
speech. Soé havdyewsnotalsdrved thafimitations, if continued from

youth far into life, settle into habits and (second) nature in the body, the speech, and

t houghti?&)Imifativé rdading was intended not ordyhielp students identify

with great characters but also to absorb their ethics. Harrington points out that Quintilian

| ater presented reading as a process that
such lessons as when to breath, when to pausetchioflect his voice, and when to

speed up or slow down (82).
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Like Sheridan, Walker was concerned primarily with the voice; however, Walker
is often associated with fAmechanical 0o del.
emotion and believed thattaning correctly would produce the corresponding feelings.
In oral reading, he taught that pronouncing words accurately resulted in the correct
feelings and allowed the speaker to read with expression. Walker is best known for the
notational system he delped to indicate to students when to raise and lower their
voices. He called these movements Ainflect
which were turns of voice which involved rising and falling inflections (FritzA Fr o m
Sher i7d.aJndérWalkes s met hod of instructions, tea:
how to read passages, and the students would be asked to imitate the teacher. The teacher
would also mark texts to indicate inflections and pauses (78). As for gesture, Walker
believed that assumingpst ur es associ ated with emotions
and aid in deliveryUsing the body as a rhetorical object, however, disgguted Dana
Harringtonexplainsthat Walker was aware of the disputes surrounding gesture in
oratory,andrecommenrdd t hat it be Aused as a | ast re:
recommended that speakers first use their
movements €é& associated with this passionbo
directions of the imaginatin and wi |l 1l 6 (Harrington, fARemen
al so concerned with oratorso6é expression of
gesture. Hi€lements of Elocutigrior example, contains descriptions of the effects of
more than sixty emotiongfacting the face and body. Spoel argues that including these
descriptions i s i ncons.i s-tedrairtinaratdaryhButWwshd ker 6 s
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says, Walker justifies including them fAon
of passionsnay assi st the student to recapture tI
(ARereadingo 88).

While Sheridan and Walker were primarily concerned with training the voice,
Austin focused on the body in Hhironomia: or a Treatise on Rhetorical Delivery
AChonomi ad means At hedBr © mo85)h Gabra Haavinee 0 ( Fr i 1
notes that in the ancient Greece the term also referred to shadowboxing (153). True to his
avocation as an amateur chemist, Austin indhgonomiastrives for scientific
precsion. The book is best remembered for its numerous engravings and notations that
prescribe bodily motions to complement oratory. Austin writes that his system is intended
to A6produce a | angu aaperfeadds tosenpdarttpdsshéls o s i mp
facility to represent every action of an o
for posterity for repetition and practice
inFritzz A Fr o m 8B)hAdthougtChiromomiamay seem exces&and absurd
today, Charles A. Fritz writes that the bo
exercised an enormous influence upon el ocu
Indeed,Chironomiahas almost come to epitomize elocution. G.P. Mohrnvenites that
it is Athe best single introducGhironomiat o t he
19). Of Austinds scholarship, Mohrmann wri
movement can begin to compar e wgetictassicat 0 (20
ideas and reformulated and synthesitestn, b ut Mohr mann writes th
remarkable for its number of quotations, including fifty from Cicero (&by Cicero
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looms large over disarticulation in that rhetoric and dismembermergeaten his body.

A u s t Chimodasniais also significant for its embodiment of rhetoric. The treatise

exhaustively identifies basic positions and movements of the body, feet, arms, hands, and
fingers, with numbers to show sequence and letters to sheetidn. Among its

annotated illustratior@s which were plagiarized by a number of other works during the

nineteenth centudy are ones showing the correct position of the feet, including the foot

that should be bearing the weight of the body and the onsltbald be used for balance.

Others show hand gestures. Perhaps the best known illustration dap@als speaker

inside a spherélt resembles Leonaocdd a Vi nci 6 s fAVitruvian Mano
intended to show the ideal proportions of the male hdmanr m. Austi ndés sphe
di agram indicates fAthe el ementary position
(Austindéds) systemo (Spoel, fAThe Scienceo 2
body into partso aids in awaerm] yAusti(d8&83 .i ITh
suggest the dismemberment of the hosigh diagonal, vertical, and horizontal lingmst

seem tqartition the speaker's bodyhisinference s not i nconsi stent wi

conclusion thaChironomidd s f s c i e n c eric airhs atnorwchaliding the irmpéed

speakerds bodyo (23). She writes that part
studentso is that it fAoffers a technique o
maintain or improve their social rank and maf s i on a | identitieso (24

breaking apart of the body, therefore, represented a way to discipline, reformulate, and

3 Seefigure 1.
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normalize it to conform to middlelass social standards. addition toits classical
or i gi ns Chirdhonsatsiefedveof t he fAnew bodily canono
Bakhtintraces tahe Renaissance. This canon not only saw the body as distinct from
other bodies and complete, but also emphas
chamlcteristic and expressive pagétsthe headface, eyes, lips . 0 Bakhtin writ
thehexact position and movements of this fin
brought out, so that the limits betwmete hem ar e not weakenedo (321
The link between elocution artkde bodyperhaps makes easier to underand
h ow S h eutopiath &isi006 shational renewal through rhetorical instructioay
have beenunsettingcvi dence of Britonsod neamgeadailyve at-t
displayed inFrankensteinDracula, Dorian Gray,Moreauand In Jekyll and Hydgthe
depiction of rhetoric is ambiguous, at best. Possible explanations for this reaction include
Britonsd aversion to theory and their susp
generally had a negatiweew of ancient Athens, andy association, rhetoric. Karen
Whedbee writes:
€ eighteentkcentury historians and political commentators considered the
Athenian democratic experiment to have been a contemptible failure. In Athens,
speakers €é& distorteddatodxtoftradneyandat ed t he
property from wealthy citizens. The demagogues of Athens achieved power by
appealing to the evaahanging emotions of the crowd rather than to law or moral
principle. (74)
Thus, rhetoric was seen as playing a role in the desiructiAthensA clear parallel can

be drawn here between ancient Athens and revolutionary France, which scholars have
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argued helped inspire Gothic literature in England. Radicalism in France also led to more
a reactionary government in England, where palitdissenters were subject to harsh
punishment. This leads to the final reason that elocution may have generated anxiety
among Britonsit was actually a product of France, or at least a Frenchmen (KHowell
ASoud cée)s. Schol ar s @ elocationary hoyemenbimeEngland t hat tF
began with the translTartaiotnt eo fd eMilcthaedt iLeen Fd e
Prononciation et du gestd@he treatise was first translated into Latin in 1690, making it
available to the rest of Europe, andnhinto English in 1702. It was reprinted in English
in 1727. Le Fracheur was another figure who confused categories. He was born in
Geneva in the | ate 15006s and eventually b
before his death in Paris in 1657 (6).

It seems significant, then, that the ascendance and popularity ofietoin
England wagontemporaneous to the French Revolution. Like execution, elocution
involves both discipline and display of th
was al® problematic, as the body itself was increasingly becoming a site of anxiety and
conflict due to the political and scientific revolutions that enthralleteve and readers.
AsSpoel points out in her anal ysiuwionary Sher.
movement reconfirmed the Aundeniabl e but u
within the rhieRenre 8% iBythedayidning of thenntnetgenth
century, the seeds of Charl es Dgdantedibpndés t he
men such as his grandfather, Erasmus Darwin. The idea that species were not static and
fixed but could change over time through random mutations greatly contributed to
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understanding of the human body as fluid and unstable. Indeed, much aofeate=nth
centuryodos fiction of horror, the uncanny,
evolutionary timecanbe collapsed and that individual bod@s1mutate in a relatively
brief time span rather than numerous bodies over multiple gener&8mmnswing from
writer William Hope Hodgson, Kelly Hurley labels these changgrgtesquédodies
A a b h u (@)aThese hybridized bodies are presented as objects of fear, corruption, and
disgust beyond the power of words to descrideof the monstrosigs examined in this
study are hybrids of one sort or another, and all of them have the power to inspire the
type of dread that Hurley describes. Tétisdy relates that power épideictic
Declamation

So, elocutiorhad to do with deliveryAnd centralto elocution was declamation, a
concept with many shades of meaning. Like elocution, declamation largely disappeared
from rhetorical education after the nineteenth century. However, while elocution was
mostly forgotten, declamation as a term remadiin curracy and took on theneaningof
hyperbolicspeechmaking i d e c | a Bexlainmation Wwak part of the larger subject of
epideictic or ceremonialritualizedoratory.Declamation began as a training exercise for
students in ancienta@eeacpreswhiegeous fatmr
(Webb, ARhetoric and the Novelo 527). 1t g
elementary exercises first referred tdRhetorica ad Alexandruwf the fourth century
B.C. These exercises required studentgtellrfables and parables, which they were to
amplify with fAparaphrase, illustration, <co
students progressed, they were assigned the argumentative exercises of refutation and
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confirmation to critique stories. lrommonplace exercises, they elaborated on stock
themes. Practicing encomium and vituperation, students were asked to praise a person or
thing for being virtuous or blame it for being wicked, the basis for epideictic. Comparison
exercises required them toadwate two people or objects. As part of impersonation, or
prosopopoeiathey would assume the character of a historical or fictional figure and
present monologues that they had compoBEeédrcises in description, ekphrasisasked
students to describ@mething in vivid terms. Thesis assignments required students to
argue a general claim about a topic. Finally, students would participate in exercises in
which theywould argue for or against an issue of law, either real or imagined. More
advanced studesmitvould go on to compose declamations on selected topics with
deliberativeor forensic themes (31).

As in Greece, declamation served as a training exercise for students in Rome and
was fAat the heart of €& ari stocrwtestmat educat
Roman declamation involved two basic exercisaasoriaeandcontroversiae
Suasoriaevere exercises in deliberative oratory depicting a famous figure from literature
or history debating courses ofwaatotrgeorre. The
course of action over anoth&@ontroversiaevere exercises in forensic oratory
presenting fictional legal cases and problematic applications of laws. The student
declaimer had to argue from one side of the case or the other (110). Dexfamtiese
forms has been most closely associated with the early empire of the Augustan age, but
similar exercises can be found in earlier sources, such &h#terica ad Herenniurand
Cicerods rhetorical wor ks fditoowmCitelbpe first c
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Antony, Octavian, and Pompey were all trained through declamation, according to the
Roman IstorianSuetoniug111).

Addi tional l inks are revealed through a
Students participating in declamation eiges were asked not only to consider
contradictory social values andThbmast ur bi ng
Habi nek wontrdversagequire theestudent to consider relations between
fathers and sons, men and women, and poweduhm and t heir soci al i n
number of declamation scenarios have been handed down by Seneca the Elder. Many
feature a tyrannical figure, whether it be a leader or a father. In one scenario, a young
manodos father r ef us e ssothesonagmees mmarty thempirdter om p i
chiefdéds daughter to gain his freedom. When
father orders him to divorce the pirate <c¢ch
gain her property. In another scenario, a meagoes two women in one night. Under
Roman law, a woman can force her rapist to marry her or order him to be executed. The
declaimer in this case must ask himself what would happen if both of the women choose
to marry the man, or if one chooses to marry &ird the other demands his execution. In
yet another scenario, a king grants slaves permission to kill their masters and rape their
mi stresses. One sl ave rsdrfinty Whenhefather def ends
returns from exile, he gives her in mage to the slave. But the son opposes the father by
charging him with insanity (680). Ruth Webb writes that thfomanfit ast e f or
paradox and the macabreo was also characte
ancient Greece (528).
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Dismembering Cicero

It is through Roman oratory that dismemberment merges with declamation in
whathas come to be known as t hneacabr@aditionh of Ci
consisted of various declamatory exercises inspired by the stories surrounding the
assasinationand dismembermenf Cicero.Ci cer od6s di scursive body
significanceto disarticulationHe himself promoted the concept of the integration of the
body and rhetoric, and he encouraged the use of the body as a rhetorical instrument.
Motions of the hands, fingers, arms and feet should be carefully choreographed to
emphasize emotion and communication in a natural language beyond hdhils way,
t he b od)yActienpigas k were, tlie language of the body, and therefore ought to
correspond t o t hou gDbatOratore(€94)céllara Foveyth, whe wrote an
biography of Cicero in 1865, recognized the fusion of body and rhetoric in the great
orator, writing that his Adédwhol e bipsdy was
and the accents that rambled upon his tongue found corresponding expression in the
movement of himnRBodnenbsl 10) .( qgthde destructi on
therefore, was freighted with rhetorical meanibgpending on the legends one adheres
to, Cicero was either killed by decapitatian killed and then behead@&u 43 BCas a
result of Marc Antonyds proscriptions. Acc
body was further mutilated after his death when one or both of his hands wefie cut
This di smember ment supposedly symbolized C
writing against the Triumvirate. As part o
were reportedly affixed to the rostrum and displayed in the Roman Senate in a gruesome
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show of power against one who had declaimed against the state. Roller points out that
di splaying Cicerobs body parts in the Sena
identification with Cicerobés | ifebs worko
Antony 6 s wi fe Fulvia may also have taken par
revenge for his famed el oquence. According
head and shoved hairpins in his tongue. Historians have found it impossible to sort
throught hese stories and piece together an acc
historicaltruth does not matter here. What does matter is that, early on, declamation as a
rhetorical exercise was linked to violent dismemberrmaedtmutilationn practices used
to train normative males, many of who would go on to assume positions of leadership in
Rome. Rol |l er wr i tipis oftviblende widugiht egn thielbody @.g.d e s ¢
torture, execution, dismemberment), is widely present in both the declamadangran
decl amatory treatments oéxpldhsc @rSacdh mundemae
common topic of declamatodescripti®@ ( 12 2 ) .
Monstrosity

Declamation, therefore, was originally a rhetorical training exercise that engaged
st udent sobsamdraskedithenato adopt persottadeliverformal speeches. This
training,ThomasHabin e k wr i t es, taught students to di
characters, from slaves to gods, foreigners to Roman heroes, male and female, young and
old, indiscrmi n at e |Sgnte of(t@s®e rharactensd situationsveredisturbing, if
not horrifying In this way, rhetorical training exerciseslpedforge an enduring link
between declamation and monstrogiylly understanding this link requires readers to
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momaentarily set aside associationsmbnstrositywith something frightening, freakish,

unnatural, or large. The wordonstethas had multiple definitions throughout the years,

and many of those definitions found their way into nineteeetitury culture. A

forerunner of the modern wordonsterin the Old French of the twelfth century was

mostre which meant &prodigyoor fimar vel , 0 OdocdEglisdi ng t o t he
Dictionary. One correspondence found in tDED is an obsoletearly moderndefinition
ofmonsteas a verb menznitihg RAtpPpEeas Haretsacleaf gr eat 1
connection taleclamatioras the act of assuming the persona or a great historical figure

to deliver a formal speech. The links, however, do not end with one possible meaning.

Another archaic definition ofmonsterfound intheOEDi s At o exhi bi t 0o or i
something remarkabl e. o Thmon sutsrajeanisnd r futeo
showo o fmp o sTheesame yvard is the origin for the Fremsbntrer, and

the Engl i s o fdemomsstvicleltFeugault points out iMadness

and Civilization: A History of Insanity in the Age of Regsotné n st er so ar e

Afet ymol ogically, bei ngMucaulreféerdispecifcalytvotbhe be s h
practice of publically exhibiting insane people, a practice that continued in England until

the early nineteenth century. Foucault writes that accotdiagHouse of Commons

report, Alunaticso at the hospital i n Beth
spectators being charged a penny. The annual revenue from the displays totaled nearly

400 pounds, indicating 96,000 visits per year (66). Thexmpaople in these shows

come closer to the modern sense of the woodsteras something abnormal or

deformed, something freakish. Yet another meaning for the mortgsters suggested by

30



the Latin wordmo n Dwhiehnme an's i t( ¢ mw a rsTheameaim) of monsteras
a warning is explained by Chris Baldick: i
freak or lunatic must have a purpose: to reveal visibly the results of vice, folly, and
unreason, as a warningo (10yit@8o, chat befide
generally as a display involving the body intended to send some sort of message. In this
sense, fAdecl amatty @ nap mma x ifi ma epsdixs khesroanad ani n g
epideictic, whose 0neadispla/tdsehgd esrad resnttrsatiinor
(Carey 237)Ha wh e e wrepidexasprimarity en¢ant & material or bodily
di splayé, 0 one that Abec oThsbnktoepidexisaddst vi a
anotherconsideration, which is that no display is pbkswithout an audience and its
reaction. Hawhee i t es Si mon Go kepldexisl d gusi rpeosi nan tahuadi el
(gtd.in 175). Shealset at es t hat Aviewers €é are not pa
the knowledge it produces 0 (176). Drawirg on other scholarship, Hawhee writes that
epideictic requires observation and j udgme
eval uati on a n dhisisarsimpportast eoacept forTh& ytudy, whithims
that nineteentttentury horror ficton uses epideictic to produce fear in audiences by
depicting charactersosealoanterankvenfht enoms
Dracula, Edward Hyde, the Beast People, and Dorian Gray. Epideictic is evident in the
character s06 n aegnansirogites, thar snabtlity to expresoit etfectively
in speech, and their transformations after the encounters.

One way declamatiowas transmitted to nineteententurywriters ofhorror
fiction wasthrough theelocutionay movement, which stressedetoric as a means of
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controlling marginal bodies and speebteclamatiod with its links to monstrosity and

epideicti® alsooffered writersa source offrighteningcharacters and scenarios

constituted through rhetoriPerhaps the best examples of deeiaom in nineteenth

century British literature are the dramatic monologues of Robert Browning and Alfred

Lord Tennyson. These poems isolate historical speal@yme of them monstrous, such

as the Duke i n Br owd withigarisetoricipdorinancethefoleu c h e s s
imagined audien& They cast readers as memberthokeaudiencs, attempt to deceive

them into believing thahey areactuallylistening tothe historical personagspeaking,

and invite them to make a judgme8imilar rhetorical momes are found throughout
nineteentkcentury horror fiction.

This chapter has examidéhe background of disarticulati@s a tropén late
Victorian horror fictionthat figuresoratoryas a form of discipline seeking to nalze
unstablebodes ultimatelythrough the coercion and violence expressed in images and
threats of dismembermenithis backgroundncludestheelocutionary movement, with its
emphasis omtensetraining not onlyof the voice but alsof the body as part of the
science of oratoricalelivery. Among éocution® methodsvasimitation, both inreading
and inoratory.Imitation in oratory was often part of declamation, an oratorical training
exercise dating back tcient Greec¢hatasked students to assume the persona of a
historical figure to deliver a famous speech or to resolve a dilerhhearoleplaying
often involved sinister scenarios and charactehsch seems appropriate considering
d e c | a matymologicd links to monstrosity and epideictic as displays imglyie
body. One set of declamation exercises was inspire@@gndssurrounding the slaying
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and disnemberment of the great Roman or&arero,who emphasized the use of the
body in oratorical deliveryPracticed in England through much of theateenth century,
dechmationexercisedelped forge the peculiar link betweeratoryand violencehat
informed the rhetorical education of the professional classes and that can be located in

late Victorian horroffiction.
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Figure 1 Sphericallllustration from Gilbert Aus i €larenomia(fiFile: Chironomia
Spheré).
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CHAPTERIII

MONSTER AS ORATOR INFRANKENSTEIN

By the end osfl8l8/mvelrani&hsteihthegprptagonist, Victor
Frankenstein, is a ruined maRrankenstein begins life full of promise. Dotedlynhis
loving parents, he is sent to one of the finest universities in Europe. However,
Frankenstein is a tragically flawed character. He is a secretive man driven by his
obsession to conquer death, create life, and have his creation worship him. His corru
ambition consumes him and leads to the deaths of his innocent friends and family
members. His final obsession is to destroy the monster he has created. Pursuing the
creature to the Arctic, Frankenstein is rescued by a crew of English explorers on an ice
bound ship. On board the ship, the dying Frankenstein tells his life story to the captain
and t h escribedqrubert V@akon. He warns Walton to bewdirhe encounters the
creaturefiHe is eloquent and persuasive, and once his words had even peweryov
heart; but trust him not. His soul is as hellish as his form, full of treachery and fiendlike
maliced (165) .

Frankensteiris a foundational novel fdhe study of rhetoric in nineteenth
century horror fiction for its compelling depiction of monsisrorator. lestablisheghe
crucial linkbetween declamation, monstrosity, and disarticulgtiancan be found in

later horror fiction Disarticulation is present franksenteinn that the monster is the
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product of cuttingHis liminal bodyd destroyeddismembered, reconstructed, and
reanimated without memory, identity, corence, or sod is depicted asising rhetoric
in a forceful, emotional speech. Indeed, his eloquence constiigtenonstrous natuyre
which leads hin to destroyWilliam Frankenstm, Justine MoritzHenryClerval and
ElizabethFrankensteinThe creaturés monstrosity through and throughowever, the
rhetorical nature ofrankensteins not limitedtotheice at ur eandced di® e c h
oration simply is the centerpiece of a nlowéh a clear rhetorical themevhich is the
manipulative sdf-serving, and violent nature of persuaspeechAlthough the monster
can be seen as declaiming, the true declaimer is Frankensteimh o r ecal | s t he
speech for Waltorf-rankenstei also uses rhetoric, albeit unsuccessfully, in his efforts to
get Walton and his crew to continue thjeurney Walton serves not only as the agrte
for t he nopaforidasces, bueatsmas a scribé and arbiter of the truth.
Walton successfl | y resi sts Frankenst ei reritigzesthmpas si o
creaturedsThastsehapeepnprconsiders the rheto
Frankenstein as followintpe pattern of alassical oration. As such, the speech ba
seen as carefully plannedhearsed, and lacking sincerity.
Classical Influences
ThatFrankensteirhasclassical influences is indisputable. The subtitlee
Modern Prometheysnakes clear that Greek mythology is at least one of those
influences. Wat i s not so obvious is the extent o
influences, including rhetori¢der use of rhetoric in the depiction of monstrosity reveals
her deeper engagement with thessicsOne of Shel |l eyds first inf
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Shelley who was her lover when she began wriimgnkensteinn 1816, and her

husband by the time it was publishadserial formin 1818. Percy Shelley served as her
co-author as well as her mentor, editor, and literary agent. Mary Shelley received no
formal schooling. She was schooled at home by her father, the radical political
philosopher and writer William Godwin. After running away with Percy Shelley in 1814,
Mary Shelley was left to educate herself. Pe3bglley on the other hand, received the

elitist education thabnly the sons of welto-do families would have received in his day

to preparethemfo publ i ¢ | i f éassicallearningiunddubtedlylindugntest c

Mary Shelleyds intellectual curiogities an
selections apparently sparked Mary Shell ey
couplebdbs early reading |ists in Mary Shel!/
Shell eybs selections are heavy 3uwetdnibs t he cl

Livy, Seneca, Plutarch, Herodotus, Thucydides, Theocritus, Plato, Aeschyulus, and
Sophocles. Marghelleyy s early reading |ists, on the o
poetry, and polemics, and later grew to include selections from the cl&@gasthe next

few years, however, she was reading widely in the Greek and Roman classics, according

to her journals. Her yearly reading lists and daily journal entries show specifically that

she read selections from Homer, Pliny, Lucian, Horace, Civ@mi|, Tacitus, Ovid,

Plutarch, anduetoniusShe also read GibboBy the time Mary Shelley began

Frankensteirshe was a budding classicist. This interest was piqued by Percy Shelley,

who was fluent in Latin but still learning Greek (Wittman 90). Mahngl&y began
studying Greek on her own in September 181
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el opement with Percy, 0 observes EIl en Hers
determination to | earn Greek fibetrays a de
bu to hold her own in an area where Percy
Shelley began learning Latin in 1815 (910).1818, Percy and Mary Shelley worked
together on a SymaasisniPerdySheleywas & stuBdntaat Ecod 8hen
hewas introduced to Plato. At the time, @Ath:
Ssubversive as compared with that of Aristo
influence may have shap&édankensteib s essentially negative pr
a false and misleading practice, one that is concerned with swaying audiences and
winning arguments rather than with leading pedo truth and advocatirgest actios.
Critics continue to find much material to work with when studying Mary
Shel | ey OisfluencesarsrankenstelnTerry W. Thompson points out in his 2008
article A6Victor, He I s Murderedod: Greek S
Frankensteid t hat the reports of the reports of
Elizabeth aresimilar to the reports of offtageslayings in Greek tragedies such as
Medea Oedipus RexAgamemnoyElectra, andAntigone Thampson writes that
gi ven Mary -dScheed meernytbéesd sledfe of Greek trac
the many other Greek influencémt permeate the pages of her first novel, the
restrained manner in which she presents
and meaningful echoes of classical stage decoi@fm)
I n an earlier article, ThompO®Guam focuses

1815 and thgarallels between Herculeshfetamorphoseand the creature in
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Frankensteinil n manyYhwmpsopo writes in his 2004 art
of AugustivDcgordog, 60rl orn and unnaofural cr

Hercules, the greatest and most fearsome of all the heroes in Greek Mythology, yet also

one of the loneliest and most tragic figures in the Western 6486) Anotherarticled

ATesti mony Femkenstdior obpye 3 adreaamiBas the functiond the

tropes ofprosopopoeiandapostrophe A f i gures that 1t relies
and the constitutive tr oppesopopdeigatsgeakeroro mant i

writer addresses as an audience as an imaginary or absent persamy cases, the

person is absent due to dedbth Plato and Cicero use this rhetorical device in their

di alogues by fispeakingd through other char

Frankenstein Vi ct or uses pr osopoposdrydo Walloa.n he r e
And, in Waltonbés narrative, both Victor an

The Shelleys moved to Italy in March 1818, and during an outing in December

1818 visited Cicero6s tomb in GMay a. I n a
Shell ey explains that the tomb was fAerecte
mi dst of the olive woodo (241). Shelley wa

which overl ooked a bay fAsancti f iofaheé Viley t he
of Cicero €0 (241). The tomb, Sthikdodtey writ
could not have a momacred burying place in an adiygrove on the shore of a beautiful

bayd sheltered by the range of bleak hills which contrast with theife wooded plain

at their feed (241). The serenity of the settirdpscribed by Shelleyowever, belies the
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vi ol ent nat ur andthdlegéhdasyetiatodd hisdisnaetlbered head
which constitutea defining moment idlisarticulation

Shel |l eyds p csenCiceroreveatithetaffinity sierfelt for the great
Roman orator whose ideas on rhetoric had such a profound influekcardenstein
|l ndeed, Shell ey seems t Deldventoean adftiogthel v f ol |
cred ureds oration to Frankenstein, which bec
the 1818 text and conties to Chapter IX. fis speech can be broken down into the
various sections that Cicero identifiesdr Inventioneintroduction, narration, pation,
confirmation, refutation, and conclusion.
The Monsterods Oration

Before anal yzi ng t h eenligigenisgttosanalyzeis sogye e c h
Of course, the creatureds body i s assembl e
born: he is maufactured. For this studyhe most significant tie between the creature and
theclassicalworld is this notion that bodies and thdispositionscan be recreatedh
ancient Greece, men were not born orators: they were built into orators. Their bodies
were not naturallynvestedwith rhetoric: itwas ingrained into their bodies to the point
that it appeared natural. The term Debra Hawhee has coined to describe the concept of
t he creati ng phugpoporesso nfthse rntahtewrrey thsede 1 s t ha
constitution can be remolded so that it is
body, then, and its instincts can be rebui

habits become so ingrained in a person that they become almost inktiespoases and
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most closely approximate a Onatural é state
throughthéd Thr ee Rs 0: om ang tesponsd4l).epet i t i

In fourth and fifth centurieBC, this education took place in the gymnasium, a
space fo physical exercise but also for rhetorical trainiligvas a space for talking and
exchanging ideas (1140he epicenter of rhetoric was Athehkawhee writes that
gymnasia were prime gathering spots for itinerant sophists, as were the agora, or
marketphce.i pparently, all of Athens was swarmingth sophists) Hawhee writes.
fiThese mobile teachers were particularly drawn to the spaces whereettedikely to
be most visible to potential clientele: the agora and the gymnasiimsé&oted this
functiom(111)Wi t hi n t hese s p aspedfics ythacw heetei swroi tt eoso,k
Aibet ween at hlé&.td clst cavaseritiat eantdbuteddo the
development of rhetorias a bodily art: an art perfoed by and with the body as well as
themhdo (QAQylmMnasi a were where fAcitizen produc
gymnasia that most of Athensd future | eade
Hawhee writes (116). Music froaulos a wind instrument similar to a bagpipe, set the
tempof or At he practice, regulation, and prod:u

the primary methods for Ahabi tStudemts mati ono

i mitated their instructors. AThe teacher ¢
writes,or t here is fia portion of the art of or
explicit discussion of ¢ ompRasdfwhatwasbengr ange

taught through modeling was bodily control, or deportment. Hawkpkainsthat
i t ring in deportment took on a bodily manner, with attention temekentation,
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bodily carriage, st an dThistajningshadindtontygo,do and wa

with the fApolite, 0 Hawhee says: it add so ha
inferences about characterbdseon t he body. This was the i
readi ng, statesHadvwhaewi ng on Aristotlebs belief

body (152) Here we see an emphasis on impersonatmehbodily controthat will
persistin declamatiorthrough Roman oratory and the elocutionists directly into the
nineteenth century

A final concept that must be considered in the studyodil y reformation
through rhetoric and athleticsasg &g @re ans fi ¢ o ngtl et ltisaomore st r u g
than simple sparring or competition with a goal of victory: its emphasis is on the struggle
itself as crucial to the development of body &nd i r t ura=tU(17) A © e HaWhee
explainsiwas an et é assogidted efibboddyeappearance, action, and
performance as much as it was conceived of
A g @ould refer to physical trials or rhetorical trials. Both typestauggle prepared
students for the rigors of public speakingnHae e wr i tes of the fishee
that schol ars believe was Arequired to del
venues, some of them outdoors (1E331).

Ancient Greek speakertherefore, projected a certain monstrousness, a farger
thanlife physicalityand presencé&his is just one of the characteristicstBat e | | ey 6 s
creature shares withassical orators. He is depicted as being physically large with
incredible enduranc&pying on his adopted family, the DeLaceys, from his secratdnidi
place, he learns through instruction and imitation. He is also affected by the music that
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they play. Hisa g @hwaolves wandering in the wilderness, where he is rejected and even

shot.All of these experiences shape his reconstructed body and his eharatprepare

him for his oratoricathallenge whichis to persuade Frankenstein to create a mate for

him. To achieve this goal, the creairehoseprimarymodelisMi | t onds Sat an,

great literaryoratdr mu st over come Fr anktonsandeninimiges v eher

what Frankenstein strongly suspects and will soon have confithegdhe creature

killed William and brought about Justineds
Both the creature and Frankenstein treat the rhetorical occasion as something of a

legal proceeding The creature sees it agigh® a 1clilv)i la nddi

demanmédcempéns® ( 73). Frankenstein, on the o0the

prosecution. He ac c ulaboically tmuederedd e Wit lulr iea m f a m é

Jugine(7 2) . The c r@&reguilty age allowau,|by reirman lawis, bloody as

they may be, to speak in their own defence

me of murder; and yet you would, with a satisfied conscience, destroy your own

creaturé (73-4). Here and throughout his oration, the creature makes it clear that he is

familiar with the lavd a primary arena of rhetorical endeavaaw is one of the subjects

that he manages to learn during his time in the German wilderness spying on the

Delaceys, &rench family living in exile. Significantly, when the creature later

confesses to killing William, a child of a

(110), not manslaughter or some other lesser offense. Recounting the crime, the creature

saystant after he abducts William near his f ai

Frankenstein, he tells him,@ y ou b el on @ tothion tomards ehom hingve
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sworn eternal revenge; you shall be my first viciim. Gr as pi ng tdoe boy b s
silencehim® t he creature kills him. This is not
describes it (AA Majestic Figureo 39). Th
celebratet h e murgakedron myivictim, and my heart swelled with exultation and

hellish triumph: clapping my hands, | exclaiméd,, t oo, can @ofeate des
(109). After strangling William, the creature says he steals a locket with a picthee of

boyds deGalinenkrankerestein and secretly hides the locket in tts &b

Justinebs dress. He kenanwidis faundin possessionofh ap pen

the |l ocket because he is familiar with the
to work mischiefo (110). For thheasthep ar t |, Fr a
monster partly to find out i1if he really di
or denial of this opiniono (74). And the c

j udge ah, Fiakenstein,:be Mdt equitable to evether, and trample upon me
alone, to whom thy justice, and even thy clemency and affection, is m@t due 7 3 ) . He
a d d &isten fb my tale: when you have heard that, abandon or commiserate me, as you
shall judge that I deserie ( 7 3) . As \iatering ldnduags ie gart of theur ¢ h
creatureds strategy for swaying Frankenste
companion for the monster.
Exordium
Accor di ng DelovenBanghe puopdse of thexordiumi s t o br i ng i

mind of the learer into a suitable state to receive the rest of the speech; and that will be
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effected if it has rendered him well disposed towards the speaker, attentive, and willing to
receive informationo (I . XV). Cicero writes

ought to have a gredeal of sententiousness and gravity in it, and altogether to

embrace all things which have a reference to dignity; because that is the most

desirable effect to be produced which in the greatest degreemssuia the

speaker to his hearer. (1. XVIII)
thas two divisions. The first is a beginni
audience and thereby avoid raising any fAsu
The second division is |l anguage fAmathecul at e
good graces of his hearers. o Cicero ident.i
honorable, astonishing, low, doubtful, and obscure.

Using these terms, the cr ef@astanishenggqs exor d
which describes a rhetoricatigation in which the orator and audience are alienated from
one another. In such a hostile situation, Cigaeiseghat it is still necessary to obtain
an audiencebds good will. | f the audience i
necessarytohav r ecour se to endeavours to insinuat
Cicero counsels. In other words, the orator must present himself in a positive light in an
effort to win the audiencebds favor and def
that Ccero presents is that an orator should not present the second part of his speech, the
narration, Ain an unseasonable placeo (I . X

brief and Athat we wil/| in a very short ti
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Thecreattse s eems to follow Cicerods thedvi ce
creaturaepeatedlypleadsforahearingid | entr eat .0 02distenidear me.
my tale 6 (; Buhhear meéd (; iGBearmytaled 6 (@F4);AE |1 i st e.@®t o0 me
(74). Whie Frankenstein heaps insults on the monster, calling him not only a
fdvretched adshordd@® devi | , didndd taH es ocrae dit ur e mai nt
dignityashes peaks wit h def dmamthyeceaturepandlivd beeverr at or
mild anddocile to my natural lordandkilgy@® ( 73) . Cl early, the cr
i ngratiating | anguage to ap@diavanity. Barlierne o f
in the novel, Frankenstein describes one of his motives for creatinigdifeew species
would bless me as its creator and source; many happy and excellent natures would owe
their being to me. No father could claim the gratitude of his child so completely as |
should deserve theii$34).

The monster tries to begin establishing hisgoodclamnact i n hi s exor di u
was benevolent and good; misery made me a fiend. Make me happy, and | shall again be
vituous® ( 7 3) . H was bemgvaeatt nyy soulfjlowed with love and
humanityp ( 73) . When Frankenst eisoundsasifihsis s hi s
considering his oratorical strategi@ow can | move thee? Will no entreaties cause
thee to turn a favourable eye uponthy cre@ure( 73) . The exordi um ha
on Frankenstein. After initially refusing an audience \lith creature, Frankenstein
agrees. He says that he considered the cre
to his taleo fA(l74was Hoearctolnyt iunrugeesd: by curi osi
confirmed my resol ut i ontwhaetheluies oftcteagor f i r st t
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towards his creature were, and that | ought to render him happy before | complained of

his wickednesso (74).Before Iseemstmbei ng hi s
foll owing Ciceerefstad¥r aferkbyinwingdimouw of the o m

cold into his hut He says: @ fithe temperature of this place is not fitting to your fine
sensation® (74) . Wel | i nto his nhiscormdarnifatme t he ¢
and sayshat he will quicken the paced ffiow hasten to the more moving part of my

storydd (86) .

Narratio

Cicero writes thaharratio, or narration, Ais an explar
done, or of acts as if they have been done
particularsofda ase, and the creatureds is central
creatureds narration, one can discern seve

exordium: he is essentially good and has been turned evil by the abuse he suffers at the
hands d mankind; he has been wronged by his creator; he has fine sensibilities and is
affected by beauty, literature, music, and learning; he has been excluded from human
society based on his appearance; and he has powerful emotions and a capacity for
violence.
Establishing that he is an essentially good is of the utmost importance to the
creatureds ar gume n DelnvéndoneC i it @atlooitl bp procurdds o u t
e if exploits are mentioned which have bee

human t yo (1 .VVI). The monsterdés kindness anc
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despicable crimes he has committed in killing an innocent child and effecting the
execution ofaguiltless girl for the slaying, not to mention arson.

The creature recalls thae performed acts of kindness and generosity for the
DelLaceys after witnessing their love for one another and learning that they have been
exiled from their home country, that they lead lives of poverty and toil, and that they are
going hungry. One of thiérst kindnesses that the creature says he performs for the
cottagers is to stop stealing food from th
rootso that he scrounges in the forest (82
firewood for the [2Laceys, clears the snow from the path to their cottage, and does other
chores typically performed by Felix, the son and brother. All the while, he remains in
hidi ng. He s ayd@reatlyltagonishdix t bayg etr hse adaogconte ore nc e s
twicel hear d t hem dgoodspirt, wondetfubh @ wW®Br5ds Even aft e
violently and painfully rejected by the DeLaceys, the monster says that he performs an
act of heroism by savdaapidd ar igvierl & nrdent rdireosw nt
only t o béastigdh osi tbhy aa giun (108) .

Anot her theme of t h éecliefthathe has beerdnsongeda r r at |
by his creator, who aliirthédd o mefbankensteidsi ght af
manyMiltonic allusionsthecreatt e dec |l ar es daughhto be theAdanr, di u m,
but I am rather the fallen angel, whom thou drivest from joy for no migdeed 7 3 ) .

I ndeed, the monsterdés descriptions of his
Frankenstein seem intended to cast kifrss a babe in the woods and produce guilt in
his creator. One recalls Frankensteinds ow
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as an infantile being: AHIi s jJjaws opened, a
a grin wr i nk38)eAdshont tinge latehteeanorstér is (vandeaiane He is
cold, hungry, thirsty, exhausted, and confused, and his senses are not fully developed
( 7 69 was apoor, helpless, miserable wrelth, t he creature tells Fr
the Detattéewnd@®ennett htehdit he monster sdpigretly
stygdd (79) . Hetrawd®| d @ ke iam fani mal a nsdaddws,ves | i
emer ging onl y absencet he DelLaceyods

Despite the hostile feelings that the monargues that he develops as a result of
his mistreatment by humans and his outcast status, he tries to impress upon Frankenstein
that he is a sensitive being deeply affected by beauty, literature, music, and learning. Like
his maker, the creature takes i@ in nature. One of his first memories is of gazing at
the moon (76). He takes pleasure in the songs of the birds in the forest (76). He loves the
sights and smells of f | owpalesadidnt® oonfi ntgh e ns tte
i n  @moonightwoodsd (88). The monstdeenutyd sacdpti vat €
figenttemanne®® (81) of the cottager sheeldeHe i s cha
DelLaceyb6s gui t asoyndswwheketer thanghe woiteiof teeshrush or the
nightingaléd (. Bafen, when Safie joins the family and the creature hears her play
DelLacey6s g u tatoace drewttdars of sorrcesviarad ddiight from my &yes
(88). From the Delad@eywyondlh&el esari rednediida g U a @
become acquated withé @ ( 8 3) . He al s @ intlwiagrthes wor | d hi
ficstupendous genius and mental activity of the Gre@ansa n dwohderiil viftue of
theearlyRomarsed as Fel i x r eads tRoins8&mpirg89).f r om Vol n
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AGThese wonderful narratins inspired me with strange feelinigs, t he monster s a:
ponder s ma n:kidHthappeared dt wre tinagheye scion of the evil principle,
and at another as all that can be conceived of noble and god8ke. The creature also
learns indpendently. In the woods one night, he says he finds containing three
books:Paradise LostP | ut ar c,ar@Sorrdws of Wexther d ¢an hardly describe
to you the effect of these bools, t he monst er dheyproduccBEinme k en st
an infinity of new images and feelings, that sometimes raised me to ecstasy, but more
frequently sunk me into the lowest dejecion ( 9 7 ) .

The cr eat ufdejéton ffom Edrning lgae armther theme in his
narration: his anguish at having besluded from human society based on his
monstrous ppearance. The text offers a few glin
his narration begins. For instance, Frankenstein tells Walton that he decided to make the
creature of 0 gstgsaynaboutceight feet in heigtd, and propartionally
|l argeo (34) to simplify his construction.
monsterds restoration, Frankenstein states
openodo ( 37) amelclapter,he gives a fulkeredessription:

His yellow skin scarcely covered the work of his muscles and arteries beneath; his

hair was of a lustrous black, and flowing; his teeth of pearly whiteness; but these

luxuriances only formed a more horrid costraith his watery eyes, that seemed

almost the same color as the dun white sockets in which they were set, his

shriveled complexion, and straight black lips. (37)
Later, Frankenstein says that the creature
hoo ri bl e for human eyeso (72). Early on, th
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appearance. One of the first indications occurs when he wanders into a hut and frightens

an elderly man so badly that the man runs
fomhar dly appeared capabledo (78). The <creat
(78). When he finally sees his reflection in a pool of water, he has difficulty recognizing

h i ms éAtfifst| stdited back, unable to believe that it was indeed | wisoreféected

in the mirror; and when | became fully convinced that | was in reality the monster that |

am, | was filled with the bitterod&)tThsensat
cottagerso rejection of tlneonaquesstd fendhist r a u ma
creator He emphasizes the arduousness of his winter journey, using heroic terms to refer

t o @abosrébn ( 108) and Atoil so (1léVygtravelssvercne e ndu
long, and the sufferings | endured intedse, taey Ehe agony of my feelings allowed
menorespi® (107). The monster concludedas his nze
am alone, and miserable; man will not associate witlkrie ( 110 ) .

Anot her of the c¢creat ur e Obeingtwhhearmapacityi s t ha
for violence. At several points dursatng hi s
downandwep®d t he monster says, recalling that
cold, fear, and pain he felt Frankenstein abandtirad75). After learning that the
cottagers have been abandoned their home i
tearso (107) . L a tbefrtears Again bedeweel sy chaeks, andfl evgno vy :
raised my humid eyes with thankfulness #ods the blessedsun@ ( 107) . The
creature also appreciates other peoplebs f
and sobs by the musi ofeh snsatibns of b geculianeak e s . He
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overpowering nature: they were a mixtufgain and pleasure, such as | had never

before ex@eni8®ncedHeéei s touched by the sacr
their father by goi ng Ohhiskimdofuraitmbvedne, unknow
sensiblyo he tell s Fr amtkemestemmat HHez eséd whiethth t h e
they were unhappy, | felt depressed; when they rejoiced, | sympathized in thé&r joys

(83).

The creatureds emotions of joy and sadn
emotion® anger, hatred, and rage. Meditati u p odnjusticdibe off hi s gunsho
wound, the mdmndsepaeadsrevgnije i sat h@ only compen
him (108). Previously described was Willia
another of his crimés arsor® in his narrationAlthough no one is killed or injured in the
bl aze, it reveals much about the monsteros
t he De L a@mlestoigunedarthiighumar®d t he creature burns
famil yébs desert egdhth,omehe Conr eaa twirned yf inrist des
then sets fire to the ofercewndde.cauns eas ftrhieg hmc
t o g od kind of imsariity in my spirits, that burst all bounds of reason and
reflection® Li ghti mg, t hlee cdlaecadtwithradurgs aayrsd hlee ti o u't
fidoudscrear® (106). After he is sure no one wil
burning to the ground, the monster says he flEes.creaturelescribesis state of mind
by comparinghims el f t o Mid| likedhe arch fiedd boeera hell within me;
and é wished to tear wup the trees, spread
have sat down and enjoy ther@in ( 104 ) .
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It may seem odd for the creature to confess his srbim&rankenstein, the maker
he hopes will restore his happingsst the creature clearly has a strategy for overcoming
the damage these disclosures may cause the case he is pleading. The monster tells
Frankenstein there was a time when he was ignorantleihce and could not understand
it. It was not part of his character. He says the seed of violence was planted in him
t hrough manki ndod sRuiesofeEmpireard ai first h&/ wak nrepilged By
this violence (90). isMannfédis arimes canbelseenasmae at ur e
courtroom ploy known adicaelogig in which a defendant confesses but defends his
actions as necessary or justified (Lanham 35). In the eyes of a jury and in public opinion,
such a maneuver can subtly shift blame afmamy the accused and toward @ecuser,
calling into questiorsocietl hypocriy or systenatic injustice.The cr eat ur eds ir
argument is that, yes, he killed William and framed Jushinehe was the victim of an
earlier crime, a far greater crima,his very creation as a hideous monster who was
abandoned in a hostile world where he would be feared and detested.
Propostio

Cicero writes that aropositqt, or proposition, is a brie
subjects to be mentioned in an argument,wi@perly made, renders the whole oration
clkar and i nt el Thepyopdsitige oo I pXXpadgi.tion, of th
comes at the end of his narration, when he finally reveals his purpose to Frankenstein.
Once again, he seemstofollovos el y Ci cerobés advice. Overa
proposition is brief, occupying just three sentences, less than half a paragraph of the
novel. He states a point on which both can agree, that the creature he has been excluded
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from human society. He leads tgpthe next matter on which he is about to speak by
o b s er v i@ngas tefioaned afd horrible as myself would not deny herself to me.
My companion must be of the same species, and have the same@efeddse t hen st a
hi s d edhhss beihg youi musreate Olidthe next paragraph, Frankenstein refers to
this as the creaturebs fApropositiono (110)
Confirmatio

Cicero writes that theonfirmatiq or confirmationj s fAt hat by means ¢

our speech proceeding in argument adds belief, and autlanttycorroboration to our

causeo (I . XXIV). It brings into sharper fo
a confirmation, A é it appears to be not a
unlike a wood, or a vast promiscuous massoemai al s al |l jumbl ed tog
(1. XXIV).

The monsterds confirmation begins at th
fidbewildered, perplexed, and unable to arrange my ideas sufficiently to understand the
full extent of his propositicid ( 1 1 0 )ature thdn@resentsenis demand clearly,
al ong wi t h Bowmust crapte enfenate for me fiwith whom | can live in the
interchange of those sympathies necessary for my being. This you alone can do; and |
demand it of you as a right whichyoumpstrefus&® ( 111). The creatur .
arguments in support of his demand are, first, Frankenstein alone has the power to

produce a mate; and, second, that this mat
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Refutatio

Frankensteinds initirelatruafewssalr e(qlulels)t tlce
section of his oration, thefutato, r ef ut ati on. Cicero writes |
means of which the proof adduced by the opposite party is invalidated by arguing, or is
di sparaged, or {L.XLI)r Goett@arel €Conhocs painbouthhiatn g o
counterarguments can be refuted through reason and emotion (279). The creature uses
both types of refutation.

The first objection that Frankenstein r
a second createmwould pose to mankind@@hall | create another like yourself, whose
joint wickedness might desolatethewd@dd ( 111) . The danecrtemtr e r es
toreasonwithyodd ( 111) . He goes on to say that he
would live peacefully alongside man if that was possifidBut that cannot be; the human
senses are insurmountable barriers to our @ion( 1 1 1) . I f he cannot b
will be feared; and he will seek revenge against mankind and his maker. Again, he

thr eat ens F rdaill Woekmtsyauedestructioni nor finish until | desolate your

heart, so that you curse the hourof yourdrth ( 11 1) . As the creature
gr ows. Frankenstein observes t hagetwasia f i end
wrinkled into contortions too horrible for

Regaining control of his temper,dthe cr

intendedtoreaso he &hspdssiion i s ded@ri(rmdrit)al Hfeor
continueby r est at i rghathaslsof yoeigreasosable and moderate; |

demand a creature of another sex, but as hideous as@yself 1 1 2 ) . However,
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monsterds next ploy is to appeal to Franke
vanity. idOh! My creator, make me happy; let me feel gratitude towards you for one

benefithd (112) . The strategy works, :dwad Fr anke
mo v e His tale, and the feelings he now expressed, proved him to be a creature of fine
sengtions; and did | not, as his maker, owe him all the portion of happinésswias in

my power to bestows(112)

The monster senses Frankensteind6s fAchan
appeal, repeating that he will exile himself along with leism ma t edvastwildeoh e A
South Americ® (112) . He presents an idyllic i mag
own Eden where nature will satisfy all of their ned@&he picture | present to you is
peaceful and human, and you must feel that yaddcdenyit only in the wantonness of
powerandcruel® ( 112) &omBasswo®dn g nfi hi s creatords eyes:s
but prostrates himself before his maker. At the same time, he reminds his audience that
he is employing rhetoric deliberately. dea y@&@ | efi me sei ze the favor
and persuade you to promise what | so ardently désire( 1 1 2 ) .

Frankenstein, however, is stil]l not con
argue the pointo (112). Hre, & sosia aninal,dvilloob j e c t i
be content Gile®d r(elma2)n. ithe Aif ear s t hat the cre
society, and he will again be rejected. This time, though, he will have a helper to aid him
i n d&asksf déstructiold ( 1 1 Zhé mondBui$ undeterred. He repeats his promise

t oquif the neighborhood of mé&n a n dan thé most safvage of placéss, wher e he
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will find the sympat hyevipéssicnsoc dmpani an 4 mhae

his | if é, bhsdoteslidensymakés (113) .
Feeling the power of the monsterds rhet
strange effect upon me. | compassionated h

withhold from him the small portion of happiness whichwasyetin power t o bes
(113). Still, Frankenstein is concerned that he has no reason to trust the creature, who
mi ght very well be dec e iWghtnogevdnithmbe aeent a s k s
that will increase your triumph by affording a wider scégreyour revenge® (11 3)
This concern raises the |l arger question of
fabrication and his emotions insincereDa InventioneCicero never states that a
narration must be tr uthhef utlr,utohnol y( It.hXaxtl )i.t Fhe
details in the monsterds story can be inde
wanted to try to confirm the tale, he could not, for he has essentially become a hostage.
The cr eat udVe may eok pgd antil lyau have pfomised to comply with my
requisitior® ( 110) .

I nterestingly, the creature does respon
be practicing deception with an avowal of his honesty. Instead, he responds indirectly, in
a heaegshakingmaner , wi t MHowisthe®s (il @A) . AiHe tries to
Fr ankenst eidthoughy | hadanpvecyguy comipassion, and yet you still
refuse to bestow on me the only benefit that can soften my heart and render me
harmles& ( 1 1 3) . e them eestates Rsaearlier refutation, that he will be reformed
by | ov e .dWees ara theschildrén of a forced solitude that | abhor; and my
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virtues will necessarily arise when I live in communion withanéqual( 1 12 ) . I n a
paradox, the mongtatates that, even though he will be cut off from humanity, the
ficaffections of a sensitive beily wi | | make hidnm 4 h &lel oé hlre c onm:

linked to the chain of existence, from which | am now excléaled( 1 1 3 ) .

Peroration
With this final refutat on, t he cr eat uperer@tisnos peech end s
conclusion, is provided by the thoughts of

argumentso the creatur e AhBeanventiopghadbtiieed o (11
Aconcl usi on iisnathien g nadf atnhde tvehar e or ati ono
forms: fAenumeration, indignation, and comp
enumeration is similar to recapitulation,
related in a scatteredaddi f f use manner 0 and coll ects fAto
recollecting themd and bringing them fAunde
using complaint in a conclusion are also significant for Frankenstein. Cicero writes that

compl ai nt dekingto move theepityofithe bBearers. In this it is necessary in

the first place to render the disposition of the hearer gentle and merciful, in order that it

may the more easily be influenced by pitybo
properly, G cer o writes, fithe minds of men are gr
Aprepared to feel pity, while they consi de
the misfortunes of anothero (I .LV): Cicero

The sixh topicis one by which the person spoken of is shown to be miserable,
when he had no reason to expect any such fate; and that when he was expecting

58



something else, he not only failed to obtain it, but fell into the most terrible

misfortunes (1.LV)
Thistopiccorrespondd i rect |l y to the creatureds suffer
the gunshot woundndt h @ | & bdo ua nsdioilsdh eh @i | at e Mhesexarper i enc
hsag@dnm reviewing the major strands of the |
Athe promise of virtues which he had displ
subsequent blight of all kindly feeling by the loathing and scorn which his fosdad
mani fested towards himo (113). Frankenstei
and threatso (113). In explaining his deci
Frankenstein says that it arose partly from concern fokmd and the creaturbut it is
also clear that he is motivated by the same hubris that creature appealed to during his
oration: fAAfter a |l ong pause of reflection
and my fellowcreatures demanded of me that that | should comglylwi hi s r equest
(114).

Frankensteinb6s creature is a product of
cutting. He is formedfodead body parts sutured together and resuscitated. To construct
his creatureds mate usi ng udfravelstearsmotepr oc e s s
area of Scotlanddaving overcome his disgust at the thought of assembling a second
monster from dead matter, he begins his project. However, he aborts the project after he
discovers that the creature has followed him to Scotaadcribing a moment of
epideictic shock reminiscent of the first time he saw his cre@u)eFrankenstein
recallscatchingthe monstespying on himin Scotlandand observing il t r embl| e d,
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my heat failed within me; when, on looking up, | saw, l®y/ltght of the moon, the
daemon at the casement. A ghastly grin wri
Frankenstein says he is fAtrembl i omgtenhe t h pa
i's creating. He says t hlchlwhe fetngrag etddd [{ile8d
a significant moment, not only because it incenses the monster and motivates his murder
of Clerval and Elizabeth, but also because it expressek feb'an st ei ndowhatl e s i r e
he cannot do to the creature: act onlbéghnga nd di smember t he monst
body.
Frankenstein, Walton, and Rhetoric

Al t hough the creatureds oration is the
Frankensteinit is not the only occasion when a character uses rhetoric in the novel. On
thecont ary, the monsterds oration to Frankens
speeches to Walton and his crew, which are
letters to his sister. Clearly, Frankenstein and Waltamo share many similaritiés
bothhave rhetorical motives and functions within the novel.

Frankenstein employs rhetoric unsuccessfully when he tries to persuade Walton to
take on his quest for the monster. This effort begins quite subtly, after the crew finds
Frankenstein neardeathandat i ng on a Al arge fragment of
however, does not ask for help. Instead, he wants to know where the ship is headed.
Walton is stunned. He writes to his sister:

You may conceive my astonishment on hearing such a question addoessed t

from a man athe brink of destruction, and to whom | should have supposed that
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my vessel would have been a resource which he would not have exchanged for
the most precious wealth the earth can afford-13p
Ironically, Frankastein does indeedse Wal t on0s ship as a potent
pursuit of the creature, and he is fAsatisf
that they are bound for the North Pole fAon
On board the shi poWatonconpresessnbsedfthetnevelor at i
It is not as focused, structured, and purp
Frankensteinb6s grief and exhaustion, or pe
recalls that Frankenstein and the twea are educated differently. Both are largely-self
educated, as is Walton. However, Frankenstein focuses on occultism, natural philosophy,
and chemistry. In some ways, the monster has a more formal education than his maker,
studying the classicsandtreo d er ns. Wal ton, on the other
volumes about sefaring voyages of discovery and later Homer and Shakespeare. His
thwarted ambition is to become a poet. Failing at that, he becomes an explorer.
Frankenstein, tragically, lacksany of the qualities that a rhetorical education
could have provided. Likewise, the creature lacks a formal rhetorical education, so the
development of his moral being is also stunted. Although he is eloquent, he is not
virtuous.He lacksaretU Heisnott he fAper fect orator, o the fAg
Ascience of speaking wel Ihstitotes efOratorgXVa3).ed by
A reflection of hg creator, he is motivatdyy self-interested motivesatherthan by any
concern with the gréer good. InFrankensteineloquence hides baseness. It pours forth
from the character so i nnRaradise bostwheset , as it
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deformity, wicked spirit, and misleading rhetoric loom over the entire novel. As the poet
sings of SatamiParadise Lost
eéhorror and doubt distract

His troubled thoughts, and from the bottom stir

The hell within him, for within him hell

He brings, and round about him, nor from hell

One step no more than from himself can fly

Bychangeop | ace é23)( I V. 18

Although Frankenstein is not as accomplished an orator as his creature, he uses
some of the same methods. For instance, he dwells on his sufferings through the losses of
his family and friends. He also confesses his crimes in desechatdies for his project,
but he makes it clear that his motive is noble, to eliminate death. The proposition of
Frankensteinbés |l engthy narration is to enl
creature. If | die, Frankenstein says,

€ s we ar Walwon, tha he shall not escape; that you will seek him, and

satisfy my vengeance in his death ¢é if

him to you, swear that he shall not ivewear that he will not triumph over my

accumulated woes, and livetomak anot her such wretch as

sword into his heart. | will hover near, and direct the steel aright. (165)
Frankenstein urges the crew to continue northward when they falter. Their cowardice
provokes Frankenstein and prompts himto deiverr ousi ng orati on i n V
He reminds them of the glory they sought in the voyage and the courage they knew

would be required of them to succeed. Drawing on what sound like his own motives,

Frankenst ei ndrdueeérd hereaften te bemldraghe benefiactors of your
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specie® @ He mocks t h edhrinkawvag w a hdirgt imggindtion offi

dangef® and go do&@smen who had nettsteength erfough to endure cold

and peril; and so, poor souls, they were chilly, getdrned to their warm firesidés.

Continuing his mocking oratory, Frankenstein tells the crew that they did not have to

travel so far anevork so hard to drag their capa idmthefshame of defeat, merely to

prove yourselves cowards. Hi s ¢ oakes stiiking usenof tme trope of simile, and

makes a significantdoe®def erence to an unname
Be steady to your purposes, and firm as a rock. This ice is not madshadtatf
as your hearts mightd. Do not return to yofur famil.

disgrace marked on your brows. Return as heroes who have fought and
conquered, and who know not what it is to turn their backs on the foe. (170)

Wal ton notes that Frankenstein delivers hi
different feelingse pr essed i n his speecho and dAwith &
heroism.o It is not the first time that Wa
before the crew: fiéwhen he speaks, they no

energies, and, while ¢ly hear his voice, they believe these vast mountains of ice are

molehi I I's, which will wvanish Hoedver,re t he reso
Frankensteindsmwtrianows d¢rmoew hien nWalrt onds cal
Wal t on fAcannoctr ew 6t sh sitdaenndaon dhsios and deci des t
bl asted by cowardice and indecisiono (173)
e ar |Gnodvesd A w erelishdandviciol® (174). But he repeats

Walton kill the creatur@ if not in the Arctic, then wherever they might meet. He leaves
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Walton to weigh his ar gumeButthe cohsideratibontofe cr e a
these points@®@é(L7Mpgave to you

Just as the creature casts Frankenstein in the role of judge foates at the
heart of the novel, Frankenstein places Walton in the same role at the end of the novel.
He is asked to become a recorder of theliafere he becomesparticipant. Up to this
point, Walton has simply erengiofodealtoFr ankens
written form. When Frankenstein discovers that Waltaedsrding his story,
Frankenstein becomes Waltonds editor. His
the creatureatMdnanver t . He dpearsr atoit ateda@ebnhti isl 0

With Frankenstein dead, Walton focuses on shaping his own narration and putting
it to use for his own rhetorical purpose, which will be to provide some explanation of
why he ended his expedition before reaching his goal. One recalls thah\&gticed to
be a poet, but failed. His search for a northern passage and the source of magnetism in a
myt hical #fAregion of beauty and delighto (5
a wasteland of icy darkness made even more inhospitabtaagerous by the
destructive passions he finds in Frankenstein, the creature, and himself. He nevertheless
makes a great discovery. He encounters what every aspiring writer loags $tory.
After giving in to the cr ekodasoshygsthatheds t o q
needs fiphil osophy € to bear this injustice
this point has no ending, and it requires one appropriate to the overall rhetorical nature of

the novel. Walton provides this ending in his audewith the creature. He writes to his
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sister, fiéthe tale would be incomplete wit
(175).

Waltonmeetsthe creature after the monssgreakon board the ship, only to find
his creator dead. He is alerted totheacteur e 6s presence by the sol
cabin where Frankensteinds body has been |
creature wailing over the coffin. The mons
that Walton momentarily forgets Framin st ei nds r het or iaeataend hi s
(175) . He i s render esd fsupneeeacrhtlhel sys éb yu gtlhien ensos
Wal t onds r eact iamother otoh & hreo vreolnGsst eg foiiwgse i ct i ¢ n
until this point, there hasbeenwoay t o corroboratendt he creatu
therefore, his deformityRather than creature, he could have been a creation of
Frankenst ei podperhapsreatptoritad devidehuns, Frankensteiestablishes
the definition ofepideictic as thpower of monstrosities to produce intense fear and
di sgust in an audience at an essenti al |l ev
reaction. o This definition of epideictic m
epideictic as a ceremoniatation, one given at a funeral or some othemiSant
gat her i ngvenexenusSBdrate$s cordnsents on the power of epideictic to put an
audience in a state of euphoria through praise. Readers must keep in mind, however, that
there is a crucial glision at the heart of epideictic. Defining epideictic as one of the three
branches of rhetoric, Aristotle saiysRhetorict hat it i s fAoratoryo th
censur es 2258 hotdeywordg, epideictic is split between two
counterpds, two opposing principles. It is its owdarkdouble, its own contradiction.
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Wal tonds speechlessness beforesforthe cr ea
Af ter the creature | aments Frankensteinobs ¢
A7 5) . He rejects the monstero6s firepentance,
the creature had listened to his conscience earlier, Frankenstein would be alive. In reply,
the creature gives what i s tWalioneagssheis 6s f i r
moved by the monsterds Amisery, o0 but then

creatureds fApowers of eloquence and persua

fidNretch®® Wal t o istayiss Wel | t haeoverthedesolatiome her e
thatyouhavemad® (176). He then alleges that if F
monster would still &by® saenedk if ngHgpoeritegieeasrnsc: e i
fiend! €& you | ament onl y tpiewthdawnegromyowe vi ct i
powe® (176). The creature denies tlkiNos, sayi.
sympathy may leverfinh he says (177). I nstead, the c|

Advirtue® He &adlen angetbedomes a malignantdéil who says t hat e
cannot believe his Afri ghtdhauelmurdeaedthe ogue of
lovelyandthe helpleé8 ( 178) . But, once again, the cre
saying that ot hedVNssthere nonostite iratlys@i nhset  ahsi kns. (Al 7 7
Saying that he hates himself more than others could hate him, he tells Walton that he will
carry out his own execdunerabpigbobg onisueni nige hes
fidurning miserie® a nd ¢ a u é&xuhigtheragony oftthe tofturing flamiés

until the fire d&shexis, amdsgittordgsttaarns7 ). i
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In telling his story to Walton, Frankenstein mentions his early interest in the

occult: AThe raising oélibegalymscorded by myfavdrieev i | s
aut hor s, the fulfill ment of which | mo st e
was al ways unsuccessful, but the creature

at the end of the novel suggests thaishee spirit of rhetoric uttered into being by his

creator. After bringing about destruction, he will dissipate into nothingness, like the

spoken word. The creature has no name, julriasotle sayghetoric has no real subject

of its own(2:2156).And, like rhetoric,the monsters patchwork of different textual

bodiesand systemd~urthermore, he is all eloquence and no virtue, for no moral core has
developed in him. Finally, the creattreften identified with his creator under the name

of Frankensteid has lived on in spirit to become a rhetorical boogeyman summoned

since the nineteenth century in dialogues and debates about controversies as diverse as
slave emancipatioandhumancloning. The creature conveys Ma8helleyo s Pl at oni c
recognition of rheto i podestialas annstrument of evil. Consequently, eloquence is

highly suspect. Frankenstein and Walton only reinforce these notions. A study of the

context ofFrankensteirshows that both Mary Shelley and her husband, Percy Shelley,

were students dhe classics, so they would have had numerous models for the
characterds rhetoric in the novel. The anc
influence on the cr eaDalmventiogeThusrinfluerce iymosts Ci ¢
noticeableintheatrc t ur e of the creatureds oration t
Wal ton are also crucial to the novel ds rhe

declaimemvho clearly uses languages for persuasion, he ultimately fails as an orator.
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Waltonresistsloh Fr ankensteinbébs and the creatureo.
hands their story becomes a faobnlyis about ma

passiongndtechnologyput also itshetoric.
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CHAPTERIV

EXECUTION AND DISMEMBERMENT INDRACULA

The link between execution and performance in English literature was farged
Elizabethan Englanseveral hundred yembefore Bram Stoker wi®Dracula. In her
analysis othe slayings iTf h 0 ma s gdfyand dnBuentialSenecamevenge playrhe
Spanishlragedy Molly Smith points outthat he Tr i pl e Tree, the Afi
structure for hangings in London, 0 was bui
which saw the construction of t hed6e0f i rst pu
peoplewere hanged at Tybuchu r i ng Ereignz abet hds

Elizabethans were certainly quite familiar with the spectacle of the hanged body

and di sembowel ed and quartered corpse.

spectacle, we witness the most vividly the earliesiiescence of the theatrical

and punitive modes of Elizabethan Englafitl7)
Spectators could buy seats and rent rooms in houses overlooking the sedfiield
vendors soldoodaswellas i t er ature about the condemned
hangings functioned as spectacles not wunliKk

writes (218).She speculatesthi@t he success of Kydods play micg

ingenious transference of the spectacle of public execution with all of g aitres
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from thesociopolitical world to the dtural word® (229) Stephen Gra®latt detects the
same merger, suggesting that its traces can be seen throughout the early modern period
and beyonddtd. inSmith229).Indeed, the spectacle of public exgons persisted in
England untithe Capital Punishment Amendment Actl868(Gibson 77) deeply
conditioning people to associate performance with the punitive destruction of bodies.
Simply abolishing the spectacle, however, did not dissolve the assoclasimply
drove it entirelyinto therealm ofliterature. Mary Ellis Gibson writes thay the 1870s,
the criminal body has disappeared: the text, the body, and the trial then come to
Ssubstitute for the spect aecdtimmamf t he cri
dissection. The criminal, once anatomizedhe operating theater, is now
anatomized in the text. The once displayed in the public execution, is now
displayed in the trial and in the text. (75).
Although Gibson is discussirgjr o w n TheRjing and the Boo&nd its
parallels tahe sensation novel, her words could easily be appliBdaoula. Although
no trialsare depicted in the noleheir elements are certaintyesentjudgmentsnoved
by rhetori¢ and thedestruction bdeviantbodies Chronologically speakind)raculais
the last among thin-de-siécle novels included in this analysidowever,it most clearly
demonstrates the persistence tuseoftlasgdal t he V
rhetoric in the production of har fiction. ButDraculadoes not simply bear witness to
the persistence afassical rhetoric: the novel incorporates declamation and intensifies its
relationship to disarticulatiomndeed, control of the body througloquence and
dismemberment is atéhheart of the noveMoreover,among the novels included in this
study,Draculamost effectively introduces epideictic, a branch of rhetoric that
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figuratively allows the dead to speak, makinggemt he most vampiric of
three branches of rhetr i c . Manexenusan calddsalogue devoted to the
Athenian funeral oration as epideictic, Socrates describes oratory as penetrating the body:
AThe speakerds wordiscangi nlhei stodcahured ahs &0
of the ancient pastho is as mysterious and paradoxical as he is frightening, Dracula is
the |l ocus of the epideictic mode in Stoker
Helsing, a figure of the medigaridico-scientific establishment whose rhetoric is solidly
forensic andeliberative. His rhetoric figures Lucy Westenra as monstrous and results in
her destruction in a process reminiscent of earbglern European traditions of public
execution and dismemberment. In this wgacula establishes a pattern of two
rhetorical curents running counter to one another, one of them rational and the other
sublime, generating a discursive tension that disarticulates textual bodies constituted
beyond normative Victorian standards.
Declamation
Dr a csuésiaedo refashion himsatito an Englishmarthrough speech isne of
novel 6s el oc uThi o apiaytd éngrate © England that sets the
entire story in motion. Dracula never really explains what he plans to do in England. To
the visiting JonathaHarker, he simply expisses excitement at the prospect of being part
ofalag e cd lang to gofihrough the crowded streets of your mighty London, to be in
the midst of the whirl and rush of it humanity, to share its life, its change, its death and all

that makes it what is@ (26).
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Stoker pr esent enlybrowlthelindetrsces pfthis nenses,
who surmise that theountintends to colonize and conquer England, which at the time
was the center of a global empire. What is clear is that Drdesleedo fit in. He
initially detains Harked figured as a stereotypical Britdnin the castle to perfect his
English.Harker, then, is forced into the role of an elocutionary instructor. Dréelida
Harker, Yau shall, I trust, rest here with me a while, so thabtytalking | may learn
the English intonation; and | would that you tell me when | make error, even of the
smallest, in my speaking26). D r a csulésiaedo gain social acceptance through speech
directly corresponds to the elocutionary moveréeatfors to refashion men from the
margins of the expanding British empire into gentlerffdbott 119) It was just one of
the threatening aspects of elocution. Some saw the erasure of an old identity and the
creation of a new identity as monstroB&iippaSpoé points out that, as Irishmen and
Scots, many of the | eaders of the elocutio
socially polite world that their €é instruc
studentso (ARer eadi n ghémsélveshad bénefitted frdmehee | oc u't
Aincreasing soci@&lntluuiydiBrytofsheicaht eaemtdoh (
Thomas P. Miller: AOEl ocutionists were res
(64). This was revolutionary, revealingeldaci onds Romanti c i mpul se.
writes that the fAentire project of elocutd.i
apolitical subject integrated into moral and aesthetic norms that held for all men
regar dl ess Unflerlying faasssalut the @b&cBring of class distinctions were
anxieties that bodies were essentially the sgmeesqueand unstable
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As noted earlier, declamation wastrumental in the rhetoricalaining that
offeredmarginalized metthe chanc¢o assimilate into Brigh societyJean Dietz Moss
writes that declamation was an important part of rhetorical education until the late
nineteenth century at Trinity College, Dublin (388), attended by both Stoker and Oscar
Wilde. Foryears students practiced declamation weeklggside another rhetorical
training exercise, disputation, although disputatiadbegun to fade from the curriculum
by the late 1800s (388). A disputation at dmmity College rhetorical society became so
fi h e at Erd3that thexchairman wrote a svpage warning to members about
coarseness and bad language in debfdie topic of the disputatiomasa beheadingthat
of Mary Queen of Scotsvith most of the students sy with the tragic victim (407
408)Anot her fAper enni al puyto spudentyveas vehethevtlee quest i o
government had the right to execute prisoners for any crime (407).

When Draculaspa ks t o Har k eghis@rly, élarker datectsthenat i on 0
decl amat or y n aspeecheandhie conveys its@locutionary effée
notes Draculads theatricality and oratoric
when he refers to his ancestors and sounds
readers an indication of the emoystheaale of Dr
of tyrant:fiHe grew excited as he spoke, and walked about the room pulling his great
white moustache and grasping anything on which he laid his hands as thaughidhe
crush it by main strengti{33). Draculas speech is inflated and theattjdaoth in these
passages and at other points in the nd@&lculaand earlier Victorian works, therefore,
bear witness to the legacy of declamation as transmitted througlothetionary
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movement Ruth Weblexplainsthat declamation was significant imet development of
Greek literature. The same can be said of ninetessttury horror fiction. Webb writes,
AThe study of decl amation provided a train
complex fictional word, complete with relations betweeopbe and a developed social
and cul tur afi Rlbbatckrgir @ uadb@bip DetlaneatioN wag kkéwise
useful to nineteenthentury horror writers such as Stoker because it gave them familiar
means to depict the unfamiliar and the strartdere, tle intimate link between
declanation,monstrosity and epideictiproves quite usefuDeclamatiorconstitutes
monstrosity and the effect it produces for audienasch is epideictic

The stock characters of ancient declamation exerargeschoeth Dracula.
Already noted has been Dracula as tyrant. And the seemingly irrational father figure
emerges in Van Helsingashediscsies hi s i nt eslodyoSeveardamdwar d L
later Holmwood react to Van Helsing as if he has lost his mind. When Van Higiding
Seward he wants to dismember Lucy by cutting off her head and taking out her heart,
Seward is shocked. AThe poor girl i's dead,
without need?0 He says this woul dalde fAmons
receives Sewardo6s trust in the matter, but
cryptically that it is fAitoo | ated because
in which Lucyds body is |ying tdfth®@). Only

Abl oofero (159) does Van Helsing revisit p

3t
(7))
>0
o}

bizarre to Seward. He tells Sewar d,
garlic, and | shal/l drive a st adughtof hr ough
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Amutilatingo Lucyés Abodyo (179). Van Hel s
Hol mwood, AMay | cut off the head of dead
refuses, but then is persuaded by Van Helsing to agree.
Dismemberment

Bodily dismemberment iDraculai s evocative of the fADeat
TraditonoLegends of Cicer o006s mulientdlaeeighbeanthwo ul d r
and nineteentltentury BritonsMary Rosner writes that fascination with ancient Rome
persistedintheeigate nt h and ni net eent B178l&heDecingg. Edwa
and Fall of the Roman Empiremained popular, and other histories were published
throughout the nineteenth cent (@{@67yDurinffRo me w
the same period, mangw biographies of Cicero were reprinted and oees
published, along with collections of his works, orations, and lettersX@8yi Hi s | i f e
story was entertaining and didactic, 0 Rosn
perpetuated interest in Cicdog praising him, criticizing him, anblorrowing from him
intheirtreatises (158 6 4) . Al nterest in Cicero continuct
and of cl assical statedift)8lVbao06sf emblr g9 Rbenetor
dismembermetrat the hands of his political enemies would have sounded familiar to
Britons whoseown criminal justice system destroyed Esdaghetorical objed not
only to punish but also to admonishe ner ati ons dating back to
history had wtnessed th@rotractedspectacles of stamdministered torture,
dismemberment, execution, and display of body parts. Theyseerallyfamiliar with
brutal forms of justice that have been completely lost to modern audiences. Dorothy and
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Thomas Hooblerpi nt out that Mary Shell eyds chil dh
London was a hundred years from the Old Bailey, a venue for numerous hangings. At a
double hanging in 1807, twengight spectators were trampled to death. An abattoir in
the vicinity regulaly filled the air with the cries of livestock (46hnd among the
t housands of spectators for Mari e Manningbé6
Charles Dickens. Manning, a Swiss domestic
husband of kilingherwer 6 f or his railroad shares ( Mul
the execution from a rented rooftop, wrote that he was appalled by the spectacle.
American writer Herman Melville watched from another rented rooftop nearby (C5).
Although it would be difficulto assess fully the impact that these spectacles had on the
lives of Britons, it is still worth recovering them and examining them alongside horror
fiction texts to gain some understanding of their influence on writers. Public torture,
dismemberment,am@ix ecut i on wer e meant to shape peoyg
intended to serve justice but also to serveaingsfor those who might break the law.
Executions, therefore, had a clear rhetorical purpose.

England had a homegrown tradition of slaughgecriminals, both before and
after execution. For Englishmen at the turn of the eighteenth century, however, the
French Revolution presented the foremost example of dismemberment. When Percy
Shelley wrote in and 1816 letter to Lord Byron ttietFrenchRevolutionwasthe
Amaster theme of the epoch in which we |[|iwv
(qgtd. in AThe Romantic Period: Topicso). T
dismemberment on a grand scale. Between 1793 and 1794 ti@avaiy courts sent
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more than 16,000 people to the guillotine. Thousands more died in massacres or perished

in prisors while awaiting trial and execution (Gough Borror storiesof thousands of

public beheadings made a profound impression on Briton$irigated well into the

nineteenth century and impacted their culture. It provided the historical setting for

Char |l es ADllaled Bwo €itieswvhich critic Elaaa Gomel argues exhibits a

Abodily synecdoche. o0 |t i sGoameflr hwertiotreisc: oifT h

rhetoric é& operates on all I evels of the t

di sj oi nt éldhe BodyoftPar#4®). A(Tale of Two Citiesvas published in

1859. In the following decade, the French terror echoes in CoudoGuanbese ni 0 s

rhetoric as he awaits execution for the slayings of his wife and her pardihis Ring

and the BookAlthough the poem is set in Early Modern Italy, Franceschini imagines his

execut i onmubtyi laatiimagh engi ne(l 2045mih dnacfthe o a g u

finest expressions afisarticulaton Br owni ngdés vill ain says th

beheadi ngst rao Kienasft ear gument [/ -3Wi ll cut the
While England was spared from a histalfering upheaval,dr people were not

spared from a certain amount of tyranny as a result of the French Revolution. In response

to the revolution in France, the British government became more defensive and

reactionary, fearing similar rebellions among radicals at home ag@tshfrom across the

English Channel. Britons, however, shared a long history of public torture,

dismembermengndexecution with FrangegGermanyand other European nations. These

spectacles were official pronunciations. They were judicial and poliéisijchel

Foucault writes iDiscipline and Punish: The Birth of Pris¢a7). According to
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Foucault, a crime has as its victim not just the person against whom it is committed, but
also the sovereign power inherent in laws (47). Public execution, Fotleaariizes,
repairs the Ainjured sovereigntyo (48). |t
might (489). Foucault writes:
And this superiority is not simply that of right, but that of physical strength of the
sovereign beating down upon the pad his adversary and mastering it: by
breaking the law, the offender has touched the very person of the prince; and it is
the princé or at least those to whom he has delegated hisford® seizes
upon the body of the condemned man and displays it mdskaten, broken. The
ceremony of punishment, then, is an exe
did not reestablish justice; it reactivated power. (49)
As in any rhetorical situation, the audien
in an executiod including any judicially prescribed torture and dismemberdhentre
an essenti al component. fAAn execution that
so in secret, would scar cstdtegb8h@alirgthetad any
public to watch an execution was meant frighten them, but it was also an invitation for
them to act as fAguarantors € of the punish
take part in ito (58). Witnessing an execu
sometimes participated by humiliating and assaulting condemned criminals (59). This

participation forged a tenuous bond bet wee

vengeance of the people was called upon to become an unobtrusive part of the vengeance

ofthe®vereign, 0 Foucault writes (59). The re
di sorder, as Athe sovereign tolerated for
signs of allegianceéeo (59). The danger was
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soveeign and protest the execution as unjust, possibly assaulting the executioner and
rescuing the condemned individual. Foucault writes that

the people never felt closer to those who paid the penalty than in those rituals

intended to show the horror of theme and the invincibility of power; never did

the people feel more threatened , like them, by a legal violence exercised without

moderation or restraint. (63)
This solidarity between the people and their criminals could be threatening to the
sovereignwho tried to break it through fApenal a
audiences of public executioasl so embarrassed the sovereignr
overall idl eness, rowdiness, disorder, and
spectaclef punishment ran the risk of being rejected by the very people to whom it was
addressed, 06 Foucault writes (63). Even tho
entertainment, they had a Acarnivalo (61)
instant aneously reversibleéo (63).

In addition to theembodiedhetoricpresenin the spectacle of execution, there
wasspokerrhetoric. One attraction of the gallows or scaffold was the words that might
be uttered there. The emnedcingndaldo confessande st was
legitimate his or her sentence, fulfilling a final requirement of the law (66). While some
condemned criminals used the final moments to ask forgiveness and warn witnesses not
to duplicate their sins, others did not. Withnothg | eft t o | ose, they
the judges, the | aws, the government and r

execution allowed the luxury of these momentary saturnalia, when nothing remained to
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prohibit or puni sdrtheprofecdionofanminent deatrathee s. A UNd
criminal coul d say ever ytMolly 8ngthwritesl InBUtle cr ow
circumstances, the formal efficacy of the execution diminished considerably and events
could easily transform into celebrationf t he condemned victimds r
repressive authority(221) The importance of these final utteranteattested to by the
rise of dliterarygenrec al | ed figall ows speecheso or nAdea
speechebkadto conform toa certain rhetoriancluding an acknowledgement of the
condemned persond6és crime and the justice o
published reports likely were accurate, many were prolehbellishedo conform to
the requirements ofthelaw A Justi ce required these apocr
truth, o Foucault writes (66). Another i mpo
transfer the judgeds written punishment, w
for the executionathe body of the condemned criminal (66). In this way, text was
figuratively transferred to body.hrough sanctioned violencée sentence was inscribed
on the bodywhich was then publically displayed for viewerséz and recorded for
them toread.
Rhetorical Performance andDisarticulation

The body is central tbraculab s t wo main r heDoacaobhhopertf
performancesccur in Chapter Il and in Chapters XM\VI. The first is delivered by
Dracula, andie second by Van Helsing. Bgtlerformances resume in parts of later
chapters. Central to the rhetorical performances of both characters is the body:as proof
Dracul ads pr owlileMan hHesl soiwng bso dpyr oof i s Lucy
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Both bodies suffer brutal disarticulatidout thebrutality is most evident in the undead

Lucyds destruction. Of all of the episodes of disarticulation considered in this study,

L u ¢ yéthodicabutchering most closely parallels eanhypdern European traditions of

public execution and dismembermestole r 6 s i nterest in torture
suggested by at | east one of his short sto
StokerandHenr y | r vi ng \shigaridtetdre tbiverwaile towinhg 0

L y ¢ estFawmséton the continent. Thisomnection to the continent is underscored in
Draculathrough Van Helsing and hisequenttrips between England and Holland. While

at theNurembergower, Stoker andving saw théiNurembergvirgin,0 a s ar-cophagt
like execution device lined inside witton spikesA similar devicempales and crushes

the obnoxiouA mer i can EI i a sThéSquabl(tidining 85 Io the stony, A
however, a young woman only witnesses the accidental executibradala, a young

woman is purposefully executed. EvenB cul adés eventual disartic
novel cannot compare with Lucy Westenrads.
execution and dismemberment is that it is carried out by the heroic men of the novel,

rallied by Van HelsingVan Hesimg plays theparadoxial role of earlymodern

executioner, who serves justice but is stigmatized by his connection with criminality and
death. Like Van Helsinggearly-modern executioners had assistad¢glHarrington

points out. This detail further redesthe degrees of separation between Dracula and the

men who seek to destroy hi m. Even the <cruc
sexualized, involving penetration and the transmission of blood, largely disappears when

one considers that Van Helgin al so penetrates Lucyods body
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Holmwood, Seward, and Morris all give her blood transfusions before her death. Van
Helsing recognizes the sexual nature of these transmissions, and it amuses him. The
conflict between Dracula and Van ldieg suggests that even though epideictic may seem
frivolous and superficial compared to the more direct and forceful forensic and
deliberative modes, its influence can be far more pervasive and enduring.

I n some respects Van ratieelrhetoricgeéms mér@r ensi c
potent and s uc c &iesdl hi$ rhetohcasrthatDfrthe official avards of
legislative assemblies and courtrograsd of science halls and textboolkss easily
equivocated with fact and evidendiels themost familiar to readers, and it is the most
abundant in the novel. Van Helsing simply
rhetoric is, by far, the momnspicuouslt is also more brutal, partly because readers can
Aseed its ehdtoesoltsa bhehesgsecutions of Lu
and DraculahimselBut t he skepticism of Van Hel si ng¢
not the more influential rhetoric, at least not in and of itSelin Seward, Arthur
Holmwood, and Quincey ®bir ri s resi st Van Hel singds argu
undead Lucy. Without this proof, his rhetoric most likely would fail. Dracula, on the
other handseeminglyhas no point to proyether than the superiority of his heritabis
epideictic hetoric is about display. Its results are subtle, if not hidden. For instance,
readers do not see Dracula repeatedly feeding on Lucy. In its own way, however,

Dracul ads rhetortkanmnsVdm itk adoswreeppdgniuencet | v e
not persuasiopand itbest exemplifies the Aristotelian notion that rhetoric is about
Atransforming soulso (Lockwood 64).
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Van Hel singds argument begins when he s
about children who had gone missing in Hampstead and beed fater with puncture
mar ks in their necks. Seward, Van Hel singbo
in diagnosing and treating Lucyds baffling
share his theory with Seward, but instead tries to leaddithe discovery through
dialectic. It is a frustrating approach for Seward, but one that Van Helsing feels is
necessary to bypass Sewarddés scientific mi
argument would surely fail. Van Helsing says,

You do not I¢ your eyes see nor your ears hear, and that which is outside your

daily life is not of account to you. Do you not think that there are things which

you cannot understand, and yet which are; that some people see things that others

cannot? (170)
InVanHé si ngbés mind, this skeptidauitts m 1 81)a. sHe
begins to circumvent science by rattling off a list of questions about natural phenomena.
In so doing, Van Helsing uses the Classical rhetorical strateyyapihora or the
repetition of similar words and phrases in successive sentences and clauses (Farnsworth
16) . Il n Van Hel si ngo6d&anygop elenidlo, abolgeusied phr as e
know® The effect is to make the I|istener, St
open to explanations of phenomena beyond the physical world. Near the end of this
di alectic, which is recorded in Sewardodés d
t his str at edggyruth®dl tpdeso pnloet stelsenal fiiutes($toker,b ut t he

Dracula172-3). Using this strategy, Van Helsing draws Seward closer to his theory. The
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| ast of Van Hel si ng o6suckiggbetstiai donk somaattle oand wi t h

hor ses. Seward asks, A6 Good GotldatlLudywasf essor
bitten by such a bat; and that swuch a thin
(172). Waving off Sewardodés exclamations, V
guestions wuntil Sewar d becomeymindbislisgtofl der e d
natureds eccentricities and possible i mpos
(172). The success of Van Helsingb6s rhetor

e X p | a néhell imeothme thesis, so that | may apply yonowledge as you go Gin

(172).Seward find&/ an Hel si ngds response even more b

want you to believe é To believe in things
Seward to have faith, which he defines for him throughane c dot e: A6 ét hat v
enables us to believe things which we know

guestion to Seward in this dialectic is whether the same creature that made the puncture
wounds in the Hampstead alkisl dorne nLdus yrmesc knse c&
says yes, but Van Helsing says he is wrong
Miss Lucy!d0 (173).

Il n this manner, Van Helsing presents hi
anger and disbelief; but Van Helsingdoasts the next step alargument, which is
offering proofj f Seward will follow him. Sewardos
appealing to continue in disbelief and ign
truthé, 60 Seiwasgdl ft h(i Ink3) .t oBuht Van Hel sing i
reliefoo (174). The wulti mat e updeatbmdy.VArhat Va
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Hel singds argument sets up one of-the most
century British literatt e :  Van Hel sing and crewds encoun
the Westenra tomb.

Perhaps o other body in English literature carries more rhetorical significance
than does Lucy Westenrads body, with the p
William Shale s p e autius GagsarTheviewing isset up bywan Helsing who
proposesth&#fewar d t o spend the night #Adéin the ch
Seward is fearful of the fAordeal 06 he sense
L ucy 0 s owewed Yan Hellsing and Seward examine one of the Hampstead children
and determine that the wounds on his neck are indeed similar to those that Lucy suffered
before her death. This detail is significant, for Stadegicts Van Helsing assing the
rhetori@l strategy of presenting a less convincing proof on his way to presenting the
conclusive proof. Moreover, it is a childé
Lucydos tomb, where the men of the novel wi
the female body, from a site of mothering and giving life to one of consuming and taking
i fe. I n the Westenra crypt, Van Hel sing a
shall yet be convinced, 60 Van Hel &tiofng pr om
opening Lucyds tomb to her sexual violatio
shocked, and Van Helsing continues his arg
(176).

I n this epistemol ogical vacuum,eltédlewar d
the dogged argumentativeness of my nature
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responds that the sight only proves that L
Adgood | ogic, 680 but asks how he dabdigl ai ns t
that the cor pse -swaast cshteorl ,ebnd0 bbyu ta efivoebno dhye d oL
counterargument . (176). Cwerkillyg, Vamt Hehlsy
bodyd reanimated through vampirighwill serve as conclusive proof. Even seeing a

ghostyiwhi t e streakodo in the dark churchyard a
donot convince Seward (177). The foll owing

body returned to the tomb. Seward remarks that Lucy looks like she is alive (1#8). Bu

Seward is perplexed, not fAconvinced, 06 even
body as proof by pull i nghddsah&pdructytbasn | b efsor
AiOnce more, argumeative hostility woke withinm®, s ays Sewathal, count e

someone could have placed the body in the tomb since the previous nigB).(AT &is
point, Van Helsing fully reveals his thesis, that Lucy was bitten by a vampire and has
become a vampire. The altered body is the evidérateSeward had beenka¢c nThis i

turned my blood cold, and it began to dawn upon me that Iwapdaccen g Van Hel si

theord e3Seward says (179). A few passages | ¢
with summation of all of the pertoat,the of Luc
similar wounds in the childds throat, Lucy

her lifelike appearance in death (180).

As Van Helsing considers the most effective ways to anticipate the
counterargument of L ud yod$odalmimgnandeconimcé hur Ho
him of Lucyo6s vampirism, readers |l earn tha

86



|l was al most willing to accept Van Hel sing
out lurid beforeme as outrages oncommonsep Sewar d says after a
sleepo (181). I n daylight, he continues se
entertains the notion that Van Hel sing has
responsi bl e f or ma)vHawing withegsd yobesof the@rdofjs ( 1 8 1
Seward has seen, Holmwood is even more resistaratoV Hel si ngds t hesi s
fidmightbe UrRDead® ( 183) . The final proof for both
that night, when they confront the vampire Lucy entering her cignting them is

Quincey Morris, the Texan. I n his journal,
figureo carrying a child fAat [her] breast.
Asweetnesso has turned t o fpaeritytowdupttousne, hea
wantonness. o0 Her #Alips [are] crimson with
and stained the purity of herlawndeato be 6 ( 187) . Li ke a fAcato
snarl 6 at the men and A gjurckdnand full of Hellre, a 7 d o g
instead of the pure, gentle orbs we knew. 0
child to the ground and tries tbd osoeddeudcnee sk
(188). Through these descriptions, Stokexeve  y s t hat t he vampireds
changed Lucyds body, making it sexwual, and
life, her innocence, and her humanity. In death, her identity has been erased. With the
body as proof, Vasntterednsncingg6s ar gument i

In many waysPraculacould be read as a culmination of the trope of
disarticulation in Victorian horror fiction. In deploying disarticulation, Stoker was-well
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served by vampire folklore handed down through the ages. Like rhetampires
descaded from antiquitywith each generation adding to the discoubsmiel Farson
surveys many of the methods reportedly used to kill people through to be vampires,
including impaling the heart; beheading and burning the body, and scattérasgossa
rver(10816) . Alt i s obvious that Bram Stoker |
Farson writes (114). Stokerods clearest and
in the killing of the vampire Lucy, an event which occurs nearteart of the novel.
Even Dr acupalbess sil m yd onngmestructiomn Stoker osesL u c y 60 s
di scussions of Lucyo6s di smember ment among
build tension leading up to the actual moment in the tomb when Holmwoas dristake
throughLucy s undead body. Seward reports,
Then he struck with all his might. The Thing in the coffin writhed; and a hideous,
blood-curdling scream came from the opened red lips. The body shook and
guivered and twisted in wild contortions; thlearp white teeth champed together
till the lips were cut, and the mouth was smeared with a crimson foam. (192)
Mina is threatened with the same horrific fate if she becomes a vampire like Lucy,
although her execution never has to be carried out. \ésird) does destroy the three
female vampires at Draculads castl e. I n on
contributes to the epistolaBraculab s st ring of jJournal entri e:c
notes, letters, news clippings, transcripts, menaaaand telegrams, he recounts his
Abutcheryodo of the three vampire women. He

drove homeo and At he plunging of writhing
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writes that dhardl y Iofeach, bejore khea whblebody beganr e d t

to melt away and cr wmidiBe 0i nto its native d
Although Stoker had hundreds of years of vampire lore to draw on in depicting

Lucyd death, the details parallel early modestecutions, particularly those Germany

as described by Joel HarringtonTihe Faithful Executioneibased on the loaginning

journal of an executioner INuremberg Although Van Helsing is not German, his

association with the continent is emphasized through his repeated trips behgéeTdE

and his home in Amsterdam. And at one point in the novel, Van Helsing exclaims in

Ger maveinGaitd (169). Significantly, this mome

newspaper account that, in his mind, suggests that Lucy has become a vampire and that

shemust be destroyed. The subsequent chain c

and her role as condemned criminal. One of the first indicatibtinis status isucycs

flawn deathrobed (187), which igiwhited (177). JoelHarrington writes that bere early

modern executions, prisoners were robedihite linen execution gowng78). Just as

VanHels ng has Hol mwo s stakiogaearty ynoderm éxecutionery abso

employed assistant8Most master executioners supervised the procedurefbtite

actual dirty work to their more dishonorable assistaftisirrington,The Faithful

Executione6l). But the most striking similarity is the method of Laegxecution.

Harrington writes that the legal slayings of women posed a special challenge fo

executioners. Hangings were avoided, as fiadlpwedspectators to see under

[ w o s gkidsp while fbeheading was typically reserved for honorable oiéor

women, the most common form of execution in the Middle Agesiimasburial under
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the gallovso (68). This horror is raised iBraculawhen Holmwood misunderstands Van
Helsing and asks if Lucy has been buried alive (183). It is a reaction that Van Helsing
anticipates (180). He tells Holmwodilj did not say she was alive ... | go no further than
to say that she might be Wbead®d (183). Live burial was considered so violent and so
cruel that it was largely eliminated through penal reforms in the early sixteenth century.
Often practiced in its place was drowning in aksa¢hich concealed the pasn & deéth
underwater. Live burial was, however, retained for women found guilty of infanticide
(Harrington,The Faithful Executione®8). The undead Lucy, of course, is preying on
children when Van Helsing detects her and the vampire hunters executaderoblem
with live burial was that the condemned wonsemetimegought back against the
executioner , gsgmpathy@8yHatrihgeon rotesathatdnésuch cases, the
crowd could turn oand attack the executioner §8To expedite live bual and to show

pity, the condemned women could be killed with a stake through the 68ard{oker
recreates this moment of execution when he watés L u c y 0 siArhreegen t i o n :
faltered. He looked like a figure of Thor as his untrembling armaodédell, driving

deeper and deeper the melmaring stake, whilst blood from the pierced heart welled
and spurted up arounaitl92) This execution is interpreted Draculaas freeing Lucy

from evil and restoring her soul (192). The notion of ekenuas an act of compassion

4 Although it is generally believed that Stoker did not know a great deal about the
hi storical Dracul a, i t 1 s Mirceatvastorginedandy t hat
buried alive by Christian enemiags1447(Goldberg and ltzkowitz 39).
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is also present in early modern executidie®lHarrington notes that tiEondemned

prisonebwasftradi t i onal | y poerfsienexr(evd). t o as the O
Epideictic
Whil e Van Hel si n fp@msic and delirativeiDecaculdss c | ear | y

epideictic.To understanthis, wemust firstset asidehe notion thafor a discourséo be

rhetorical, it must bentendedto persuade an audience and prove something. While this is

the goal of forensic and deliberative rhetorigs inot necessarily thgoal of epideictic.

Epideictic speeches are typically presented at ceremonial occasions, from funerals to
graduations. They typically praise their subjettisughthey can also place blame. Thus,

these speeches reveal the valuab® cultures in which they are composed and

delivered. One of the bekhown examples aflassicake pi dei ct isoratiorsforPer i c |
the Athenian war dead, which is recorded by Thucydides imhesHistory of the

Peloponnesian WaAnalyzing Pericle& civic-minded speech, we find that it praises

At hens as much, I f not more, than it does
honoring Atheneancest or, who handed down the count
vaour o (396) . idomstitptioraandsdensocraky, just lans,desreation, and

openness to foreigner s. skiihtayyPerictesconparess t o s
the country to Sparta, where boys Afrom th
manl i ness éo0 abt3Athénjans live as theyocinobse and face danger when
necessary with their land and naval forces. Athenians also avoid excess by cultivating
Arefinement without extravagance and knowl
Aweal tho for 3f9iI79ght iPreg i kd wspoviesasypi@of ofthet At hen
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superiority of her sigreatnass also/meads,shelhas maratylese At
than other nations. Pericles says that the deaths of those who fought for Athens are also

Adef i ni t3@7) gb hrerogoeétreess, afd that those deaths may also redeem of any of

their Ai mperfections; since the good actio
deaths, they resisted aggression rather th
onebr ef moment, while at the summit of their

men as became Adulogizesi afinYso, uo, Ptehreiicrl essur vi vor s,
have as unfaltering a resolution in the fi
Cl ear | ysmeRaial vaton i a anegyric to the Athenian ideal of
bal ance. I n Dracul abds epideict coontmegsents c h, h
what sounds like a military history of his natib®a history that exalts war, treachery, and
conquest . iewwabis anessdntalipart oithe animalisature of his
people, the SzekelysOMe é have a right to be proud, fo
of many brave races who fougls the lion fights, forlordshig ( 33) . Dr acul ads
epideictic is marked bfrequent references to the body, its parts, and its fluid. He speaks
of the carnage of war andlaoldynd ifeil gluwéd ee ra
were being slaughteréd ( 3 5) . OMHere eads theswar without a brain and a heart
tocondutit?® (35). He cl ai ms thrat t tGise dofd otdde | a w
Szekel gheirbeam@ @ 35). He adracalabloed easdt ohehe i
bloodline. He declaims that he is a descendant of Attila the Hun, and that he sprang from
apepl e whose bl ood mingddcdand tiho d ehwisles od ("D
emphasis on his bloodline is significant, for he wins adherents by chaining them to his
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bloodline and thereby enslaving them. Latethe nove| during his attack on Mina, he
tells her,fidAnd you ... are now to me, flesh of my flesh; blood of my blood; kin of my
kin ...8 (252). Draculés reference to his ancediwiibrain®is also significant, for Van
Helsing associates Dracula with his brain several times. For exampléjel&ng says

of Dracula,fidTrhat mighty brain and that iron resolution went with him to his grave, and
are even now arrayed againstiu®12).

D r a cswehcanmdum to war continues as he tells Harker that the Huns repelled an
invasion force from northerBuro pe and As i aBetsdrker® iwhol  daid) hit
[ i lnereviolvesd ( 34) . Later, the Magyars charged
frontier against Muslim invaders. When the Magyars and Szekelys were defeated, the
countc | a i dnas aiDracul@ @fbught back by crossing the Danube and defeating
the Turks in their territory. According to Dracula, this was a battle that was repeated
through the ages. In addition to praising the Szekelys, Dracula also blames one of their
prince® a ndnivorthy brothe®d f or betraying them to the T
shame of slavery on them!o (35). But when
Hungarians, they were led by Draculas. Thants a y s d&he szekely@iand the
Dracul a as @ canboasa recordthabmushsoom growths like the
Hapsburgs and the Romanoffs can never i@ach( 3 5) . Dracul a ment.i
is clear that his definition of Afreeo peo
who are conquered by others. Foe tount theagh of war is the norm, and he laments
i t s drhe svarlike days are over. Blood is too precious a thing in these days of
dishonourable peace; and the glories of the great races are as a tale that is {old 5 ) .
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Dracul ads eptend with bis speech ththe castle. After he leaves his
homelandhis rhetoric becomes mostly embodied, marked by his strange appearance,
wardrobe changes, and shagtefting. His eyes are among his most notable physical
features. Harker describes themhis journal:fiHis eyes were positively blazing. The red
light in them was lurid, as if the flames of helli r e bl azed behind t hem
Mi na seesd@geDmgleacimdes@ s i i t he darkness as he b
Later,Lucyrecdls t he fAdéredWheyesddhecCEkE9Yyepeated des
eyesmay have been included simply to produce a frightening effectatfeegiso
reminiscent of what Debra Hawhee refers to

the Greeks believkthat the eyes had agency in that teeyttedfire thatinteractedwith

the outsideworldi | n ot her words, 06 Hawhee states, #ft
extend outward, to meet the fl ames that we
themingl ng of fl ames, in the joining of |ight,
(178). Draculads creation, the vaysd ré Luc

full of hellfire® And she has the same epideictic po
Hol mwood, her voice has Adiabolically swee
Atingling of glass when strucko and says i
the words addressed to another. o When Van
becomes enraged and her fHNeybbBreéemg8tohketh
Dracula 188).Hawhee writes thahe notion that the eyes emitted flames helped

engender fiancient epideictic logico that d
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@77)whi ch is present in Lucyo6s graveyard scEe
castle.
WhenDraculaspeals in England, the themef warfare, treachery, and conquest
he establishes with hepideicticoratory in the castle is carried over into the reshef
nove. Asw t h Van Hel s i suterancas constitute a Singlarbetotical 6
performance. As the novel progresses, Dracula continues in the epideictic mode,
incorporating England and the vampire hunters as blameworthy in his rhetoric.riRecalli
that Eastern Europe once served as a firewall protecting the West against the spread of
Islam, Dracula says to Min&d/Nhilst they played wits against @eagainst me who
commanded nations, and intrigued for them, and fought for them, hundreds of years

before they wee borrd | was countermining the@  (-2).4.dter, Dracula boasts of his

St

conquestsof Lucyandi na t o t he \Oéunpiisithat you alldoveeares :
mine already; and through them you and others shall yet bé& miyecreatures to do my
bidding and to be mjackals when I|wanttofe@ ( 26 7) . Even the fift
that Dracula has shipped from his castle to England can be read as padootitimet 6 s
epideictic: The earth from his home country sustains him and serves as adribete
|l and of the Szekelys. It is worth remember
soaked with blood, makingitapartofhsdy as wel | . OVhgthéreid | s Har
hardly a foot of soil in all this region that has not been enricheldélgltod of men,
patriots or invade® ( 27 ) .

Dr a c epideidicspeech is also remarkably similar to the demonstration that
Socrates i s depi ct MethexensgsThp oceasion fotthisrdigloguens P a't
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SocratessO meet i ngnexenusis retteing érometieunsil crmarmberM

with news that the council will soon select a speaker for the public funeral of the

Athenian war dead. He worries that the selection is coming too late for the speaker to

prepare an oration. Socrates scoffd tells Menexenus that the potential speakers

already have their oration prepared and that they face the easy task of praising Athenians
before AtheniansT hei r r het or i ¢ i Socrites sevealetidat he alreagly t o s
has a speech prepared fantby his teacher of oration, the famous Aspasia, who he says
composedsfRuenreircallesoor ati on. Al heard Aspasi a
these same dead, 06 Socrates says. AThereupo
ought to say, in paout of her head, in part by pasting together some bits and pieces
thought up before o (952). At Menexenus
t hat Aspasia prepared f orMerexemss toA&Xpdsétbeu gh Pl
funeral oratioras formulaic and insincere, his Socrates gives what soundsrikeel

speech, with the exception of metadiscursive commentary on the standard content of such

a speech. As Michael F. Carter writes, HhHée
dialogue ig0 mock the epideictic oration, this purpose seems undercut by the oration
itselfo (213).

One of the most notable similardisti es be
the representation of national history as a tumultuous cycle of invasion, resigtance,
conquest, | iberty, and peace. Dracul ads sp
Lacedaemonians, Eretrians, Persians, and barbarians with Szekelys, Hungarians,

Magyars, Muslims, and berserkers. Both speeches emphasize the eMénekenus
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the land is prsonified as a nurturing mother who nurses the warriors and then welcomes

them after they have fallen in battle. She
their aged parents. fAOur | and is indteed mo
by all of humanity, o Socrates says (953).
bl oodline is celebrated in Socratesd6 speec
dead Awere not i mmigrantso who mdedlemt heir

children of the soilo (953). The body is a

acknowledges the presence of the sol@iemmains (953). He looks back on the

generations of Athenians who fougemwereagai ns

fathers not only of our bodies but of our

irony of fAbodily beauty and strengtho when

does in his epideictic, Socrates praises his land as a bulwark agaimstienaders from

the east. He says, AWhen the Persians held

ensl ave Europe, the sons of this | and chec
Perhaps the strangest similarity betwBeaculaandMenexenuss the notion

that epideictic oratrs are able to speak for the deadVienexenusSocrates figuratively

speaks for the dead, delivering messages from the fallen fathers to their sons, and from

the fallen sons to their parents.Dnacula, Harker notes that thewunt spoke of his

ancests 6 battl es fAas i f héapeceptiohthat Dracpla esent a

explains away as a matter of pride and of the recognition of the interconnectedness of

generations (33). However, Dracula actually speaks for the dead, including himself. His

funeral oration is selinclusive and selfeferential. While this may seem a point of
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contrast betweeBraculaandMenexenusit can be taken aspoint of comparison. As
Lockwood points out, the setting fitenexenusan be dated to 387 B.C., based on
Socra es6 recitation of Athenso history. Socr
oration presented as a model of speaking about the dead is itself delivered by a man
twelve years dead, who claims to have learned it from a woman also long dead,
Aspasa € , 0 L o ookes(ld &). dockwood notes that Plato generally was not
concerned about accurately dating his dialogues, but the anachroifsn@tenubegs
for an explanation (113). Lockwood argues
readers not ttakeMenexenuseriously a mistake repeated by generations on into the
Renaissance (103). However, the explanation may be far less ironic, perhaps lying in the
notion that, historically speaking, epideictic is the only branch of Artistotelian rhetoric
thatlets the dead make claims upon the liviBghm the surviving fragment of Gorgias of
L e o n tFuneral &Eeeclrom the fifth century BC., readers also have this tantalizing
passage spoken of the Athenian war dead:

Wherefore thou they have died

desirefor them has not died,

but lives on,

though they live not, immortal in bodies not immortal (95).
Exactly to whose fAdesireo is Gorgias refer
the living and the dead? A common assumption would be thahi idasire of the

living; however, epideictic alscharacterizes the dead as being capable of desire. It

allows thedead to influence the living hat influence is about transformation. Lockwood
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writes, fAThe epi dsructutes otr suwbjawEyd ensa wayuhat ordyo u | s
a powerful and | edegtalmy nax ¢ oai slEsamefestiiggdo & f 1
to consider that in the final pages of the novel, the surviving characters are still trying to
Aundoo Dracul abés i nfHeaiemnxcwent B vieena tyhle,artsh e ft
Transylvania and Athe old ground €& so full
view t he diauwmtréesd chasgthl eebove a waste of des
seems an odd choice of destinations for aspleatrip Why not visit Whitby? However,
the return to Transylvania makes per@eend frightening sense once readers recognize
thepot ency of Dr raatoud Lang deadhip infldeade petsists, arne is
still making claims on the living.

Socrates speaks of the transformational power of epideickteimexenusand it
is presentiraculaas wel |l . Socrates says funeral or e
splendidly that they cast a spell over our
pr ai se he merits and pr ai s-deadhal oudaneestorsn ot € a
before us, and ourselves, the I|livingo (951
exalted frame of mind. o0 fAiEach tdomeesa, as | |
different man, convinced that | have become taller and nobler and better looking all of a
suddeno (951). Socrates says this influenc
that all of a sudden I inspire greater awe in the friends fromothet i es 0 i n t he a
(951). And this fAhigh and mighty feeling,

As noted earl i er ,ref@entalcand seifclssives feaduees h | s s
that Harker notes. Draculaas once funerabrator and wadeadHi s #fci t yo i s hi
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homeland. And his audience is an outsittarker Reflecting on the speech later as he

writes in his journal, Harker indicates that his recording of it is fragmented and flawed.

But he suggeststhattbte unt 6 s epi descitntl hascepoeali int
wish | could put down all he said exactly
(33). Har ker experiences the fAawed that So

At heni an funer al o rlueerice does sot {e@MmelLf)lly apdarerdg entil | a 0 s

|l ater in the novel, as the words in Harker
audience in England. The effect of Dracul a
primitive, warlike state, causitghem t o resort to criminality

tomb, break into the o u mdm@&ssaround London, and plot ambushes. They also

descend into savagery in dismembering vampires. As Nicholas Rance observes, Dracula

Ainitiates theilcitéenstoi uUdt®gss of his v
Conjoined with Van Helsingbds forensic a

epideictic also leads to disarticulation in the novel. This effect is most obvious in the

atavism of the novehs the men become associated with their bladed metris and

weapons. The first instance occurs innocently enough when Sewiatrdh e | unati ¢ a

ma @ aervously fiddles with a scalpel as he proposes to Lucy. Writing to Mina about

the proposal, Lucy says that #fnAhemeeagyt pl ay

screamo (58). Then, there {iweldingavarrior H® s t r an

weapon is a Kukri, a knife with a large, curved blade from India. As a symbol, the Kukri

suggests that the British sg@bssession that Harker displayeduth abundance during

his journey to Draculads castle has been f
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except to wipe out this brute from the face of creation. woul d s el | my soul
(265). In the confrontaon in London, Harkeattacks Draaula, makingfia fierce and

sudden cut at himo (266). Missing his mark
for anot he rcourst (266D Alteotigh Bldrkertddes not cut Dracula in this
confrontati on, ¥afiercetkeifédstiuck gread iatg theoumt(283). i

Later, as the vampire hunters pursue Dracula back to Transylvania, Seward describes

Har ker coolly sharpening his knife, fAwhich
others are in a Afevemysf Hax&ierémefihan@29a
iceo (291). He continues, Alt will be a ba

Kukri ever touches his throat, drivey that stern, ice o | d h a+2)dHarker (s&s9 1

the same knife to kill Dracula in the wifigjht at the climax of the novélMina observes
fromadistanceandescr i bes the fAsweep and fl ash of
Ashear through the throato (325). Sewar d
Aa f r adokkinhrmappwi t h a strong youthful facebo
with Awhite hair, 0 fAheMrlidw emurlninreg eye sh,id
Seward notes, AHis energy is stil]l i ntact ;
Afl amed iasageHiacorkrelablk sagesat theunt for his violation of Mina.

Harker, however, is not the only male character put into this state of &&ethg the

undead Lucy, Seward says, AAt that moment

loathing; hadse t hen to be killed, | could have d

5 Although Draculais most commonly associated with impatent, the historicdigure
was decapitatenh 1476 (Goldberg and Iltzkowitz 116).
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Holmwood impales Lucy, it is Seward who assists Van Helsing with her surgical
decapitation and records the procedure in his diary (193).

Of all of the men in the novel, Van Helgi is the one most closely identified with
his bl ades. Preparing for Lucyds di smember
out fAhis operating knives. 0 Recording the
doctordés prepar &ktiina@dnsarfeorstwonuk adfi ngnywnd br
Hel sing removes these items black bag, whi
paraphernalia of our beneficial tradeo (11
vampirism grow, Van Helsing begins to gahis bag everywhere (123). Not only does
Van Helsing carry surgical instruments, but also hdarsaking and graveobbing tools,
such as a screwdriver and Afret sawo (176)
that dark lanterns were among twenmontoolsof burglars and bodgnatchers. They
were fndesigned to shed | ight where necessa
59). Van Helsingds bl ack bag iDsacumand of t he
Londonds Jack bDhetReppateslh&@g0OBgsand early
suspicions that Jack the Ripper was a fAmed
@447 .Adipopul ar assumption was that Jack the F
(441). Another view was that JacktRe pper was a fApunitive mor a
sl aughtermano crusading against prostitute
another supposition about Jack the Ripper was that ha feasigner, like Van Helsing.
AEvidently, at least the senavice of murderousness attaches not only to Dracula but to
Van Helsing and his partyBance state@44). This is not to say that Van Helsing is a

102



villain, but that he occupies the problematic status of the-easlyen executioner. The
e X e c u & official, eituabzed violence was motivated by rhetoric in the reading of the
sentence handed down by the court to punish and restore, and it became its own rhetoric
in the enactment of the sentence. The executioner, however, was a paradox. He was a
representate of the medicejuridico-scientific establishment and its forensieliberative
world of legislation, prosecution, and execution. His main functions were to carry out
judicial sentences, restore order, and admonish other vbeutdiminals. But these
functions made him a figure of horror and loathing, a monstrosity who inflicted state
sanctioned torture and dismemberment. His powers of healing derived from the necessity
to prolong the torture of prisoners for investigative purposes and to preserve them fo
execution. The executioner was blessing and curse. On the one hand, he was the
instrument of justice with the ability to heal the body. On the other hand, he was an
unclean outcast who could notleeda c hed f or f ePeopleo . harboredr r upt i o
sudh a pervasive fear of the social contaminatiomna¢t very touchsof an e
hand that respectable individuals jeopardized their very livelihoods by even casual
contact Joel Harringtorexplains(16). Underscoring the bond between thecutioner
and the prisoneFoucaultexplains:

In his confrontation with the condemned man, the execatiwas a little like the

k i 8 chdmpion. Yet he was an unacknowledgeable and unacknowledged

champion ... The executionermaya ve been, I nsswordshethes e, t h.
shared the infamy of his adversaBijgcipline and Punist»2-3).
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Harrington writes that the executioner wasnsidered .... a type of amoral mercenary
and thus excluded frodlecendsociety in the same manner as vagrants, prostitutes, and
thieves, as @il as Gypsies and Jew/ElL6).

Acknowledging the subtleyetfare ac hi ng i nfl uence of Dr ac
to the practical question of how it achieves its effect. Part of the answer is that it has the
same fAbewitchi ngl0y thavRocraies iddntifies khenexendsTwice
Socrates refers to oratory as a speMenexenusWhether or not Socrates is being ironic
is irrelevant, for Dracula is recognizable as a Faust figure seeking enlightenment and
power through forbidden kmdedge. As the vampire hunters unearth more of his history,
they | earn that he was not onl yowhiclsol di er
latter was the highest development of the scidnceo wl edge of hi s ti meo
also learn that he studidige black arts at a school frequented by the devil (212).

Dracul ads ethos merges magic with the orat
similarity to Faustseemmor e t han c oi sptaywas clearly bn.infl@rce t h e 6
for Stoker.It was aeof the most popular staged by the Lyceum, wiemryIrving

starring as Mephistopheles in nearly 800 performances between 1885 anid I90Q2e

a c tsappéarance in a flowing cloak has already been mentioned as providing

inspiration for the figure of Draulad Haining writes (85). At the sae time, Christopher

Mar | sDeedd Faustuzoud not have been far from St ok:¢
n o vseothégrarlyymo der n e c h o e ss.Faustus dippéd apalt lwy devils at

the end of the Brextd is one & the most notorious victims of disarticulation in English
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literature. Dracula meets a fate similar to that offihangled Faustus (Marlowe
5.3.17).

Anot her part of the answer to question
suggested biylichael F.Carter in his analysis dflenexenusReaders must keep in mind,
however, that on many points the effect of
Socratesit produces fear rathénaneuphoria Carter is concerned with the importance
of epideictici i n anci ent Greece as well a3%). in cont
Dracula offers a different perspective, one shaped by contact with the East and the occult.
This inversion is clearly signaled in the early pageSraicula. As Harker travels to
Trangy | vani a, he writes in his journal, HAThe
the West and enteringgh East €0 ( Djyacula cauterts elarker abohte n
entering the | ocked areas of the castl e, h
Transylvanias not England. Our ways are not your ways, and there shall be to you many
strange thingso (27). Carter focuses on th
Greece, observing that ritual permeated Greek society in its prayers, sacrifices, oracl
festivals, and other occasions (211). He writes that epideictic has an epistemic value
based on understanding rattfgnknowledge. Carter borrows from Urban T. Hobne
describing epideicti co a(sq2itdpr,i naonrddciiadl p,s6800 ofi
(qd.in215) ; it i s fAoat the expanding edge of
intuition, not irt23)Carerwstesrhatemdeicti¢ aprinects
Aparticipants € to a transc éatttiecordinarypr i nci pl
progression of time has been suspended; that it promotes a feeling of harmony by
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uni fying I if edsithbuidnapereeptioneotconeamainity amand itst h a t
members (214). All of these elements can be locate®naculain oneform or another,
although they are inverted, ironic, grotesque, and frightening: Dracula, as a figure of
epideictic, is a primeval creature whose origins are unclear and who defies time; the
Atranscendent principleo tatierdedth;tbeh he conne
contrarieties he draws together are life and death; and the community he fosters is an
atavistic one bent on his annihilation.

Dracul ads epideictic ultimately succeed

himself, thereby interrogatingictorian normative standards. It has a flawed parallel in

the insane Renfiel dillsougai matel gas@asicoms S
Renfieldbébs argument is that he is no diffe
up. Seward writestht Renfi el d Atook it for granted t

others entirely saneo ( 2rmhé pssembledadvitheSseward Re nf i
t oGsitinjudgmentonmycaée (215). I n an Aristotelian a
for immedate release from the asylum rests entirelgthos notlogosandpathos His

main point is that his origin and rank are equal to those of his audience. His rhetorical

strategy relies almost entirely on burnishing his credentials as a member of tlugknetw

He tells Hol mwood that he belonged to the
honor of secondingo hi m. He expresses grie
that in his younger days lagank with himo n@Ddibynightd ( 215) . ellNext , Ren
flatters Morris by praising his association with Texas and predicting a bright future for
thestate and the Union. Renfisldhen | auds Van Heslingds cont
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fidherapeutic® and his discovery in thenidfou,el d of
gentleman, who by nationality, by heredity, or by the possession of natural gifts, are fitted
to hold your respective places in the moving world, | take to witness that | am as sane as

at least the majority of men who are inlfobssession of theirdertiesd (215) He

concludes by appealing to Sevinorabddutgond ot el | i
di scharge his patient (215). Seward repor
Renfieldbs argument. He serysandc ahi dtesrpyi,tae F

convinced Athat his reason had been restor

i mpul se to tell him that | was satisfied a

in the morningo (216 )ved fwahenhdaddresises Benfeeld s o s e

|l ater, he speaks to him as an Aequal o (216
Al t h o u g hs sBeech fails ¢olpefsiade Van Helsing ytet another

oratorical performance in a novel that uses rhetoric to constitute and destroy characters.

Thisis the essence of disarticulation. Dracul and Van Hel smaing ar e t he

orators, and their rhetorical performances bear traces of the influence of declamation and

elocution, with their emphasis on theatricality and gesture. As a representative of the

medicojuridico-scientifices t a b | i s h me n $ rhetoNcasrforersec lareli n g 6

deliberative, concerned with developing knowledge, building consensus, and moving an

audience. It is foregrounded and aims aaits d i ereasoa. &sa supernatural being

from the past whose origins@ s hr ouded i ®rhewrisitepideictic, Dr ac u |l

concerned wi t Isprimiévie mdtincta. titisaobgationaamdregisters with

its audience at an emotional level. Central to both rhetorics is the bodyohs\fan
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Helsing uses the undead Lucy Westénirrupted body as proof, leading to her
dismemberment and the dismemberments of Dré&olkher female vampires.

Transformed by Dracula, Lucy becomes a monstrosity; but her ritualistic execution also
hintsat the monstrous transformation that the heroic men of the novel undergyg as the
feel the i nfdepidert.dn thosfwayPrinetorec ecdmalidates readlers
understanding of the characters in the novel and exposes the moral relativism and
coercieness of proper society. The differences between Dracula and the men who seek
to destroy him are reduced by the violence that all of them commit against bodies in the
novel. In their use of rhetoric, their atavistic reaction to it, and their willingoessstroy

transgressing bodies, all of the characteiBreculaare marked as monstrous.

108



CHAPTER V

PENAL DISSECTIONIN MOREAUAND JEKYLL AND HYDE

When the good doctor Henry Jekyll first transforms himself into the monstrous
Edward Hyde, he gazes intorarrorard beholdsani u gl vy i disdasyto( 51) .
imagine that in 1860, Bishop of Oxford Samuel Wilberforce looked at the advatiwe of
new sciencerad saw the samidol: science enshrined as faitks men likeT.H. Huxley
worked to professionalizesience by ridding it of Christian negihysics, Wilberforce
feared that they were promoting ADar wi noés
met aphysi cal beliefs i n contradistinction
(Hesketh 101)According to Christopher Claes, the displacement of religion by
sciencearesulted in atavism arehgendered literary monstrositi€dausen traces these
monstrosities through numerous literary works, from the sublime in William
Wor ds wohe Pralddgothe sini ster i n AheHduodrofttreonan Do
Baskervillesas he describes the frightening implications of science taken as a creed.
Clausen writesiiTake nature as your moral guide, and before long you find yourself
haunted by nightmares of monstefhe relation between cosmic nature and human
ethical conduct was the most important intellectual problem of the nineteenth

century(239)
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As Clausen suggests, one consequence of science centered on nature rather than
God is the casting ofif ethics.And ethics were at the heart of one of the greatest
controversies of the nineteenth century: human dissedibiie Draculareflects the
rhetorical significance of dismemberment as a judicial punishment and a legal
admonition in enforcing Victorian culturabrms,Strange Case of Dr. Jekyll and Mr.
Hydeby Robert Louis Stevenson amte Island of Dr. Moreaby H.G. Wellsreflect the
cultural practiceof penal dissection. Penal dissection was a utilitarian alternative to
dismemberment in that criminal bodwsre used to advance the cause of scientific
knowledge However, the horrifying reality was that criminal bodies were not the only
ones subjected to dissection in ninetearghtury England: any bodies that could be
obtained either before or after burialutd end up as objects of study for medical schools
eager to advance studeditaowledge of anatomy and surgical methods. Some of these
bodies were obtained legally, but others were stolen from funeral homes and graveyards.
Part of the horror inspired byssection had to do with the question of widdadd
actually meant. Opponents of dissection feared that lecturers and their students were
actually cutting up viable bodies, either unintentionally or intentionally. The true horror
of MoreauandJekyll andHyde therefore, is not necessarily dissection, but vivisection.
In Victorian England, the subjects of vivisection were usually animals. InNboteau
andJekyll and Hydehowever, the boundaries separating human and adissallvein
two distinct wayshumans become more like animals and animalsrbeanore like
humans Living beings inhabiting the obscure aahybridizationbetween human and
beastare subjected to cutting and division. That area was of great concern to Victorians
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as they learned moebout human origins, their empire came into contact with new
cultures and species, and they struggled with the exact location of the-anmneh
boundaryMany resisted the Darwinian notion that there was little separation between
humans and animdsa clim partly supported by the appearance and behavior of
Aisavageso in ot her paconfictisebident imthe rinetoricald . Ho w
moments presented MoreauandJekyll and HydeAs inDracula, there is a layering of
forensicanddeliberatve rhetoric and epideictic iMoreauandJekyll and Hydgewith
epideictic proving to be the most influential and enduring. Declamation is present in
various forms, but epideictic transforms characters. These rhetorics, combined with
depictions of and refences to the cutting of the body, constitute disarticulation in the
novels.
Vivisection in the Novels

Vivisection is part of the premise Moreay but it is more difficult to find in
Jekylland HydeVivi sect i on hel p sidentdynvghichrvas based bhathee a u 6
French physiologist Claude Bernard (Wells 197). After the main character, the
shipwrecked Prendick, arrives on Moreau's island, he bégiremember details of
Mo r esgastin England. A noted researcher, Mo@e&uwrror in the vivisetion of
animals were exposed by an investigative journalist and by the exfcaflayed dog
f rom Mdab a5y Bes forcedout of EnglandfiThe doctor was simply howled
out of the country) Prendick recalls (196). Nevertheless, Prendlicknfused @ his
i nitial encousBeastriPeoplayihd tbrturdticnes he hears in his
compound, and the sight of his bloodydais uncertain about the nature of the do@or
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activities. Hisf ear f ul as s u mpsprojeatis thabhe is surgigd r e a u 0
transforming humans into animal hybridiswas convinced ... that Moreau had been
vivisecting a human beingsays PrendiclkiThese creatures | had seen were the victims
of some hideous experimént08). Prendick fears thae will be next, thatat Mlr esa u 6
hands he will media fate more horrible than death, with torture, and after torture the
most hideous degradation it was possible to condeivesend me off, a losbsl, a
beast, t he rout@(®08). Rrdndick ofroausd) is incorrdetit his error is
significant. Wells was a student of T.H. Huxley, CharlesiDws faretnost defender.
And, read alongsidBar wt héer i es 0 nsplageinmatureiandaninmla n 6
intelligence and emotion®joreauobliterates the boundary between famand beast.
Simply put, animals are humaasd vice versa Moreau This notion is reflective of the
animal welfare movement, which began during the Romantic era but culminated in 1876
with the Cruelty to Animals Act. Matt Cartmill writes that this cem for animals was
the resul-miotled Rbmadeirc view of animal so
interpreted as fnAlargely a symbolic express
top of Victorian soci et y4l)fGiticd have also dalpddtd h o s e
build a bridge between animals and humanganeay pointing out that Wells saw the
ficonnections amoriganimals used in scientific research and marginafisexmen,
workers, and nofwhitesias problematiéboundary figureod in Western scientific
thought (Vint 91).

Almost a decade befoidoreay we find this sort of boundary fige in Edward
Hy de. L i ls BeadviPeopée aHyde is the product of vivisection, but the cutting

112



occurs at an elemental level unohsdble byte nak ed eprogectisdivading | | 0

the good and ewl or the developed and primitieaspects of his personality through

thescal pel of ¢ hsstatemert, which remains skaekl yntil lafter his death,

he writes that his inspiration forighproject was the duality he recognized in himself at

an early age and which caused limm almost morbid sense of shani8tevenson,

Strange Casd8). Jekyll writes that his studies lead him to the discovery that man is

actually two beings in one and tliey are continuously &tvaro (48). He beinsto

fidwell ... on the thought of the separation of these eleimsatthat they each could live
unburdened by the other (49). At lilaboratory tablé he also discovethat maris

fiseemingly so solid bodayss illusory: it is actually composed offirembling
immaterialityp a fimist-like transience and anmfiaura and effulgencg49). He refers to

his discovery of certaifiagent® d presumably chemical that could manipulate the

flesh (49).As unscientificasthis may seem, readers should remember that geneticists

today use restriction enzymes to cut DNA, mhelecules that store biological information
determining an organismso0 appearance, deve
behavioral tendenciesvBnually, Jekyllcreats a dr ug t hatloweran dr aw
elements in my soaland fashion a body for them (50). Jekylaishemist, but the text

leaves open the possibility that he dabbles in anatomyigbdbhn Utterson, the

nov ebprimargnarratogr says Jekyl |l repurposed the the
rather chemical than anatomical .. .o (27).
have made his crucial discoveries without examining corpses. The novella includes the
revelation thatJekys house has fAold dissecting rooms

113



bought the house fifrom the heirs of a cele
At heatre, once cr oéwd e(d2 W) .tskidvdeadgprebwhas\dentd e nt s
on in the theatrperhaps accounfer the uneas® the fidistasteful sense of strangeness

(25)0 thatte f eel s as waslldb.dt alsdoresioadogvhis odvretéxtudl | 6
dissolution later in the novel. Jekyll thus hasatnk a not ed di ssector.
descriptiono f J ®l&bydinbwdlying gaunt and sileais suggestive of a corpse on a

table (25). The old dissectseems even more of a presence when he is named in
Lanyonds narrative: Dr . Denman (43).

The reference to dissect orathanatmvams at Je
Gothic detail. I ndeed, further evidence o
foundinhislondg ost tale AThe Scientific Ape. o0 nT
until 2006. Although the date the tale was written is tagg it seems likely that it was
composed around the time that Stevenson wiekgll andHyde Like Jekyll and Hyde
AThe Scientific Apnghe tale, asiviseciobisirilarto Mpraaail i t i e s
lives on a remote island near a colony affamoid apes. An ape escapes from the
vivisectionist, returns to the troop, and proclaims himself a doctor of vivisection.
Unburdened by the religion that he c¢cl ai ms
project is to determine how long it took man tolgepa question he proposes to answer
by vivisecting humans. The doctords first
he has kidnapped: fABy vivisecting men, we

advance, 0 t he doct debatsanhsefficadyda@d)humarkenesseof a b
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vivisection, the apes force the doctor to return the baby. The meaning seems clear:
animals are more rational and just than humans.

Dissection and \ivisection

Coinciding with the publication afekyll and Hydeindlater Moreauwas a
national debate over animal vivisection, which Darwin reluctantly defended in 1881 as a
means of producing scientific and medical knowledge. Animal vivisection was part of a
larger controversy over scientific methods, including humasedition earlier in the
century. Both practices sparked political debate and social unrest, with citizens
sporadically protesting and rioting against anatomists and their henchmen, the grave
robbers. Likewise, the controversy over animal vivisection sirachthrough much of
the nineteenth century and boiled over in the Brown Dog riots of 1907 (Cartmill 142).
When studying the rhetorical significance of violence to the body in nineteenttry
literature, it is important tknow thatanimal welfare actiwts sawlittle separation
betweerbeastand human in popular sentiment. The merger was one that Darwin himself
encouraged using a rhetorical strategy knowgradatio.

Although the dissection of humans is not integral to the pldt$ooéauor Jekyll
andHyde the practice is suggested and critiqued through the vivisection of animals in
the novels. Moreover, the crimes of the characters raise questions of justiceeiy
clues pointtothecanl usi on t hat Maedssojute assistant, fledior e a u 6
England after committing some transgression. Prendick recalls one of his earliest
conversations with Montgomery, when the man talked of his past in Lofiderspoke
like a man who loved his life thetegPrendick saysjand had been suddenly and
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irrevocaly cut off from i (184). Exactly what Montgomery did is never explained. But
it is clear that it was related to his alcoholjsmd that he is in exile. He says of whisky,
fidt was that infernal stuff that led to my coming here. That and a foggy hiflought
myself in luck when Moreau offered to get me@({fL97). Later, Montgomery reveals he
had been living the life of a destitute student of medicine when he comfited

blunded |  dtikrtbw &ny bettér and hustled off to this beastly island. Tyarars

heref® (250). It seems certain that Montgomery committed some crime, and it was
serious enough that he left England to escape jusiice Jekyll, Montgomery is
transformed by an ageritét results in bestlializaticend loss of judgmenWhile

Jkyl |l 6s body i s t ristnarsgorted tma place Weyenthie jne me r y
between human and animal dissolves. Both Montgomery and Hyde become fugitives
from justice who are bestial and criminal. Montgomery fraternizes with animals, and
Jekyll becomesne of them.

Whil e Mormrst gomenrey & e ma i nsss olviousmusderproves, Hy de
to be his undoing. Hyde not only kills the defenseless Sir Danvers Carew without
provocation, he beats him so savagely with
shattered and the body jumped on the roadw
Hy d @dnsof view, Jekyll writesfilnstantly the spirit of hell awoke in me and raged. ...
| mauled the unresisting body, tasting delight from every blo6). Accoding to the
novel | passnnarfatoiydd e t hen f | e e®dyiincreddblyi ng Car e\
manglead (22). Jekyll recalls that once Hyde returned to his sefiseayw my life to be a
forfeitd (56). He destroys personal papers at his home, but leavies ke key
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evidence: half of the walking stick that he broke while thrashing Carew.ofifer half
was | ef t swaddy.fih wa€ @otoalyadcrime, it had been a tragic fallgekyll
writes (57). And Jekyl |l womldeéd s( 62) Hiyfdehevii
capturedfiHyde in danger of his life was a creature new toordekyll writes(59). One
can i magi rsexetutedhbbdy thly rdae,dalf ap@ would have been of special
interest to nineteentbentury anatomists seeking medical andrgdic knowledge Ruth
Richardson writes that the bodiesfphysiological freak3were even more valuable to
anatomists than the bodies of normal people (57). Often, these remains would end up in
exhibitions, without the subjed@sonsent. John Huntem the late eighteenth century built
an enormous collection of curiosities for the Royal College of Surgeons containing
monstrous births (animal and human) in bottles, the skeletons of physical freaks, a
castoft he br ai n c a vsiskuly deth masksenaunderesskeletorts 6
and relics, and all sorts and conditions of medical prodigfest, heads, internal
organ$® pickled or dyed to show their peculiarities to better effect. (64)
Underlying this freak show is, of course, norming and morbiwbsily. Medical science
determined the specimens that were abnormal, while the legal establishment essentially
condoned the practice of collectthgften by illicit meand and displaying what had
been judged incongruous. Thus, somatic monstrosity inspierdigeness and societal
monstrosity, which defended its disturbing methods and ends by invoking the
advancement of knowledge. The boundary between normal and abnormal thus bled away.
The idea that a convicted criminal could have his or her body mutdatkd

displayed after execution as a part of a legal sentence is inconceivable to modern Western
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audiences. In most criminal justice systems, it is homicide victims who undergo that
degradation in the form of forensic autopsies, which are documentedimgvertd
photographs and, in most states in the United States, placed in files that are open to
inspection under public records laws. But by the late ninetesamttury in England,
morbid dissection had been a criminal punishment for several hundredTyears.
dissection of criminal corpses for medical research began in Europe after the Papal ban
against it was lifted in the sixteenth century (Cheney 100). The practice eventually
entereceEngland and Scotland, where it fundamentally altered the spectacimifat
execution. No longer would criminal bodies be destroyed simply for retribution and
admonition. Executed bodies could instead be handed over to doctors to be methodically
dismembered for the purposes of medical research and education. Penabdssaest
someti mes referred to as fApublic dissectio
simply meant that the bodies for dissection were obtained from the government and not a
private individual (Sawday 281). People were not able to view pksssctions as they
had been able to view judicial dismemberments of convicted felons. This was partly
because anatomy theaters were not able to accommodate such large crowds. Those who
were able to witness penal dissections were mostly medical studdrdyaitaries. So,
penal dissection represented another step in the movement away from open executions
and toward the figurative transformation of body to text. Simply put, people had to read
about what they once had the opportunity to witness directly.

The transformation of body to text was facilitated by public dissection, as
anatomists studied executed criminal bodi e
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of knowl edge, 60 Ri char éeentunysurgeon Wikiasn, quot i ng
Lawrence (95)The dissection systetransformedcorpsesnto valuable objects of gaze

and study for anatomists. Jonathan Sawday
Acodi fication by statute of a set of rul es
afterdeathfortt ut i |l i tarian investigation of the
Anatomies officially began in England in 1540, when Henry VIl united the companies of
Barbers & Surgeons by Royal Charter and granted them the right to the bodies of four

hanged felons e& year. These grants made way for public dissection to be added to the
sentences of convicted murderers. Soon, colleges across England gained rights to the

bodies of executed murderers and were requiring medical students to attend anatomies as
partoftei r education (56). The fAMurder Acto of
criminal bodies available for anatomies by giving judges the discretion to substitute

dissection for gibbeting in the death sentences for convicted murderers. Sptiays

thathe Act was the authoritiesd Aresponse to
AWhat was needed, it was felt, was a puni s
potential criminals would be terrified at the fate which awaited them in the event of their
detection. Clearly, simply, execution was n
would take place out of view of the mob, it was still intended to send a clear warning to a
specific audience about the consequences of murder. Sawday writes that dissection

seemed like a way to reintroduce dismemberment as practiced under the Elizabethans and
Jacobeans (55). It also offered the benefit of advancing medical knowledge and

i mproving surgical techniques at a ti me wh
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(Richardson 44). However, Richardsstateghat penal dissection proved to be even

more unpopular in England than gibbeting, which involved displaying an executed corpse
in a hanging metal frame to decompose and be eaten by birds. With gibbetting, the crowd
could at least see the outcome of the sentence. Although dissected bodies were sometimes
displayed for people to view, the process denied them the opportunity to witness the full
sentence being enacted and therefore the emotional release that accomfaimes it
dissections were performed in the enclosed space of the anatomical theater, people were
left to imagne what took place there. Artlde imagination was fertile ground for terror.

Some worried that the corpses were sexually mistreated, while cthees that

murderers who survived due to botched hangings were either killed by anatomists or
vivisected(Richardson 95).

Theinfamyof penal dissection is hinted at b
felony punishabl e by tsévakerthe poelyaof as éxecuteda ns p o r
murderer to save it from dissection (Sawday 55). The Act also relieved anatomists from
having to go to the scaffold to retrieve bodies and possibly be subjected to the violence of
the mob. Instead, the bodies were talbkvered to anatomists by the sheriff or his
deputies (54). Whether convicted murderers were sentenced to dissection or gibbeting,
the law forbade them from receiving a proper burial and the eternal rest believed to go
along with it (55). Dissection wdkerefore seen as a violation of religious customs as
well as the ancient folklore surrounding the newly dead body. According to one
superstiton t here was a fAperiod between death a
regarded as O0hgi ORaethdsily). Beief m the restirce¢tion of
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the body also caused people to oppose dissection. While popular burial customs sought to
preserve the body and its identity, di ssec
averyfinalproces, 0 Ri chardson wr it edeveniihesurvidat ni ed h
of identity after death. é Dissection repr
identity of the body and upon the repose o
bodiesin a liminal status in that they were not considered property. This made them
vul nerabl e to expl oiahother hame fdsbdysnalicheess ur r ect i o
Although the only legal source for bodies for dissection was hanged murderers,
exhumation wasot technically a crime of theft; for although dead human bodies
were in fact bought and sold, in the eyes of the law a body did not constitute real
property, and thereforeoald neither be owned or stolgb3).
Such legal deficienciezet the stage fane of the most lurid periods in British history.
And the cultural attitudes that they unintentionally fostered are reflected in nineteenth
century horror fiction.
The rampant graveobbing that took place as a result of the limited legal supply
of cadaers for anatomies made the age of dissection in Britain even more macabre.
Al t hough the AMurder Acto increased the su
to meet the demand. As a result, stolen human bodies became goods to be bought and
sold in an underground economy that stripped them of their identity and left them in
pi eces. Stevensonds interest in this bl ack
Snatcher. o0 Written in 1881 and published i

graver obbi ng was r aBpanther §dhktoB8odgs on two
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the sinister and mani pul ati ve Wpldgled fAToddy
Fettes. Macfarlane becomes a respected London doctor, Fettes a-wasthezholic.
Thestoryis ol d by one of Fet t-+#heviayidnrwhenekan oldgr mat e s
Fettes spends hisevengign fimel ancholy alcoholic satur af
enigma in the village northeast of London where he settled years earlier, but he shares his
stay after a chance reunion with Macfarlane at the inn reawakens histiguithaand
rage. As young men, both Macfarlane and Fetta® medical students wisopplied
their anatomy | ecturer with st gjbbemasbcor pses
pay for the snatched bodies that were deliveretesurrectionists) the dead of night.
The premise of the tale involves the horror of muifderdissection, as the two corpses
identified in the story, Jane Galbraith and Gray, were most likely vidfrfeul play. On
the surface, the conflict of the macabre story is between Fettes and Macfarlane. At a
deeperlevelliwe ver , t he cstugdleltasappress lds cénsciericeas bess
drawn deeper into the corpse trade by Macfarlane. UnlikédWlane, Fettes does not Kkill
anyone, but he bears the burden of guilt and fear for what he does to the bodies he helps
smuggle. Fettes falls into ruin because he clearly sees the absurdity and horror of a
system that relies on unspeakable violence tadivand dead bodies to train physicians.

By the time of the setti nrgbbiogédgdibeen ed i n
going on in England and Scotland since the seventeenth century, with armordist
their studentstealing bodies for dissection (Rarason 54). As the black markgtew,
anatomists began hiring Aentrepreneurso to
punishment, riot, prosecution, and damage to their reputation, offered money for corpses
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rather than snat cardsondxeams(35h Riahadsdn estinsate®thaRi ¢ h
the trade in cadavers eventually grew to 0
buried corpse in the country was vulnerabl
Richardson writes (xv). So pesive was the practice that when Fettes gets cold feet in

AThe -Boaltycher , 06 Macf ar is@ohagrateabel, sewhlench t hat i
up a victim on an anatomésttable. Thus, Stevenson divides the world between those

who dissed@ or at leastdcilitate the practice by stealing corpdesnd those who are

dissected (215).

Richardson writes that the period of 16/'Y 25 was most | i kely w
body began to be bought and sold Iike any
(55). At times body-snatchers could bribe undertakers and steal corpses from coffins
before they were even buried (65). Usually, however, the work was more labor intensive.
Operating in gangs mostly at night, resurrectionists used techniques that, for the most
part, albwed them to remove bodies from graves without leaving a trace of disturbance.

An experienced gang could do the job in ten to twenty minutes (Knott 2). Richardson
summarizes the inventive ways bodies were packaged for smuggling and delivery in this
new ecoomy:

Human bodies were compressed into boxes, packed in sawdust, packed in hay,

trussed up in sacks, roped up like hams, sewn in canvas, packed in cases, casks,

barrels, crates, and hampers, salted, pickled or injected with preservatives. They

were caned in carts and wagons, in barrows and steaats; manhandled,

damaged in transit, and hidden under loads of vegetables. They were stored in
cellars and on quays. (72)
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Someti mes cadavers were also fAidi smember
writes (79 . Resurrection men would be paid well
used to make dentures (67). As stealthily as gralibers operated, they were
sometimes caught. The problem facing the law was what to do with the resurrection men,
since tte law did not recognize a body as property that could be stolen. If the body
snatchers stole clothing, jewelry, or any other items from a grave, they could be charged
with felonies. However, if they took only bodies, they were usually charged with
misdemeanors (Knott 2). They typically had more to fear from the outraged and vengeful
mobs that confronted them after they were arrested (Richardson 78). As Stevenson
writes, in Arustic meblgdborfhelotdsoafwdrerep gnm:
thano mmonl y tenacious €& and bonds of Dblood o
a parishoSfafTbeeBodg17) -robbihg douldecausee of gr ave
communities to panic and rush to dig up local graveyards looking for their loved one
(88). Difficult to assess their trauma when thegiscoverecempty grave. Richardson
speculateghat

the conception of their spouse or child dragged out of the coffin, shoved into a

sack, manhandled in transit, stretched out on a slab, decapitated or dismembered,

ard cut about by (possibly irreverent) training anatomists, may in many cases
have resulted in profound psychological disturbance. (78)

Stevenson contemplates this anguish in ATh
familiesd expedepartedioved one wotldfiad etetndl rest and the fate
their bodies actwually suffer after their g
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To bodies that had been laid in earth, in joyful expectation of a far different
awakening, there came thatdty, lampglit, terror-haunted resurrection of the
spade and mattock. The coffin was forced, the cerements torn, and the melancholy
relics, clad in sackcloth, after being rattled for hours on moonless byways, were at
length exposed to uttermost indigniti@sfore a class of gaping boys. (217)
The newly dead were not the only ones at tiiskliving also had reason to fear
the lurid trade of criminals and anatomists after it was revealed that people were being
murdered and their bodies sold for dissectiime first highprofile case occurred in
1828, when it was discovered that William Burke and William Hare had murdered
sixteen people in Edinburgh and sold their bodies to anatomist Robert Knox. The Irish
i mmi grantsd spree bedaen Hafrtesr®d & aahHdm nma i od
money, and Burke and Hare sold his body to Knox to cover the debt. Their primary
method involved dulling victims with drink and then smothering them. At trial, Hare
testified against Burke, who was convicted. After he Wwanged, his body was publicly
dissected at Edinburgh Urksity before an enormous crowiis skeleton is still on
display at Edinburgh Medical School, ambook bound with his skin can be fouimd
Surgeonsd Hall Museum i nt lEadiinhaugeae hof Otntee i B¢
Booko which rel ates Fr anTheeRingdndtheiBook cr i mes
Aécrud&Sefcaett ed from a manbés | i-BeKnaxhen hear
escaped prosecution, as did the accomplices.
Two years afterthe ens at i onal revel ations of Burk

case was investigated in the Nova Scotia Gardens slum in London in 1831. While Burke

and Hare had never robbed graves, John Bishop and Thomas Williams were part of a
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gang of accomplished boépatchers. Bishop estimated that over twelve years he had

sold fibetween 500 to 1,000 disinterred cor
196). At some point, they branched out and began murdering victims to supply

anatomists. They confessed to kijithree peopl@ including two boy8 by drugging

them and then hanging them upside down inside a well foamethod that left no

signs of murder (196). Bishop, Williams, and a third man, John May, were convicted of
murdering one of the boys. May was lgtardoned by the king, while Bishop and

Williams were hanged before cheering crowds and their bodies dissected and exhibited.

The day before his execution, Williams allegedly confessed that he and Bishop had

murdered about sixty other people and sold thedlies to anatomists (197).

Murderfor-di ssection is, of course, the real
S nat c hiehrfeatores\among itharacters Robert Knox before the Burke and Hare
scandal. He isreferredtmlyas fAMr 0 Bt evenson write

His name was subsequently too well known. The man who bore it skulked

through the streets of Edinburgh in disguise, while the mob that applauded at the

execution of Burke called loudly for the blood of his employer. But M¢- Was

then at the topfdis vogue. (206)

A promising student from Edinburgh, Fet
same roof as the dissecting room, and is charged with keeping the theatre in order,
overseeing students, and paying for the bodies that are broughtirgahnt by t he @A ui
and desperate interlopers who supplied the

Knox were always worried about having enough corpses, and they chose to overlook
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evidence that murder was being committed to supply their studen ARnThere was
understanding that the subjects were provided by the crime of murder. Had that idea been
broached to [Knox] in words, he would have
(208). Still, Knox is culpable for not taking the matter seripuslr insisting that Fettes

ask no question of the Aruffiansd who show

and thereby encouraging his associates to engage in murder for dissection (208). And

Fettes, who silences hblsacloqwsar kInyx ee nwji dyhmaenr
along with Knox: fiHe understood his duty,
was brought, to pay the price, and to aver

the time Fettes begins to resist the tradis, tvo late. Macfarlane tells him he has become

too involved. Besides, Macfarl ane says, al

murdered. 06 The best thing to do, he says,

however, squelching the consoce is easier said than done. When a drunken Gray jokes

that Macfarlane would stab him if he could, Fettes Sa/8e medicals have a better way

than thatp said FettesidVhen we dislike a dead friend of ours, we dissectih{@il1).
Bythetimethat®venson publ iSsnhaetdc hieTrh ed Bddyor t s

made to limit the black market in corpses.gdwing awareness of bodysnatching, the

safeguards taken in cemeteries to try to stop it, the proliferation of medical schools, and

the prosecutions of atomists who received stolen bodies all increased pressure on the

British government to increase the supply of cadavers legally available for dissection.

The result was the Anatomy Act of 1832, a utilitarian plan that aimed to relieve the

shortage by expaling the supply to include the unclaimed bodies of people who died in
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workhouses, hospitals, and prisons. It was modeled on a French system that had worked

well (Knott 3). The Anatomy Act stipulated that if no one claimed a body within seven

days to givetia proper burial, it could be sent to a medical school for dissection. The Act

also required anatomists to be licensed, bodies sent for dissection to be documented, an
official fee to be paid for the bodies, and the cadavers to receive proper buriagdt,The

however, offered little relief for the poor, who for years had been easy targets fer body
snatchers due to inexpensive burial practices. Critics charged that the Act made poverty

a cri me. Mary EIlis Gibson wrnsferefdegal iThi s r
dissection from criminals to the poor, thereby suggesting a basic connection between
poverty and crimeo (79). John Knott argues

trauma that the Anatomy Act and dissection had on Britain in the nimiteentury.

Knott writes that the fApoor and | aboring p
absolute horror. o It was variously referr
Bill, o0 the ADiIi ssec3tiamigneBd | An at amydreA cthtedo A(B1 )o.

roused by conspiracy theories that the Anatomy Act and the New Poor Law were
intended to work together to starve and murder people in prisons, workhouses, and
hospitals and then butcher their bodies (2
harmory , grinding up the bodi es,sonimingup¢he poor ?0
suspicionof the poor(1).
D a r wsilnflugnce

An understanding of the rhetoric BforeauandJekyll and Hydes further aided
by a knowledge of Darwis theories and their ipact on Victorian culture: theories

128



which emphasized that hum&nand their bodie® are part of nature. When discussing
transgressing bodies, none were perhaps more objectionable to Victorians than the
atavistic bodies of evolutionary anachronigimie Hyded who not only offended
sensibilities but also broke laws and threatened social dvdetgomery, whaocializes
with the Beast People Moreay is another exampl®arwin helped supply the traits of
such characters. In works suchTdee Descent of Man arfklection in Relation to Sex

andThe Expressions of Emotions in Man and Anigrthls divisions separating savages

and animals | argely disappear. Jeanne Fahn
between human and brute was seriously challenged in theertle century when
various theories of evolution, culminating

Drawing from the lexicon of nineteenttentury imperialism, Darwin frequently uses the

term Asavageso to refer t o iadsfand Abaigines. Nat i v

Aside from even the | owest humandés superio

difference between savages and animals in the struggle for existence. In fact, he suggests

that savages are intermediaries between humans and animalsr& Hepabacks to

civilized Europeans in an earlier state.

on many topics, including his opposition to inhumane treatment of animals.
Although Darwin published his theory of competitive fitness in 1830nrihe

Origin of Speciedhe did not apply the theory to humans until 187The Descent of

Man and Selection in Relation to Séxarguing that humans are a product of evolution,
he blurs the lines between humamslanimalsi Savages o0 blumame an

hybri ds iTme DBsaentwfiMamaswinachieves this largely through the use of
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gradatio. Fahnestock points out that Darwin makes effective ugeaofatioin On the

Origin of SpeciesOne of his most famous usesgoadatiocan be found in chagt two,

in which he undermines the stability of th

use ofgradatioin The Descent of Mais even more pronounced, as he searches for the

line dividing human and animal. It is a search that infalekg/ll and Hyd andMoreau

Part of Dar wheDéssentpuMaip to erase therbinary between human

and animal by showing that they share numerous similarities. His project can be

expressed in the following structural chiasmus: the bestializing of humariseand

humani zing of beasts. 1t is a rhetorical f

interest in primitive man, moral degeneracy, and animal welfare. The crisscross nature of

the figure points toward an intersection based on shared charactesisticbat is what

Darwin tries establish ifthe Descent of Marand what readers can see Stevenson

extending indekyll and Hydeand Wells inMoreau The picture that all three writers

paint of man in nature is decidedly dark and disturbing, charactdryzeidlence to the

body.Impulses that all three texts sharethe demonization and destruction of the

hybrid, as represented by t hEhesd manstrasgiess , 0 t

are partly constituted tfacedsargchlatant her sé r he
In The Descent of Mararwin clearly believes savages are intermediaries

between civilized men and animals. He does not believe, as some scholars and clergy of

his day, that man came into existence, then lapsed into savagery43%3HE describes

uncivilized people in some of the wickedest terms possible. They are immoral,

superstitious, lacking in reason, intemperate, masochistic, sexist, domineering, violent,
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warlike, bloodthirsty, cruel, sadistic, unsympathetic and inhumanayMf these

observations could be made of Edward Hyde. Almost a decade later, and in an enchanted

island setting removed fromondon and r e ns Rraspe@eComuésof Cir ce

and the Houyhnhn@&lomains, Wells feels freer to describe his Beast Ré&opavagery.

In the Beast People, Prendick comments on many of the same characteristics that Darwin

catalogues in primitive humans. Prendick also notes that Moreau has given the Beast

People the Law, a religious code similar to the biblical Ten Commaridneriollow.

They chant it. Their litany of the Law stipulations contribute to its rhetorical character.
Describing primitive people, Darwin writes that they are unable to distinguish

between subjective and objective impressions (94). In other wbeysdo not know the

difference between reality and fantasy. He portrays the superstitions and religious rites of

savages as particularly lurid, writing of human sacrifices, ordeals by fire and poison, and

black magic (95). He write§i T h e s e mi mdirectaconsequeraces df our highest

faculties may be compared with the incidental and occasional mistakes of the instincts of

the | ower animalso (96). Darwin dwell s on

American Indians leave the weak to die, he writewl Fijians bury their elderly parents

alive (102). They have underdeveloped social instincts, and neighboring tribes are

constantly at war (108). They lack altruism and benevolenceXl)LX0rimes such as

murder might be punished within tribes, but tlaeg encouraged against other tribes.

Some savages delight in the suffering of strangers (117), and women and children in

certain North American Indian tribes aid in torturing captives, Darwin writes. They can

al so take fAhorridmalesbdsdiaedotiyni srael upkhow
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Darwin writes (118). Darwin attributes the
reasoning, and lack of setbntrol (119). If primitive people adopt some of the trappings
of civilization, they might bemly superficial. As Darwinsay$i Apes are much gi
i mitation, as are the | owest savages ...O0
between savages and lower animals with an ominous prediction:

At some future period, not very distant as meashyecenturies, the civilised

races of man will almost certainly exterminate, and replace, the savage races

throughout the world. At the same time the anthropomorphous apes ... will no

doubt be exterminated. The break between man and his nearest alltasmile

wider, for it will intervene between man in a more civilised state ... instead of as

now between the negro or Australian and the gorilla (156).
Darwinds hybrids, therefore, face dAndsartic
justasthes AisavagesoO were constituted as monstr
destruction would also be facilitated by rhetoric as imperialists justified their domination,
conversion, and modernization. It seems significant that the most visible example of
colonialism in the late nineteenth century was the partitioning of Afasahe European
powersfiguratively cut the continent into piecesd divided it among themselves

As Darwin tries to make primitive people seem less humdménDescent of
Man, hetris t o make ani mals seem more human. As
(Darwin) may more readily be accused of making animals too human, than of making
men too animal o (196). Darwin compares Al o
chapters Il and IV imrheDescent of Man Il n chapter |11

, he wri

shew that there is no fundamental difference between man and the higher mammals in
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their mental facultieso (66). Ani malas such
fact that Darwin sag/is so well established that he offers few specifics. They display
suspicion, deceit, courage, timidity, anger and sulkiness. Higher animals are capable of
such Acomplex emotionsod as |l ove, emul ati on
experience woder, boredom and curiosity (71). Darwin writes at length about a series of
human characteristics and abilities that he believes animals possess to some degree,
offering numerous examples. They are imitation, attention, memory, imagination, reason,
abstratthought, general conceptions, setinsciousness, mental individuality, language,
a sense of beauty, and religion. James Raexglains
Part of Darwinbés argument was that we f
animals; echoing the language b¢tCartesians, he rejected the idea that animals
are merely Oani mated machines. 6 . .. Dar
abilities far exceed those of other animals. But he insisted that the difference is
only one of degree, not of kind. (132
TheDescent of Mamwas not the only work in which Darwin explores the
similarities between man and animals. He followed up with theneedlivedThe
Expressions of the Emotions in Man and Aninmatk872. Janet Browngescribes the
book6s fislutc cioeidosbedahe most successful and readable book he had
produced up to that point, selling some nine thousand copies in the first four months,
many more than th@rigin of Specieb ad done i n CharlssiDanwin3é8y. s pano
Browne wr it ersgardet tha book &a icrucialrpart of his lifelong
evolutionary projecto (-Gebtdyreadelswhorwers onat ed
increasingly interested in animalsd inner
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Browneexplains i T h e expréssian brought His anthropological cycle to a
conclusion, seeking to demonstrate a continuum between the mental life of human and
ani mal sMoregu&n@Jekyll.and Hydgosit asimilar continuum between human

and animal bodies.

Moreauds Rhetoric

Dar wi nds ¢ on c e+thumamboundary infores tlee chamacelr of
Moreau as declaimer and vivisectionist. LBeacula, Moreaupresents audiences with
multipl e str ands odexptamason and defense dfifuosrpmjacticonstitute
what is esentially a forensic oration, while Prendiskransformation due to his contact
with the Beast People suggest ssigeafedeatlgi ct i c.
in the novel when Prendick discovers fALat.i
(194). Moreover, after what he believes is his first successful use of vivisection in
humanizing an ape, Moreau wants to write about the project for other scientists. He tells
Prendick that he fAwas in a mind updhewri te a
English physiologyo (227). But the projec
gorilla he has vivisected reverts.

Moreauds role as decl ai mer becomes <cl ea
his project to Prendick. Even though Moreaeslaot fully convince Prendick of the
practicality and benefit of his work, he d
not experimenting on humans, only animals. This rhetorical performance occurs after
Prendick hasflel r o m Mo r e a u @rsvendyhis pewon thadoctormay be
vivisecting humans. ACould it be possible,
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of men was possible?d0 Prendick wonders (20
and Montgomery pursue Prendick througé fiilngle and onto the beach, Moreau

convinces the suicidal Prendick to return to the compound only after gaining his trust by

giving him two loaded pistols with which to protect himself. Although he is an aging

man, Moreau is described as incredibly strokg declaimer, hes imperious and larger

thanlfeHe refl ects Debra Hawheeds assessment
prodigiousmen to deliver their speeches to large assemblieen Moreau throws a

curious Prendick out of his laboratory, thea r r at or says, AHe | ifted
l'ittl e chil &earliér2degs@iptions & Maeawdconveys the Gaanesence.

fiHe was a powerfully built madPrendick recallsiwith a fine forehead and rather

heavy features(189). His agingkin wasfidrooping giving him fian expression of

pugnacious resoluti@grabout his mouth (189). Prendick also observes that Moreau is at

last six feet tall (190). His physical power is paralleled in his rhetorical power, as he

rather quickly wins Prendicks confi dence, i f notMorRalls accep
project involves controlled violence to the bodies of animals. As a declaimer, he faces
uncontrollable violence to his own body and disarticulation, simil@i¢ero and to

Dr acul a sdelih@womesaatted the puma that he has been vivisecting escapes from

his lab. Moreau pursues the animal into the jungle, where it partially disengmion.

Prendi c k fsiboddface down. ldisbodyisnangled (249). iOne hand was

almost severed #he wrist, and his silvery hair was dabbled in blodttendickrecalls

(249). They drag his body back to the compound, wikenetgomery fears he will have

fihis bones pickaaby animals (250).Pendi c k ¢ ont e sgiill slantbesdy:t he or
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fihis masive face, calm even after his terrible death, and with his hard eyes open, staring
at the dead white moon ab@v@51).

In his presentation to Prendick, Moreau lays out his work and his rationale for it.
Prendick says, fiHe wasé¢ V222%) si Mpidieu@gmdMacme:
explanation, Prendick also begins to see that he and Moreau have similar beliefs.
APresently | found mysel f otPrwintdh cskh esme sa
Through his project, Mor eau nsthattheyarb at he h
Atriumphs of vivisectiono (222). AnYou forg
l'iving things, 0 says Moreau, who discloses
skin and bone (222). When Prendick calls the Beast People msmpidteeau does not
pr ot&esfd. hi OGhasg sreaturBs you have seen are animals carven and
wroughtintonewshapéds (222). Moreau says that his in
blood transfusions and grew:

You begin to see that it is a possilthing to transplant tissue from one part of the

animal to another, or from one animal to another, to alter its chemical reactions

and methods of growth, to modify the articulations of its limbs, and indeed to

change its most intimate structure? (223)

The difficulty with the assertion embedded
entirely successful. Prendick observes that the creatures still begrahthe physical
and behavial traits of animals. They tend to have short legs and deformeld.han

Moreau also suggests that he has used hypmatisa sort of mental graftingdery
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much é of what we call mor al education 1is
ofinstinctée @ (223) .

Through surgery, Moreau is practicing a radical versibthe artificial selection
that Darwin uses as an analogy for natural selection i@mithe Origin of Specieand
he is doing sin a surgically nvasi ve way. Moreauods fallacy,
animals are evolving toward humanoid forms, bads tries to accelerate evolution.
ANeither Darwin nor Huxl ey, nor Wells afte

i nevitable, o write Norman and Jeanne MacKe

both Huxley and Wells were plagued by haunting dowbise t her i n fact it
(56) . Moreauds failed experiments are proo
It is not surprising, then, that Moreauds

that he has no real reason for choosinghtimaan form as a model for his creature, other
than its aesthetic appeal to him (223). However, when Prendick challenges Moreau to

justify the pain he inflicts during vivisection with some practical application, Moreau

turns the tables on himand accusestn of being a fAmateri alisto
pain. Prendi cakm pnroott eas tnsa:t efr i al i st! 6 | began
contiduds:tedl you, you are an ani mal, thin
ani mal feel s&kobe224vesPMom@diauds argument i
response: Al gave an i mpatient dSshmoreg at su

t rut h ismassésenrert that Brendick isiéamimaktd than Prendick recognizes,

and itbecomespparent pon analysis of the epideictic effects of the novel.
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Continuing his declamation, Moreau turns to the effects of somatic change on the
body. He says that pa@na basic animahuman responsgeis useless, and that many
organisms do not experience it. He preglictt hat pai n wgroundoueof ent ual
existence by evolutidd ( 225) . Moreau al so privileges h
Prendi cko6s, whi&ollcting buttelfie® mi( 22&9 . aAsi Mor eaubd
continues, he grows increasingly agirh e d , s p e ankeliectugl passiad h ias df
t h éelight of these intellectual desir@s. | n t hi s state, Moreau s:
fidhing befor&@ h i dan anisnal,fa fellowcreature, butaprobledim t o bed sol ved
want ed € extrame limit of glasticityén a living sha@®, Mor eau says (
When Prendick utters his | @®mnaoidtMdeteaw ha
r e s p o6hodhss day fihave never troubled about the ethics of the matter. The study of
Nature nakes a man at last as remorseless as Naturd 225) . Moreauds r he
points toward a Darwinian theme in the novel: the bestializing of humans and the
humanizing of beasts. This theme informs the epideictic, the sublime rhetoric of the
novel, which s largelye mbodi ed i n t h®BedsoPeapls. of Mor eaud
Epideictic in Moreau:  Ngland$ of the Blessed

The best place to begin this study of epideictiMoreaui s B Menéxends
In this dialogue, Socrates, either facetiously or earnestlyaks on the power of
At h sepmldctic orators to alter his perception of self and place and transport him to
theflslands of the Blessed951). Prendick does not find thislands of Blessed 0 n
Mo r esaslar@, but on this distant shore he is defipithanged at an essential level.
And in many ways, that is what epideictic is about, essentialism, the belief that people are
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born with certain characteristics that shape their identity and culture. As Socrates
suggests, epideictic identifies those traitd praises them. If wdive too deeply into
h u ma n &essertds expressed in lat@ctorian horror fiction however, we risk
finding something inhuman and unrecognizalbldh i s i s t he Isesson of F
experience and e k syekpleréence.

Studying @ideictic in Moreau first requires readers to set aside any expectations
of a formal speech like a funeral oration. We do not have a Pericles praising the Athenian
war dead or a Dracula praising bisnlineage. Whatwe findinsteed i s ®r endi cko
record ofhis animalization througthte di scour s e esBeastdPeapld. i n Mor
Three times readers are told that the Beast People fipsuasiom and it is clear that
he uses the word to meéinfluenced rather than @belief.0 Moreau tells Prendick that
when he first modifies his animaf&hey seem to be indisputably human beings. It
afterwards, as | observe them, that the persuasiondfé22). Prendick writes that as he
observes the Beast People, he loses his ideas that their bodies are defdrbegiranto
feel that his own body is inadequaifie:at last | even fell in with their persuasion that my
own long thighs were ungairdy231). Later, Prendick writes that he saw the human
condition in the Beast Peopl@A strange persuasion came upon that, save for the
grossness of the line, the grotesqueness of the forms, | had here before me the whole
balance of human life in miniature, the whole interplay of instinct, reason, and fate in its
simplest forno (241).

These suggestions that the Besbple embody some sort of discourage a
precedent in Cicero and his observation that bodies have their own lanDaaQeafore
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294). However, thewould mearlittle if Prendick did not undergaush a profound
c hange osislanb Heistarésfored fromfia private gentleman(174) tofian
animal tormenteal(268). At the same time, the Beast People lose all traces of the
humanity forced on them by Moreau. Significantly, these beings produced by rhetoric
and cutting also begin to lose the abilityitalk upright and the power of speech in yet
another instance of disarticulation. Prendick recalls figgowing coarseness of
articulatiord: iCan you imagine language, once cleat and exact, softening and
guttering, losing shape and import, becomirgreriumps of sound again(262).
Even before Prendick first contact with the Beast People, his humanity is
pressured. His story begins when the boat he is traveling on, the Lady Vain, collides at
sea with another vessel and sinks. He escapes thersbipiv a dingy with two other
me n . Here, the challenge to Prendickds hum
and the men decide to resort to cannibalism in desperation. Prendick initially resists, but
gives in. The plan ends when the two othenrfight and fall overboard (176). Prendick
drifts in the dingy for an fAendless period
taken aboard the schooripecacuanhaOn board the ship, human and animalreresed
together. There are dogs, apumh,laa ma, and rabbits. Als this
Prendick asks (181). Prendick also encounters the first of the Beast People: a deformed
man with a black face and anirali ke f eatures, including gl o\
to me as stayk Pnleocacktyaddsag that the f

childhood -B)orrorso (185
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l ronicall vy, Prendickdés dehumani-zation i

human antithesis begins to be erased. To a
deliver i ng the animals to the island, gives Pr
tasted |i ke blood, and made me feel better
Prendi ck meat. Al was so excitedl7d.yiket he ap

most humans, Prendick is a carnivore, and he will soon learn the he is not much different
than the Beast People on Moreaub6s danger ou
Moreau has vivisected one hundred and twenty animals. By the timadRrand/es on

the island, about sixtgeven of the experiments are still living in the jungle, their

instincts somewhat checked by the Law they repeat and the litanies they chant, including
AAre we not Men?0 (215) . ThheVictodanapemah e r het
trope. They include an Ape Man, as well as a Hyswae, a Leopard Man, an ageat

Satyr, an Ox Board Man, Bull Men, Swine Folk, Wolf Folk, an Ocelot Man, a Belir

a Saint Bernard Dog Man, and a Vixen Bear Woman. That they ensbousy type of

argument is evident when Prendick reflects
came upon me that € | had here before me t
the whole interplay of insti@dt, reason, a

P r e n dchandingattitudes toward the Beast People are markers of his

dehumanization. At first, he is unnerved by them, a response seen in his reaction to the

Beast man MO6Ling on the schooner. After be
Pumaébés tortured cries and the fAemotional a
encounters the Leopaddan i n the junghbestaafigcosehesqee
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also describes a small group of Swime Fol k
(201) . ANever befofreokbdglceeanhnuseshobPBEsén
observes their behavior as if he is an anthropolegistiuctingan ethnographic study

and they are primitive human bei nilgberinengage
uni son, 0 circle, wave their arms, and chan
He notes their features, including the fab
clumsy feeto (201). Gradual |l yBeastBeoptever , Pr
change. For most of the time he spends on the island, he is with them (260). Although he
never completely |l oses his aversion for th
shivering horror of the btlehabiteated té thebideaof i ns e n
theméo (232). He says he was influenced by

|l ong that he had come to regard them al mos

Mont gomeryds familiarity witodetdiuhkevithBherast Pe
after Moreauds death, prove fatal for him.
akin to these Beast Folko (252). And, when

Prendi cckos@wes , miide a beast afmayg@ui( 2610). Bao:
Prendick also expresses sympathy for the Beast People, saying they were at one time
nor mal animals but now they have Astumbl ed
a fnNmowrkan exi stenceo (242).

At this point, Prendickhasoop | et el y rejected the dead |
project, saying that @Amy fear of the Beast
(242). After the deaths of Moreau and Montgomery and the destruction of their
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compound, Prendick has little choice bmgo and live among the Beast People in their

huts. That they Ilive in a ravine, a | ow po

degeneracy. Aln this way I became one amon

Moreau, 0 he says aftRsgp8r)of his Bxpezienceiisskunmeasprd t h

that he choosanot to chronicle the majority of it. In what is possibly a reference to

sexual bestiality, Prendick says-humdmat he I

inti macyo he désdcéomadedi nessoo(262). A conc

sexuality is underscored in the same chapter when Prendick notes that as the Beast People

| ose the traces of humanity that Moreau gr

disregard the injunctioof decencg d el i ber at el y for the most p

Afattempted public outrages upon the instit
Prendick is also bestialized when he is stalked like prey; but by the end of the

novel, he has become a jungle predator and aiprahfd remorseless killer of his fellow

ani mal s. Prendick encounters his first Bea

Ipecacuanhafollowed by the Bull Men on the beach. But they are largely domesticated

and under Moreau andervibindlg@anefriyrost ceemd o wr t.

Beast People in the wild is when he meets

going on all fours, | (@9)eTheleopadavian dpgarer®ly endi c

has just killed an eaten a rabbit, giving irhts instinctual taste for blood and thereby

breaking the | aw of Moreauds jungle. The p

to the doctordés AHouse of Pain, o apparentl

communicate with the Leopard Mdvut the monster runs away, only to return later to
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stalk Prendick. He is in terror at the realization that he is being followed and watched,
and that he is | ost in the jungle. Al 11ist
bl ood i n aysprendick204)Hé saves himself from the
charge only by hitting him in the head with a rock. Later in the novel, Prendick flees from
the enclosure once again, this timeaaf that Moreau intends to vsect him and turn
himinocme of the Beast Peoplebs AComus rout o
jungle like an animal, Moreau and Montgomery track him with hound@sat this point
that Prendick first enters the world of the Beast People in their forest settlement. He asks
them for food. Thinking he has come to live with them, they try to teach him their Law.

The harmony between Prendick and the Beast People isliskditas they
eventually become his prey. Ironically, he kills his first monster, the Leopard Man, out of
ppty after cornering him and not wanting to
(2401) . He has already heard Moreau refer to
And Predick himself has observed mbad AThe
(221) . But Prendickds motives for killing
in defense of himself and others (248). Later, on the beach, when Prendick fires his
revolver at a group of retreatPRB)@andBaast Pe
in defense of himself or others, as Montog
fatally wounded in a drunken riot. Prendick also seizes the moment to try to kill his
nemesis the Hyer8wine, but his shot misses (256). This killing irtates of excitement
and heightened power f or ec éwihesnhBjumle ki c k 6 s
(261). He believes one of them must die. i
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(263) I n this way, Prendi ck emmbtohda te sii FHaurx | heiysd
successful progress, throughout the savage state, man has largely been indebted to those
gualities which he shares with the ape and
ferocious destructiveness when his anger is roused by oppoéito( A Ev ol ut i on an
Ethicso 314).

Prendick finally has his chance to kill the Hyeaine after it attacks and begins
devouringP r e n dconepknios, the Saint Bernard Man. Coming upon the gruesome
scene, Prendick describesthe Hy@hewi ne 6s A Ql &g tealighed etseet h, 0
menacing growl. He says, Alt was not afrai
human taint had vanished é The brute made
just as easily be describing a mirror image of himself. thieeHyenaSwine, he has a
figurative thirst for blood, no fear, and no intention of retreating. He describes-ofatter
factly advancing, drawing his pistol, and shooting the charging Hgeniae between the
eyes, killing it in midleap (264). After livingor months in the jungle and watching the
Beast People recede from the image of humanity that Moreau forced upon them, Prendick
has also devolved: @Al must have undergone
he wears, his weathered skin, and lamgtted hair. He has also developed the eye of the
beast that he first noticed on board fpecacuanha Al am t ol d t hat ever
have a strange brightQreesi £,r0e mRirredchald ctke rsaa yc
discussion of the flaming eyes Gfeek vision and how rhetoéicand more specifically
epideicti®d has giverPrendicki an al t oget her new bodyo (178)
as those Moreau created through vivisectind rationalized through rhetorit/pon
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returning to civilization Prendick learnghat society can no more burn the beast out of
him than Moreau could the animals he vivisected (228). Like Moreau, he learns that the
old animal traits return, and he sees the
shapes that stound him.His rhetorical visiorthusreshapes their bodies.
Rhetoric in Jekyll and Hyde

Wellsts Beast People are the descendants bfe v e iyl®inwags other than
their hybridized forms. Like the Beast People that succeeded him, Hyde embodies a
rhetaical discourse about u m aptasedn nature and their duality as rational creatures
and sensual brutes. As monster, Hyde is the locus of the epideictic. The characters who
meet him are affected at an unconscious level and are unable to explain thsir ity
him. With his simian characteristics, Hyde is readily identifiable agvaq® a powerful
cultural trope that captured the Victorian struggle between religion and science. What
seems to be missing frodekyll and Hydehowever, is anything resennny a formal
oration. There is nothing like the creature appealing to Victor Frankenstein to create a
mate for him, or Van Helsing trying to prove the existence of vampires, or Moreau
defending vivisection . In its place is a fragmented discourse matehgsted irethos
which Aristotle called thépersonal character of the speakéte says that, for a speaker,
ficharacter may almost be called the most effective means of persuasion he pipssesses
(2:2155).The discourse takes the form of a thoerson naative focusing on Gabriel
John Utterson, attorney, and his efforts to determine the nature of the relationship
between his client Jekyll and his disturbing protéegedHe . Y et anotdher of
rhetorical interests is the declamation of performatdagling, as the mystery of Hyde is
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ultimately solved by letters left by Jekyll and his rival scientist, Hastie Lanyon. Read by
Utterson, these letters recreateitine npyesence and figuratively reconstitute their
bodies, which have been destroyed layge a result of their rhetorical confrontations
over science.

Set against the backdrop of nineteecgimtury DarwinismJekyll andHyded s
main narrative sets up Utterson as finder of facts, the arbiter of truth, in the matter, while
it also pits Jekyll ath Lanyon against one another as embodiments of the new and old
science. Although Jekyll may not necessarily be an orator, it is important to remember
that he is a member of the medjooidico-scientific establishment and that rhetoric is of
enormous impdance to the members of this community. Moreover, Jekyll is scientist
involved in a dispute with Lanyon, another scientist. Readers are not told the exact nature
of the dispute, only that it is significant enough to have caused a rift between two men
who had known one another for many years. Utterson says to Laflysuppose ... you
and | must be the two oldest friends that Henry Jekylldh@sh. Later, Utterson says to
Lanyon,iidNe are three very old friends ... we shall not live to make ding8). On his
side, Lanyon says that he had a falling out with Jekyll ten years earlier. He says that
fidHenry Jekyll became too fanciful for me. He began to go wrong, wrong in thednind
He condemns Jeky# work agidunscientific balderdagh (14). For his pdr Jekyll
acknowledges that Lanyon isi@ood fellow®db ut ¢ a | dhicebohnd pedaadd
al armed by what héciehtiidheresieéd s H @aneggeodastk y 1 | 6 s
blatant pedant. | was never more disappointed in any man than a0 Utterson
believes that there is nothing personal in the dispute between Jekyll and Lanyon. He
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thinks, fiThey have only differed on some point of scien@el). However, he regards
himself as a man dgio scientific passioig14), and he does not recogaithe greater
significance of the schism between Jekyll and Lanyon as a struggle between the new
science and the old scient8ewed from this perspective, Hyde as monster is the

offspring of the new science. He fulfills the prophecy of Adam Sedgwick, iDare s

geol ogy teacher at Cambridge, Awho growl ed
ounl awf ul marriaged and s pawened falhitdbeaouus
head of the filthy aborti onnHellmand2)put an en

Utterson also makes nothing of Langememark that Jekyll had gofi@vrong in the
mind.&® This proves to be an important error, considering that Jskigkbility to
reconcile his private character and public image contributes to the risvahan
conflict. Jekylbs ethos is fractured even before he creates Hyde. His self is already
divided.

Jekyl |l 6s bisected ethos | ooms | arge in
In the medicquridico-scientific world depicted in théekyll and Hydgeethos is
everything. It is a world of homosocial bonds formed in boarding schools, colleges,
medical facilities, law offices, courtrooms, charity functions, and dinner parties. So
restrictive are these bonds that they entirely exclude women from the texidikeu,
Jekyll and Hydéas no major female characters. There are no girlfriends, fiancées, wives,
mot hers, daughters, aunts, or grandmothers
possibly compromise their professional identity and integrity. Indesgjll andHyde
seems deeply troubled by the idea that aGprivate character may be in opposition to
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his public image. Hyde figures that idea. As Jane Rago argues, Hyde is threatening not
because he is other, but because of his ties to Jekyll and by extensiond.a 0 s
homosoci al wor |l d: HAufidice-scipntific Wwald of theataxtasl medi co
enmeshed in the gentlemanly rituals of authoritative discourse. It is precisely this
di scursive regi me tAratstHyykde atrher esataenmdsaéd ds o
nor mati vityo d ejlridico-ecientiticestablishenent(Batjo ncpag.).

Jekyl |l 6s concern with ethos, it can be
live as two different people, one good and the other bad, and he achieves this dissection
of character through chemistry. Utteréowh o upon Jekyl | 6s orders
leave all to Hyd& worries about the nature of the relationship between the two men, not
di scovering until the end of theistanovel t ha
kinsmano (8) and wal king companion Richard
Hyde must be blackmailing Jekyll over a yo
was young, 0 thinks Utterson (19) . maple does
the result of a more recent transgression. After all, Jekyll is a solid member of the
medicajuridico-scientific caste, with his credentials as a doctor of medicine, civil laws,

and law. He is also a fellow of the Royal Society (13). Enfield nbogslekyll is a man

of Aproprietieso (10). His Al arge handsome
he i s a popular party fAguest and entertain
absconsion, Jekyl |l al s oissuchrthéhtsvhen Btteisapmi on ( 29

presses him to confirm the suspicion that Hyde is blackmailing him, Jekyll is able to turn
the tables and get Utterson to promise to
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(20-1) . So convinced o bontha &tgriHydé ldlls Caretvand r i t y
disappears, he covers up the link between Jekyll and Hyde. He continues to do so even
when he strongly suspects that Jekyll has forged a letter fordHydietter that lifts
suspicion from Jekyll and redeetmis reputation . Hefiry Jekyll forge for a murderéd!
thinks Utterson (28). And on the final night of the narrative, having found Hyde dead
from sui ci de and¥ekyllndsigglahd@passibly dead Utterson still has the
doctord6s servantse wammobhwaoad@hwemesshebef oe. i
careful® Ut t e r ¢ foneseestlzatywe mayiyet involve your master in some dire
catastroph@® ( @ate)for reputatiom Jekyll and Hydepparentijtrumps personal
safety and the law.

Although there is nodrmal oration inJekyll and Hydgan element in the novella
that suggests a concern for declamation is pedagogical reading. For the purposes of this
study, pedagogical reading will take two basic forms: imitative reading, in which a
student listens to arethoes a teacher or more skilled reader; and performatiiagea
in which a speaker readsfamous speech in the persona of the individual who originally
delivered the speech. Pedagogi cal reading

program forcontrolling the body through its voice and expressions. The exercise was also

believed to mold and shape studentsdé chara

speech and also taught them how to control their emotions, which Sidetikamther

C

-

rhetors beforehidb el i eved woul d dfieheelfeetsqgnthever f ul , | on

di spositions of, sfiRedmemis &r IB0H@ant HaeriggBm chy 0
points out theclassicalorigins of imitative reading in Plato, who praises the study of
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poetry andhe eulogies of great men as crucial to character development. On the other

hand, Plato believed students should be discouraged from imitating bad men, women, and

the insane (8Q). Through Socrates, Harrington writes, Plato expressed that imitative

readirg was a way to control the mind and body aslwl as speeci®Or Socr at
have you not observed that imitations, if continued from youth far into life, settle into
habits and (second) nature i nindlhlmtdve dy, t h
reading was intended not only to help students identify with great characters but also to
absorb their ethics. Harrington points out that Quintilian later presented reading as a
process that fAengaged the ent swhentblredth,, 0 t e
when to pause, how to inflect his voice, and when to speed up or slow down (82).

Imitation in rhetoric was part of a pedagogical program that, Sharon Crewigins

aimed forfimost of Western histogyto fiproduce a citizeforator, the@ood man speaking

welld who could serve his community when it faced difficult political or legal decisions

or sing its praises to celebratefitsiquenessor boost itsimorale ©he focus was to

produce students who wefiikighly literated andfiaware othe power and responsibilidy

they held through their mastery of linguistic and discursive &@ll8) They were

expected to participate in their communities aoanduct their livedwell to give them
anfauthoritative voicéin debates ovdilegal andmoral questions(3189). The intent,

therefore, was not just to teach oratory but alsshpe andontrol bodies and lives.

Crowley repeats a commonplace when she says that this approach to education faded in

the nineteenth century, when rhetoric@ds@ao her ent di sci plineo dis
mai nstream Western thowuighit¢ mMode | @afcetdh by g ht
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Pedagogical reading shapes the narrative of Jekyll and Hyde after Utterson comes
into possession of two letters, one from Jekyll ardather from Lanyon. The letters
promise to solve the mystery at the heart of the novella, but he is sworn to open and read
the letters only after both men have died. Simply reading the letters, however, is not
sufficient. He has to read them correctlyeThe f or e, he i s i nstructec
fidirst read the narrative whidtanyon warned me he was to place in your hands; and if
you care to read more, turn to the confes@ionof Jekyl |l (41). Moreov
not read the lettersin frontoéek y 1l | 6s servants. l nstead, he
alone, thereby perpetuating the secrecy so crucial to constructing and maintaining the
ethos of his professional c¢class. Uttersono
third-personto first-person. While multiple viewpoints are used in other novels included
in this study, the shift idekyll and Hydes especially meaningful considering the pattern
of transformations in the novella. Both Lanyon and Jekyll undergo physical
transform#éons that lead to death. Having lost control of his dndyced
transformations, Jekyll is trapped in the grotesque body of Hyde, where he dies by
suicide. Likewise, readers never see Utter
Jekyl | 6se Ineotvtedrlsa. elnhds wi th Jekyl |l 6s confes
third-person narrator that shadowed Utterson for the firstthivds of the bookReaders
are not showthe aftermath of the case and its effects on Utterson. The act of reading in
thenovell a is so profound that it wholly con
dissolves in the final instance of disarticulation in the text. And, just as Utterson recovers
the textualized bodies of Lanyon and Hyde by reading their letters, thgérgdn
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narrator recovers Utter sonosThdlessdfthealird zed b
person narrative makdgkyll and Hydeimilar toFrankensteinwhich seems complete
but is actually missing a cruciabrner of its frame: Margar8aville , Wal t on6s si s
the recipient of his letters containingtonlyFr ankenst ei n6s fantastic
butalsoWa | t o n 6 sf meetingdha erdature. HosoesSavillereact to the
narrative? How desreading it affect her? Hers is perhaps mossignificant absence in
English literature.

What happens to Utterson one can only speculate. But it is clear that contact with
Hyde is destructive to the body. It is disarticulating. Both Jekyll and Lanyon suffer
physical decline leading up todin deaths. Lanyonfstd escr i bed as a fnhea
dapper, redaced gentleman, with a shock of hair prematurely white, and a boisterous
and decided mannero (13). He i s Atheatrica

Utterson (13). Lanyon iter describeddsavi ng undergone dAswift p

issaidtohaehi s fndeath warrant written | egibly u
pale: his flesh had fallen awayo (29). Lan
laterheisdeh ( 30) . Li kewise, Jekyll is described
with a Acold handod (25), whereas before it
| awyer says he believes Jekyll is ndeized

deform the sufferero (36).

I n reading Lanyono6és and Jekyl |l 6s |l etter
i mportantly, their written words reconstit
witnessing Hyde@tsher anls ¢ f@gqaweardmhakee, gné balf
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fainting, and groping before him with his hands, like a man restored fromddtegte

stoodHenry Jekyld (47). Stevenson makeSnatiahdraro ma
his surprise reunion with Macfarlane, Fettes is likenan ...risen from the grawe(203).
Morefrighteningi s t he resurrection of Grayods sl ain
Lanyon, the bodygnatchers Fettes and MacFarlane are shocked that the body that they

have just stolen from a country graveyard turns outanbe the woman they thought but

Gray, whom Macfarlane had presumably murdered and then sold to an anatomist to cover

up the crime. Macfarlane even hel ps orches
classmates, including cutting off the head and giuing a student with a special interest.

In life, Gray had been a monstrous cltéea He had played thigrant, insulting and
controlling his acquaintance Macfarl ane. i
Pasha, says the narrator (211). Hewasalsog | ut t on and drunkard, i
stupido (211). Aft er astonishedvieh Maafarlang bringsinpat i o
Graybs transgressing body to the anatomist
rigidity of dhemadanhkvhom hahadleit kel dladénd full of meat and

sin upon the threshold of a tawA3.n, awoke
Anot her paral |l edSnlhé tWwéeckybandHyideethaBo albpdy

undergoing a metaphysical transfatmon. When Fettes and Macfarlane snatch the body

of the farmerdés wife from its dark grave n
woman, based on its size and contours within the sack that conceal it. But its size and

shape change astheytealk t hr ough the countryside: fné s
befallen the dead bodyé, o the narrator say
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neverthel ess addr es 8 pameldshdecat wasrswabhadg like aiwets f o
sheet, about rthatwas neanthglesss a harrof oévehat could not be, kept
mounting t o WhenFetiesand Macfarlare pull back the covering they
find fAthe body -doifs stehcet edde aGr aaynod (Il 202nlg) .

The transforming corpdsen t he d e n o u éysennatt cohfe rfAoT haef fBeoc t
Fettes and Macfarlane in much the same way that Hyde affects the other characters in
Jekyll and HydeThe terror they inspire lies partly in their alteration from something
knowable and familiar to something strange and inexplicabléid way, the bodies
Aspeakd without wuttering a word. Hydeds al
statements of both Lanyon and Jekyl Il . Lany
who is a terrifying curiosity to him. Reflecting on his meetinghwityde, which Jekyll
has arranged to obtain chemicals to create his potion, Lanyon notes his small size,
di sturbing vi s adgiehandasaober faltwid s t b b Gehomoesly todi A
large forhin®d ( 45) . Hydeds gr ot imedglatheng and dayneraoh d  h i s
speech are incongr uoudgma nLbéasn ynoant uwc@En daewr ds cahbaor
w e | | dhisaosging his life, his fortune and status in the wairld ( 4 5 ) . He descri
Hydebs i mpatMye nvti smatnonre rwhasefhbér exzitemefd r Lea nwi a n
notes adding | at émr etshdti nHy degfawo i h ¢ Wlyesn ey c
touches Lanyon on the ardypdagdo samn#dephs mesLhb
away. He also attempts to exercise control over Hyde hiyrig\him to sit down, and
then showing him how to do it properly. Hy
the ingredients for the potion. -toatnolyondés d
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Ad could hear his teeth grate with the convulsiggam of his jaws; and his face was so

ghastly to see that | grew alarmed both for his life and re@sonHe ur ges Hyde t
ACompose yourselfo (46). Lanyonds ultimate
detachment and observe the effects of bisop, which distorts and alters his body:

Aéhis face became suddenly black and the f
Thehorrorof gazing on Hydeds transformation not
Lanyon has assumed, but it also alters hisbvend vy . AMy | ife has been
rootséo (47). Honoring Hydeds request, Lan
amedical professional. Therefore, he is elatlund not to reveal what he sees (46). From
Hydebs perspectivee bLpoyomidom Gfeedi h(el 6t)as glat
Hyde warns Lanyon about the hordtaggertbef what
unbeliefofSata®d ( 46) . But Hyde d&rewlmowrdgeandirew s Lany
avenues to fame and poWier ( 4 6 ) oppartudity ta liberate himself from his

ficharrow and material viewl3 t h r o &igue oftrdngcendental mediciide ( 4 7 ) .

The rhetoric here is Faustian, with Hyde offering Lar§y/dhe highly regarded

professional who has seemingly reached the pinmexcidimit of materialistic

knowledg® the chance to enshrine the body through occult experience. However,
Lanyonds encounter with the monstrous Hyde
destroying his body and silencing his voidgain we see an exampdé rhetorical vision
creating a new body in what Hawhee call s i
Jayds observation that Greek vision fAentai
vi ewed ®a&78)( gt d.
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Jekyl | 6s st at e izesd hytits nuraeroas| refecencesttoetire dady. e r
Previously noted were his discoveries of the incorporeality of the body (49). However,
these observations conflict with the physi
begins his statement with his birth, thement his bodpppearsHis chief fault, he says,
was the hidden pleasure he took in the flesh8¥dekyll also describes the creation of
Hydeds body after he consumes his potion,
ingredient which resemblésl ood (43). Jekyl |l 6s transf or ma

t h énostirackingpangdg an&r iandi ng in the bones, dead]I

that cannot be exceeded at the hour of birthord@athBut Jekyl | is fasci
body the process aiet e s :Gjounder, lighter, happiend; f i | dsemsial wi t h A
image$d ;ovidked® ; and smaller than his own (50).

reverse the transformati on @léatuye® Iwhmildyhd @ad ®
Adundignifiedd and e vieonstrawé | ( $ 35 . He notdelemsutehat Hy ¢
with bestial avidity from any degree of torture to anotider. H edelentiessilike a man

ofstondd (53). Jekyll says he deals with Hydebé

doppelganger and by making amends where possible (53). This approach is no longer

possible as Jekyl/l |l oses contr ol of his tr
body: fnél was slowly |l osing control of my
secmd selfo (55). Moreover, the two are nev:

Jekyl | 6s ¢ on s i-petsan mhis stakementoHe artd Myle dghare asddy and

a consciousness that are simply reshaped into two identities.
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Epi dei ctbiadc:k A hHd uence of Hydeo

While the rhetorical concerns of ethos and imitative reading factor prominently in
Jekyll and Hydgthe most intriguing is epideictic. The locus of the epideictic is the
monster, Hyde, whose grotesque body causes a reaction tespérar in other
characters. He also brings about their transformation, soul and body. Other details that
point toward Hyde as epideicticaretheguat i onal space he occupi €
consciousness and his link to human origins in prehistoranfepeman, an
evolutionary throwback, Hyde was a powerful symbol within Victorian culture as it
struggled to understand human origins and their implications for social order.

As in Moreay there is no ceremonial orationJakyll and Hydé¢hat can be esly
identified as epideictic. A Afuneral orat:i
figurative sense to describe the barking of newsboys as they try to sell pag@eng)
headlines of Carewb6s bl udgeonldekybanddHydet h ( 27
requires readers to look first for its effects and then trace them back to their source. And
the source in the novella clearly is Edward Hyde. One of the early indications of Hyde as
epideictic I s his appear asoehlegnstdrébmamuts on 6 s
Hyde before he ever meets him, having been told about Hyde by Enfield. Utterson is
anxious over Hydeds association with Jekyl

unsettling appearance and his amoral conduct in tramplinglactité which Enfield

wi t ne &sitavds.heliSBhtose&d Enfi el d says (9). The rep:
deeply, transforming him into a hunter who
nocturnal streets. #fAlf heugbttha ydterypwotld once s
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lighten and perhaps roll altogether away, as was the habit of mysterious things when well

examined, 0 the narrator svwaded UYtltser.sAAnd & h

unconscious Enfi el dés wor ds beceosme ifina Wtctreorlsl o nodfs

where he see Hyde run over the child, stand menacingly by the bed of the sleeping Jekyll,

and then fAglided through the cityéls). Aisl eep

Prendick expresses a similar irrationalityMoreau when he says that glancing into the

eyes of one of the Beast People fAstruck do

for a moment the forgotten horrors of <chil
Like epideictic, Hyde is difficult to define. Chatacs struggle to describe his

appearance. Words also fail them when they try to relate the feelings that Hyde inspires

in them. Although Utterson prowls the streets of London after dark, there is no mention

of fear in him until he finally meets Hyde. Hydad already been described for Utterson

as a deformed man who inspires fear and loathing in the people he meets. In one account,

Hy d e c aus e durmasicidamctvthite withtthe defiretokilhin ( 9) . Hy de h
il ack, sneer i nlike Satan®lHree 3 @améableimaim! (1 0) .
However, witnesses have a difficult time e

seems so disturbing about him. Enfield says:

He is not easy to describe. There is something wrong with his appearance;
somehing displeasing, something downright detestable. | never saw a man | so
disliked, and yet | scarce know why. He must be deformed somewhere; he gives
thestong feeling of deformity, although I
extraordinary looking mar(11-2)
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When Utterson finally meets Hyde, he startles him, and Hyde hisses at him like an
animal . The narrator describes Hyde as fipa
deformity without any nameabl e manshysr mati o
t o hi dsdbleds me, the man seems hardly human! Something troglodytic, shall

we say? é or is it the mere radiance of a
transfigures its clay contine@ Cont i nui ng, Ut t erpgedon excl ai n
Jekydilf, In ever read Satanébés signa®und7ygpon

Il n his narrative, L andyithsomathingabmoimaleasd Hy de as

mi sbhegotten in the very essenceinggdndt he cr e
revol tod (g4 56 . Pool e, Jekyll s servant, says
hair stand up on his head (36), afdGtd when h
went down my spinelikeiéd@ ( 37) . Jekyl |l , ttnibusefi igtdeédt

stature to the idea that his evil side was less developed, having been held in check for
y e ar seffot,wirtué andcontréd (51). He is also younger t
fidvritten broadly and plainly dd hdace® il body i é&eformhitydnéd by A
decayp (51) .

Exactly why Hyde inspires such disgust is left open to speculation. Jekyll suggests
one possibility when he s aypsreavitbat( 5Hyde Tihe
possibility that Hyde is a sup®atural entity summoned by Jekyll is suggested by his
conf es s i dgaentfihstutdie®h itse nid eidwantsotire enysfic and the
transcendentédd ( 48). Yet another interpretation i
and ape characteristics, lseabhuman. Kelly Hurley writes that the abhuman is a
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commonplace ifin-dessiecleGot hi ¢ f i cti on. -gpitebumanef i nes it
subject, characterized by its morphic variability, continually in danger etseit,

b e c omi n g-4)oMikhad Bakhtin(al8orecognizethis grotesque potential &€ mfa n

receives the birth seeds of every form of life. He may choose théhsdedll develop

and bear fruitHe grows and forms it in himself. Man can becanpéant or an animal,

but he can alsodtomearmangel and a son of Goodtactwit8 6 4) . |

the abhuman undermines human sense of sel f

intensityo (4). Hyde most certainly qual.
Utterson experiencdsa nausea and di staste of 1lifeo (]
is Jekyll 6s awareness that he is transitio

except end his life. Hyde, however, carries far greater meaning than many other

abhumans imate-Victorian Gothic fiction in that he is a symbol of human evolution. Like
Lanyonds descr iGoeaturgon Wtft eHrysdoen éass cab sfier vat i on
resembles a caveman, a human ancestor, and
Aheavy Yraseralesgnificabtl The inexpressible deformity that Hyde exudes and

the disgust he inspires can be traced to the idea that he is a-apenagbrid. He is man,

devolved both physically and morally. Contrary to the comparisons to Satan, Hyde is no

ange, not even a fallen one, for he was not created by God. Like man in the Darwinian
universe, Hyde is the product of natural selectibmisfisavagé nteérmediary with the

potential to become fully humalm a nod to Victorian sensibilities, Stevenson doeis

disclosethe atrocitiedHyde commitsduring his nocturnal ramblings, but there is little

doubt that he is i mmoral and animalistic.
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past was unearthed, indeed, and all disreputable: tales came outofthemanr uel t vy,
once so callous and violent, of his vile life, of his strange associates, of the hatred that
seemed to have surrounded his careero (28)
described as inhuman. Unprovoked, he attacks the defenGedesse w w-like h fAape
furyo (22). Pool e, Jekyl | Gwsaskedthinglkeg t el | s
monkeyd (37). I n his statemémtke hakygldan, ddegr i
corded, knuckly, of a dusky pallor and thickly shadethwiswarth growthof ha@s ( 54 ) .
Again, Jekyl |l s ay &ordethand haiBy d &6@Bs . h &rodchss i areea i M
unnatural Dbirth, it is significant that he
symbolically, Jekyl | & so i ampeliretirickg® . s Hehaasus
defacing his books and burning his letters
within me |icking the chops ddrgam@ molyye 665 8
spont aneous (¢ edaline dtheipi@n tfor obddustdhnee hid t
fidgesticulated and sinnéd ( 6 0 ) .

Foregrounding Hydeds simian aspects is ¢
indeed, his full rhetorical dimensions. These details about his appearance and behavior
link him to thepowerful Victorian symbol of the apman and the divisivdebate it
repr esent gatiging,the relationshipdf science and religion, and the body and
spirit. As VictorianapemanHy de i s t he p rApeg¢amwithbwhom of Wel |
Prendick feelan early connection. Al did not ffeel
creature that | had experienced in my enco
says (210). The Ape Man points out that they share basically the same hands: they both
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have fiveflger s, whereas many of the other Beast
(210). Both Stevenson and Wells were influenced by the debate over evolution, and each
man had his own special connection to it. A student in one of Hixiiyining schools

for teacherdefore flunking out, Wells prided himself on his knowledge of science. He
wasstungbylsi| ogi st Pet er s@iticemhimtbe pagedifaturdaly e | | 6
Reviewthat the science dfloreauwas unsound (Bergonzi 25). Wells, who had studied

science for gear under Huxley, replied to Mitchell many months later by writing a letter

to theSaturday Review which he cited a recent articleTime British Medical Journal

reporting on the successful grafting of nerve tissue from a rabbit to a man. Clealty, Wel

took Mitchell 6s review seriously, and the
ot her publications made it even worse. He
di scredito and an Ai mplication of tyhreadl ong
which Mitchell based his opinion, stating

| .0 He goes on to state that he was fAunabl
Mitchell had given him until he found the evidence he needed, the pubtieghed in
The British Medical JournglLetter, 5 Nov. 1896).

Like Wells, Stevenson had more than a gentlémanterest in science. In her 2006
bookRobert Louis Stevenson, Science, and the Fin de Siedike Reid writes that few
scholars have fulyogni zed Stevensonods scientific cr
engagement with science, particularly in the 1880s when he deky and HydeReid
points out that Stevenson studied engineering at Edinburgh University, where his
interests included theonstruction of lighthouses (4). In 1871, however, Stevenson gave
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up engineering, partly due to his interest in evolutionary science and ethics. Years later,
he would describe his 1887 essay fAPul vis e
writestha St evenson had Alost his faith as a y
Herbert Spenceroés scientific naturalismo (
theory of evolution and used the expressio
Daw n (Al tick 232). Stevensonb6s interest gr
South Pacific and frustrated his wife with his Darwispired efforts to write
scientifically about the natives and languages of the South Sea islanders-gReid 1
FannySte enson felt her husbanddos time would h
stories. Reid writes that Fanny Stevenson
genius and ridiculed his interest in science (2). Reid points out that Stevenson tlesisted
efforts of Huxley on the one hand and Matthew Arnold on the other to separate science
and humanism (2). According to Reid, Stevenson is representative of the idea
popularized by Thomas Kuhn in his 1962 bddle Structure of Scientific Revolutions
Atthasci ence is a product of <culture rather
Reid writes that the nineteenth century is a particularly valuable period for the study of
the discourse between science amuwthei teratu
evolutionary scientists were engaged in a creative diafbgume marked by dissonance
as well as consonanceo (6).

As part of that dialogue, the Victorian apgn trope achieved perhaps his highest
profile in the great Oxford evolution debate. Onépthat must be made about this key
moment in dialectic between science and re
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it was a discussion period following a presentation at the thirtieth annual meeting of the
British Association for the Advancemenf Science at Oxford University in June 1860.
And the discussion period became an occasion for rhetorical performances by the men
remembered as the primary antagonists: Samuel Wilberforce, the eloquent bishop of
Oxford, and Huxl ey chiddapologist.nfbesendbringnbrtativea 6 a n d
that debate has revolved around these two legendary orators dueling over the theory of
evolution before a packed audience of about seven hundred. At some point in the debate,
Wilberforce supposedly asked Huxlephether he was descended from apes on his
mot her or fatherodos side, implying that Hux
apocryphal account, Huxley later stood to deliver his famous retort, that he would rather
be descended from apes than from a manwsea his godjiven talents in the service of
ignorance.

One problem with this scene is that it probably did not happen quite that way. In
the wake of a 1978 BBC series about Darwin that cast Wilberforce as the villain in a
Victorian melodrama, several tosians revisited the Oxford debate and came to similar
conclusionsthestory of the debate that has been handed down through the generations
has been embellished to some degree, making Huxley seem the triumphant hero. In
attempting to analyze the Oxfodgbate, one faces the challenge of scrutinizing a
dialogue for which no transcript exists. No one knew that a debate would take place, and
no one had the foresight to make an official recording of what was said at the meeting.

Researchers must instead eotlscattered, incomplete, and biased accounts to assemble
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what seem to be plausible narratives, and then analyze those narratives with the
gualification that they are most likely inaccurate.
It is uncertain if Wilberforce and Huxely said exactly wheat haen attributed to
them. One of the earliest sources for the
victoryisaMa ¢ mi | | a n GasticleMrang 1838| tmrieight years after the
encounter (Lucas 313). Journalists were present at the debltleeir accounts are
inconsistent. There was a single mentioitle Pres®fWi | ber f or ceds fAmonk
comments (166). As for Huxlefhe Pressimply reported that he took Wilberforce to
task for making an inappropriate joke (168). Also missing from ¢hewats of two of the
journalists who covered the proceedingsTbe AthenaeurandJ ack sonédés Oxford
Journali s Huxl| eyds withering response to Wilbe
If Wilberforce made some remark during the Oxford debate about the Fapean
lineage, and iteems likely that he did, he would have been invoking a common but
powerful tropological argument in the nineteen#éntury debate surrounding evolution.
l an Hesketh writes, AConnecting Darwinds t
ancestry was a wespread strategy among adarwinians because it challenged the
respectability of evolution itselfo (96).
considered vulgar and out of place in a genteel setting like the Oxford meeting. If
Wilberforce crossed thene of gentilityand used the trope in conn
grandmother, it would help explain the tumult that some observers described in the
audience that day. According to a number of observers, a lady fainted in the audience
during the famous ekhange between Wilberforce and Huxley. Lucas refers to
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Wi | ber f or ce Oadferhiatol §d 82 93s adHmsketh cites Fre
Bishop of Durham, who recalled that while he believed the scientific issue at the heart of

the debate had beenad w, Huxl ey scored a victory of
Farrar said, Adhad forgotinm8Ad)toWbehaweg I ok
son and biographer, Leonard Huxl ey, Farrar
audiencewasmadep of gentl efol k, who were not pre
(qtd.in 96). By questioning if Huxley was descended from apes through his grandmother,

Wil berforce was suggesting that Huxleyds g

the generalise of the apenan trope in Victorian discourse, Hesketh writes that they may

have been humorous, but they were consider
Afdebase humanity itself, o0 but it also i mpl
evolutonbut via sexual relations between human
Asexualized c¢ar t oPanthinthercartaon, twb §entemenars ue o f

di scussing evolution when omandaotherh&vimg a | ok
sex with an ap . In her article fADarwin in Caricat.
Di ssemination of Evolution, o Janet Browne
part of the richly varied world of nineteerthe nt ury popul ar cul turebo
studies cartoons deging Darwin as an ape and reflecting the general influence of his

work.® Significantly, one of these cartoons appeared the month before the Oxford debate.

A May 1860 issue oPunchf eat ured a drawing of a goril |l a

® See figure 2.
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and a Brothét 6 ( B,r ofiviheer wi n 500). ASiderfrone i ingpiragon iOn
the Origin of Specieshe cartoon would have been a gibe at Darwin on another level: He
was an ardent abolitionist, and the same question appeared on a famous medallion that
D a r vguntlé, Josiah Wedgwood, created in the 1830s with a depiction of an
importuning African slave with raised hands. acartoonfrom 1861that seems even
more of a precedent for Hyde, a gorilla in a tuxedo presents himself for entry into a
dinner party. Tie servant who greets him is so horrified that his hair stands up on his
head. The servant announces theneavlyr i ved g u-660-O®OR,| LiLIAIN .0 G
Commenting on these cartooBsr owne wr i tes t hothemebady dr ew
metamorphosis andéeh beast that invariably resides i
genuinely alternative way of commenting on
The same could be said $&gkyll and HydendMoreau

It is interesting to read botfiloreauandJekyll and Wdealongside the popular
account of the Oxford meeting and speculate that the same cultural forces were at work in
shaping all three narratives. I n this anal
that can be analyzed as a work of historicaldin with elements of in-de-siecle horror
story. It incorporates rhetorical themes, including a shocking atfiorabn hybrid whose
very existence questions human origins; it aggravates the antagonism between science
and religion; and it strains the aibnship of body and spirit. Among the scattered

accounts of the meeting, one can even find evidence of disarticulation. Supposedly, as

" See figure 3.
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Wilberforce was about to yield the floor, he said he expected that Huxley would soon rise

and fAtear 0 hensen 1@8).dhe presencecoftidese(eléments in a semi

apocryphal narrative of the Oxford meeting
proposal that Ahistorically there has been
verbal and conceptual idiomofrhete c 06 i n the arts, including

of the epideictic in the Oxford narrative is the figure of themp@, which registered at a

deeper level with audiences than the rationabfwtagainst arguments that were made

that day not justypWilberforce and Huxley but by other speakers as well. The-semi

mythical version of the meeting as a debate between Wilberforce and Huxley has

persisted, resisting the efforts of historians to introduce factual complexity into the

narrative. If studentsra introduced to the Oxford story at all, they are most likely

presented with the serapocryphal version and then, perhaps, the historical. Therefore,

an awareness develops that what is being displayed in the popular narrative is not entirely
accurate. Tis sets up the twin strands of discourse and metadiscourse described by

Richard Lockwood as characterizing the epideictic. At the center of this relationship is
thereadesnot an Aobjective historical reader o
epide ctic text. The fAepideictic é pays much
Lockwood writes (25). The readero6s role is
to be altered by them. #fAlt i s beadaeurs,e0 bei n
Lockwood writes. The Areaderdéds position mu
transformed, and transforming by the utterance, and not\simgphutation into two

separats t abl e poleso (27). I'n this raemdi ng, th
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because it meets some emotional and rhetorical need of the audience. As an example,

Lockwood cites the Atremendous i nvestment
idyllic illusiono of Santa CIl| autechildren i s ob
alone, but foro the parents fdas well o (28)

because it eliminated the gray areas in a complex dialectic. It spares students from the
inconvenient facts of churchmen like Wilberforce, an amateur ornitisb o
challenged Darwinism on its own terms (Lucas 317), practicing s¢iandeHuxley and
his followers waging class warfare against elitist universities that they believed had
excluded them due to their socededatedid i gi ns
not begin to take shape for a generation or two after it ended. One of the first times it
appeared was inda ¢ mi | | a n GasticleMrang E828] tmrigeight years after the
encounter (Lucas 313). By that time, however, Huxley and his &léid prevailed in the
| arger cultural war ignited by-ameaypwai né6s th
narrative they promoted celebrated their triumph.

This studydoesnotseekt o overturn theories that pre
of religion & the root cause of literary monstrosities in nineteeatttury horror fiction
as some critics argulstead, the focus is on the use of common rhetorical patterns to
fashion literary monstrosities and how those monstrosities are linked to greatesl cultu
concerns about the objectification of the body as symbol, resource, and medium. This
chapter has aimed to advance readers understanding of these claims in a number of ways.
AlthoughJekyll and Hydevas published first, have examinedloreaufirst in the hopes
thattheb o o kharéd themes could be studied in greater relief in the reankee
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obscure text. fie central rhetorical performanceNMoreaui s Mor eaud6s decl am
Prendick explaining and defending his animal vivisection project. Lessisldee

presence of epideictic, which emanates fro
transforms Prendick. He regresses to man at an earlier stage of evolution. Disarticulation
occurs in the novel with the death of Moreau, who is killed by one of tinstrosities,

partially dismembered, and silenced. Althougtkyll and Hydeseems fragmented

compared tdMoreau it incorporates many of the same rhetorical elements. Faisyll

and Hydefocuses on a male professional class whose members are fornad@ioded

by rhetorical education and performance. They owe their existence and status to rhetoric.
Their foremost concern is fethos or reputation. Second, the text depicts a rhetorical

struggle taking place in the field of science between Jekyll angdra which mirrors

the struggle taking place between old and new science in the late Vigeriad Third,

epideictic also plays a significant roleJaekyll and Hydeand it centers on the

monstrous, hybridized body of Edward Hyde. The character deegtly affected by

Hydeds epideictic is Utterson, who is prim
defending his medicquridico-scientific clan by tracking and exposing Hyde.

Di sarticulation occurs in the neoangthe wi t h t
loss of his voice in the shift from thiglerson to firsperson narration. This leads to

novell ads main rhetorical performance: Jek
brought to life through the declamatory exercise of performativerrgalkh this way,

Jekyl |l 6s transgressing body is reconstitut
books is dissection and vivisection, activities which sought to enlarge medical science but
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whose coercive methods inspired horror and contrgubrsughout the nineteenth

century. While vivisection is clearly part of the premiséofreay it must be inferred in

Jekyll and Hydelt occurs when Jekyll vivisects himself not with a blade, but with

chemicals. The animdduman boundary idepictedn both books, but it is largely erased

through Darwiniargradatioand the figure of the apman, a familiar trope which

reduced the complexities of evolutionary theadyabsurdumAlthough Stevenson and

Wells were not scientists, they both had backgroundsaaid interestin science.

Ultimately, their achievements rekyll and HydendMoreauwere as popularizers of
science who |inked debates about humanityod
concerns about dissection and vivisection through rhelgratterns common to other

works of horror fiction in the late nineteenth century.
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Figure2. 1871 Hlitorial CartoonShowing Darwin afApe( n Fi | e: afodn t or i al C
Depictingo).
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CHAPTERVI

THE AESTHETICIZATION OF THE CORPSE IDORIAN GRAY

Oscar Wilde wrote his last book from beyond the graseabsurdas this
statemenseemsit was the subject of serious debaté %24 inthe pages oDccult
Reviewjournal between Sir Arthur @an Doyle, who argueidr the legitimacy of
S pi r istclaim to hawva $ eadtonfatic writingt o ¢ h a n sghostinWithe d e 6
book Oscar Wilde from Purgatory: Psychic Messagasd C.W. Soal, who argued that
the book was a hoax (GoméDscar Wild® 74). Soal was almost certainly correct; but
DoyleG willingness to believe that Wilde continued writing after his death in (5900
perhaps understandable considering the nature of the monstrosity constructed in his novel
The Picture of Dorian Graythe lving corpse.

While Dorian Graymay seem intrinsically different than the other works
examined in this study, it traffics in the same themes. Ind&¥dded novel may contain
the finest expression of disarticulation in iietorian horror fiction, basgon its
concern with the manipulative nature of rhetoric and the destruction of the hoaly. O
couldevenargue thatin Dorian,Wilde handedis fellow Irishman, longtime friend, and
rival BramStoker a virtual blueprint for the character of Dra@ddiving corpseLike
Dracula, bothDorian GrayandiiThe Canterville Ghoséthave clear rhetorical and bodily

concernsand,along withWi | d e 6 $Salanetleyreflect longpracticed legal
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traditions related to disciplining, dismembering and vivisectingstyeessing bodies. But

the signif i cadevikeatsetsitapdrtfrothehé sthemieratire examined in

this study is itsdepiction ofthe aestheticization aorruptbodies. Like the other

monstrosities considered in this study, Dorian is a dytigarly fashioned by rhetoéic

not a hybrid of human and animal but a hybrid of human and art. He is a Paterian

monstrosity: undead and immoral, with no purpose other than pleAsilneugh, as

monster, Dorian is also involved in an epideictic performahat transforms other

characters; howevelhe primary rhetorician in the novel is Sir Henry Wottdhe

rhetoric of both characters is quite clear

vivisection and Dorianéds ioftheobbdyisag an actu

fundamental image ifithe Picture of Dorian Grags well asSalomeandfiThe

Canterville Ghost The main interest here, though, is the aestheticization of the body in

Wi | de 6 9 awpattérrt alsmdgtectableSalomeandfiThe CantervillesGhosto An

aestheticized body is one that is used as a model for art or one that is used as a medium of

art. As an intervention in natureestheticization attempts tesurface and conceal the

grotesque bodgnd its corruptionThis aestheticization link®/i | de ds narrati ves

cultural concerns about the uses of the human body for artistic and funerary purposes
Thisstu¢ has dr awn hMeaexendgyestablishing thetdrioas ane

of the points in a triangulation that also includes mos#ly and dismemberment. These

three elements effect disarticulation, or the destruction of the human form and the

faculties of speech and reason invested in it. Wilde seems even more indebted to Plato

and his negative attitude toward rhetori®iarian Gray than the other writers included
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inthisstudy The relationship between conduct an:
Al t hough it i s possible to read Wil deds fr
novel 6s Hel |l eni s nt aa n de dtuhcea tal uot@orgmedveh it |taos sP| a
scrutiny of rhetoric and its interest in justice and the welfare of the soul.
Wilde was deeply engaged with the classics. In 1878, he graduated from
Magdalene College, Oxford, with a double first in cladsiwaderations antiterae
humanioresalso known asthe Gr eat so0 or the classics (Edwe
required not only a rote knowledge of ancient texts such as Plato, Aristotle, and
Heraclitus, but also the ability to apply them speculatively {&Hb9). At Oxford,
Wilde was inspired by two great classicists, Walter Pater and John Ruskin:
Pat er and Ru s &thonghtsamdatpezpressidh: thay didnot
originate it. Initially he brought their ideas and his glosses into the market place i
lectures on aesthetics in the UK and the USA. Thereafter he embedded them,
begirt in his own wit and charm, in fictions suchTd®e Happy Prince and Other
TalesandThe Picture of Dorian GrayTo Wilde ideas had to sesrt themselves
dramatically...(Edwards)

Shuter points out that Wilde also projected the Greats into his critical prose, most notably

AThe Critic as Artisto and AThe Decay of L

At hat wonder f ul l'iterary foranoways emp/lso yt ec
it, including Plato. Shuter explains that
conceal 60 themselves and examine issues fr

fascinate me, 0iaShwerkeBe wr i tes (qtd.
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Study ef dPhabgdes was fAcentral to the G
263). The influence of the dialogues on Wi
of DorianGrayi n 1891 (264) . Perhaps the most sign
examination oftie novel isGorgias which suggests a relationship between rhetoric and
the preservation of t hGergiasis 8dphists.@ocerdingfo Pl at o
Bizzell and Herzburg: fAPlato viewed the So
reason noto be manipulative, deceitful, or downright corruptive in their use of
di scourseo (81). I n the dialogue, Socrates
and two of his admirers, Polus and Callicles. They agree that rhetoric and dialectic are
different: oneis display, and the other discussion. Through his questioning, Socrates also
establishes that rhetoric, unlike other disciplines, has no subject of its own, and that it
achieves its ends through speech,lainsthat ch i s
his definition of rhetoric includes the ability of speech to persuade judges, statesmen,
| egi sl ators, and general audiences, Socrat
to showing us the art of rhetbrisofiassiahp
business and main consummationo (90). Gor
rhetoric can be abused, and later in the dialogue Socrates asserts that rhetoric may have
nothing to do with truth:

éthere i s no need altnmtteksrbot ane mdrady needsuotbé o f

discovered some device or persuagome does not know what is really good or

bad, noble or base, just or unjust, but he has devised a persuasion to deal with

these matters so as to appear to those who know whajrilself, do not know
better than he who know. (95)
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Socrates argues that rhetoric could be used for unjust ends, and that it can be reduced to

Aproducing €é gratification, o placing it in
goesonto argue thdiet or i ¢ i s not really an art, but
dealing with mankindo (97) in the pursuit
indi stinguishable from fidespotso (100). P

monstrouséo (99)
InDorianGray, Henry epitomizes Platods | ow op
danger of their rhetoric. And at least some of his words are supplied by the principal
figure in the Aesthetic movement, which held that art had no purpose other than
producingpleasure. Examining the link between aestheticism and horror, doihn P
Riguel me acknowl edges Wi | dsd@alsgud sfeatuef Pat er
that Pater notes and objects to in his otherwise positive reviBoran Gray(611).
However, Riquelra writes that PRa esre@iew is misleading, as a muted debate was
taking place between the two men through their writings. He writes that by the time
Wilde wroteDorian Grayhe had shifted from affienthusiastic, admiring response to
P a t wrtirigs@nd toaestheticism at Oxford toward his later, more critical stance...
(612). Dorian, therefore, can be seen as the monstrous fulfillment of the Aesthetic creed
he exists for no other purpose but to give pleadtaer, however, sees Dorian as a
A ieautiful ceatiord but af quite unsuccessful experiment ... in life as a finé égtd.
in Riguelme 613). Riquelme says tliater could not have missed the navehallenge

to his own attitudesbut that he chose nait consi der t hesstorgmlani ng of
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relation to his art criticisnfiPater does not want to admit the bearing WedleGs Gothic
rendering has on his own idea($12).

When Henry says that al/l influence i s 0
to give him onedsabdawlh®es( dhl)e, oWi Itdhe doookds
themes: the transformative power of rhetoric. Indeed, the entire novel seems a cautionary
tale about the dangers of manipulation and its risks to the soul. Henry fits a profile
previously established in this sty Like Frankenstein, Dracula, Jekyll, and Moreau, he
is the rhetorical monstéhate ngender s monstrosity. Riqgquel me
experimenter with human lives, Wotton ... produces an ugly, destructive double of
hi msel fo (616)nfin-derialehormnfistionrsedacestayd transforms its
audience through epideictic. Henryds seduc
meeting. He sets out intentionally to corr
t o Henr y 0 bebody.&s am oratar, Hensy is pphysically attractive to Dorian.

AHe could not help |iking the tall, gracef

Doriands t hought-eoloredifddé ad woim exarassion interested wne.

Therewassomehi ng i n his |l ow, | anguid voice that
voice is fimusicalo (22), which enhances it
Henryds words that enthrall him: AWords! M

clear and wid, and cruel! One could not escape them. And yet what a subtle magic there

was in them!o (23). Through his words, Hen
rose youtwhiandéboglkooddo (22). He says, Ao
beengoodty oud6 0o (25) . But what causes Dorian to
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warningthathisgut h  and b e au thsthagods gipedheysquicklytake i 6 W
away. You have only a few years to |ive re

continues:

Whenyour youth goes, your beauty will go with it, and then you will suddenly

di scover that there are no triumphs | ef
brings you nearer to something dreadful. Time is jealous of you, and wars against
your | il i eYouthdYodth! Thers is absokitely nothing in the word but

youth! (2526)

Dorian cannot resist Heweygpdsaepi veindeir¢c ngHd
is transformed. Gazing at hiscompeped r t r ai t , D o rdiitasnl shallgnpwe , A6 H
o d, and horrible, and dreadful . But this p
only the other way! If it were | who was to be always young, and the picture was to grow
old! é | would give my soul for #Hlhat! 60 (2
hi mself 1 f he grows old, and he says that

wish marks the moment in the novel when he becomes a living corpse. Later in the

novel, Dorian will remind Basil of the wish he made before the portrait. ttesobthe

|l ast things Dorian says to Basil before he
chapter, Dorian has become undead, stil/l I
Riquel me writes (627). I n the stuhdi o, Basi

change that Henryds rhetoric has effected
said the painter, bitterlyo (30). It i s a
Doriands call ousness after SigdlredlyDdrmmeds su
about his scandalous behavior.
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That Henry sets out to seduce Dorian to his hedonistic philosophy is made plain in
the text. Like an accomplished orator, Henry knows when to be quiet and let his words do
their wor k: f\iLarchHerry watchedihbmt Hednew tima plrecise
psychological moment when to say nothing. He felt intensely interested. He was amazed
at the sudden i mpression that his words ha
hi mself that henwi Aihaddominattey Dodiead hal
make that wonderful spirit his owno (40).
Aaudi ence, 0 Henry becomes aware that Dori a
Dorian Gray wer e.ldhisxmdl Hemry refleétsron his.performgnee4 )
AHe was brilliant fantastic, Ii1Irresponsible
they foll owed his pipe |l aughingo (44). His
including Dorian, who daenot want it to end. As they leave lunch to go to the park
t oget her , &8ndyouwilhpromiseyostalk tofime all the time? No one talks so
wonderfullyasyoud® ( 46) .

A disturbing aoreeandthemhe thetenakesyitdia only h e t

declamatory but alsmphistic in charactér is that he cares little for the consequences of

his words, beyond the immediate gratification they give him and his audi&e@sating

aphorisms,&8 exudes moral relativism alisagprosembi v al
of anything, 60 Henry says (76). Accused o
Responding to Henryds cynical commewmts on

is actually a good husbamdit is just embarrassed for people to knowthetiu. i 6 Yo u
never say a moral thing, and you never do
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is simply a pose. 60 Henry does not dispute

and the most irritating pose slDorlkamvalove ( 8) .
and | eave Sybil Vane, Basil says, A6You do
know you donot. I f Dorian Grayos I|ife were
yoursel féoo (76). Even Dori arenovea,yhsrefdlee nr y t a

equivocates the meaning of posimgh both bodily posing and rhetorical posing. Bodily
posing involves sitting for a portrait. In this sefisend inthe contexta discussion

related tahe concept of the living corpgeit also evokes theulturaloddity of Victorian
corpse photographyrhese pictures sought to create the allusion that the recently

deceased were still alideoften by posing them in lifelike positions and sometimes with

living family members. This custom has been sensationaé d i n manylnonl i ne
this dark era, people didnot call for the

exaggerates Thiey called for the photographer fiigfi Pe opl e in t he 1800s:{
other handrhetorical posingnvolvesassuming &tance that may or may not be
hypotheticall n Wi | de 6 s n slikeealmodelDamd Herrynposelikea
declaimer.

Henryis involved in declamation in that he orates from an assumed pdstone.
a Socratic standpointoweverthe mostinsidiouas s pect of Henryods r het
necessarily his insincerity but his dissuasion of Dorian from seeking the justice that Plato
believes is necessary for the purification of the soul. The link between agency and soul is

one that Henry deeply considers:
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Saul and body, body and s@uhow mysterious they were! There was animalism

in the soul, and the body had its moments of spirituality. The senses could refine,
the intellect could degrade. Who could say where the fleshly impulse ceased, or
the physical impuls began? How shallow were the arbitrary definitions of
ordinary psychologists! (61)

The meditation reads | i ke an apology for H

espouses to anyone who will listen. During his first meeting with Dorian, he theorizes

that man may return to the AdHell enic ideal:¢
Hel l enic ideal 6daemy ad et tainrdg | d svii heg fame lufnr e s
notion that A0sindo as an fAdactiadn is a mo
Socratesd idea that justice purifies the s
A6The true mystery of the world is the vis
remar ks, fA0To get back onebéslyestoh, (B89 . md

adopts Henryds sensualtsafpbrl bedpdarg, kblute
t he soul by means of the senses, and the s
rang in his ears. His soul, certainly, was sick to deatts #Mfeue that the senses could

cure it? Innocent blood had been splito (1

In Gorgias Socrates asserts that rhetoric can mislead audiences and subvert

justice. This interest in justice runs throughout much of the dialogue and stems from its
concern abut the potential abuse of rhetoric in the courtroom. It is particularly relevant

to Dorian Gray, for Socrates advances the ideathét et or i ¢ i s fAbaseod ant
Afl atteryodo to make the worst of twmsaaltern

di sgrace €& because it aims at the pleasant
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He uses bodily analogies to make this poiiieb e st  k n o wn passgfdic ook er y ¢
Amedioke mause fiboys é or men and fdthml i sh as
foods that taste good are better Ther the b
otheranalogy and the one most relevantDorian Gray,i s t h-adofisméht 0 can
pass for figymnastic. o0 In other mlwugdisis t he
not Socrates says:

selfadornment personates gymnastic: with its rascally, deceitful, ignoble, and

illiberal nature it deceives men by forms and colors, polish and dress, so as to

make them, in the effort of assuming extraneous beaatject the native sort
that comes through gymnastic. (98).

Dorian, with his unnaturally preserved body and handsome appeagartdematies

Socratesd argument . He i s not what he seem
virtuous. He looks good, buthes not good. More i mportantly
portrayal i's 1 nf or meagiabthatj SIcd rn a&tee <@ r &rsg @amevn

soul. In this view, a person is better off to be caught for or to confess to committing a

crime and pay a penaltythtno escape justice and persist
Socr at e sthegustigef the Gairt reforms us and makes us juster, and acts as

medi cine for wickednewoaddwrondlabd/npt pay thapemalty, h e

€ takes teheanionrgstalpll aecvi | so ( 1plédingin Agai n,
defense of injustice @o0orHetoontci nse nobysas:
Ai nstead of concealing an iniquityo a man

paythepedat y and be made hPeod lutshyids (dlulb8 ous: A Wh
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doctrine, Socrates, you are trying to main
one readers see dramatizediorian Grayas Dor i an destroys ot hers
over te condition of his sduwhich isreflected in his cursed portrait

This care for the soul is exhibited the day after Dobiarateshis fiancéeSybil
for her poor acting performance and breaks off their engagement. It is a point in the text
at which Doran has begun a debauched lifestyle but still retains a measure of innocence.
He feels regret for his treatment of Sybil and writes a letter of apology, unaware that she
has killed herself. It is his first effort at reformation, and he hopes this paoviitdie his
guide. A6l want to be good, 60 he tells Hen
hideouséo (97). Dorian intends to follow
tries to preempt the cyni callknowwhaytareons of
going to say, something dreadful about mar
things of that ki nd98}lboisHemywhaghaeaks thédneéwsbBfo r i a n
Sybil 6s death, and t hen tseanssignficanythat Hemry t es h
wants Dorian to avoid the inquest, which might produce some justice by at least exposing
Doriands identity and his harsh treat ment
that he has Admur defrerd IBiybidowWlaned®Y auwdd d re
|l am in, and there is nothing to keep me s
(100). Henry consoles Dorian by telling him that Sybil was his social inferior, that the
marriage would have failed, and remingin hi m t hat A0Good resol uti
attempts to interfere with scientific | aws
effect of nweandcenceg Heo rsiaaynsd she fAdécannot f eel

186



(101) . Dori an c¢ o mp aek gagediSa/comphridos to dranaatthet t o a

Henry exploits, finding an fiexquisite plea
egotismo (101). Henry carries Doriands com
that Sybi| like a Shakespearean charaatéd,nda t ruly exi st: AOMourn

like. Put ashes on your head because Cordelia was strangled. Cry ost Hgaven

because the daughterf Br abanti o di ed. But dondt wast e
was | ess real -4.HemytdOlBey hatoddc(1@&ds Dori a
decision. Instead of seeking atonement, he
really come for making his choice é Eterna

secret, wild joys and wilder siéshe was to have all these things. The portrait was to
beat he burden of his shameéo (105).

Cleary, Henry isnonstrous in his use of rhetoric as vivisectidnd his rhetoric
transforms Dorian into a monstrosity. Monstrosity engendering monstrosity thraugh
and deed is a pattern already outlined in the other novels included in this study. Riquelme
describes this pattern agisymptom of a darkness within both culture and the miaadd
he locates it not only withiDorian Graybut alsoJekyll and Hydend Dracula (611).
Linking Henry to the other monstrous orators examined in this study is his cutting of the
body. However, unlike Dracula, Van Helsing, Harker, Moreau, Jekyll, and Macfarlane,
Henry cuts with words, with rhetoric. Through Henry, Wilde exgeegperhaps more
clearly than any other writer the concept
characteristics is his longstanding fascin
vivisection. Henry recal hs mskeadtf ofilmeadhd@enhe
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vivisecting others. Human lifethat appeared to him to him the one thing worth
investigating. Compared to it there was no
Dorian an interesting subject for such a study (60). Byrequgsti Dor i ands portr
Basil, which becomes his double, Wotton is symbolically claiming Gray as an anatomical
subject . O0/He Iad smudih better | et me have it,
really wantit, and lreallydd ( 3 1) . H eTnhrriyetarsg tihe painting becomes
Dori an. It is a transformation that is fin
Chapter 2 when they playfully confuse Dorian with his double, the portrait. Figurative
dissection is foreshadowed earlier in the ¢eaphen Basil determines to destroy the
painting with his artistodos palette knife b
idondt, Bahecrieddtwdutdmenutdedd ( 30) . | dthatiDsriara A mur c
will ultimately carry out at the ehof the novel, using a knife similar to the palette knife
that Basil is going to use the slash the portrait in Chapter 2, and which Dorian uses to slay
Basil in Chapter 14. The description of the palette knife makes it seem more like a
surgical instrumemd r weapon than an artistodos tool : i
Wilde did not invent the intersection of art and vivisection/dissection. It had been
established earlier in the century by critics who disparaged the paintings ofthe Pre
Raphaelie Brotherhood. Ironically, for many audiences, these paintings have become
representative of Victorian art, but at the time of their creation they were generally
considered ugly and offensive. The critics
pani ngs | ooked too real compared to the fAco
mirrored in arto (C®dDatverdaMak3)o.n céhsusdioian ¢ di T
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the PreRgphaelites, saying that artisippeared ttake delight in the grotesque,
fifigures with heads phrenologically clumsy, faces strongly marked and irregular, and
very pronounced ankles and knuckies ( iq Cadteras 13). Indeed, the feet of subjects
in some subjects in PiRaphaelite paintings look dirty, their hands look calloysed
their arms sinewy. Some subjects are also painted in irreverent and undignified poses,
such as the nun digging a gravelime Vale of Redty John Everett Millais. A second
nun stares unnervingly out of the painting at viewers, as if remindingdah#a final
destination of all lives. Susan P. Casteras writesthaRRreo hael i t e pai nti ng:
underlying concerns with disease and deformity, ugliness and vulgarity, conformity and
nonconformityo (14).
An anonymous reviewer in 1850 attacked-Rep ha el i t e pamemet i ngs

handmaiden to morbid anato®y a n d , Gaisno onger Art, bufian administrator

toscienc& (igi@). The reviewer wrote shat the f
paintingChrist in the House of his Pareritoked as i f it f@diasdctingo me f r c
roromd (17). Other critics made the same conn
dissection, monstrosity, andPReaphael i t e art. Casteras writ

subtext was that of the critical reception o fhainting was that it depicted

unmentionable symptoms in such graphic detail that the work was cumulatively too
intense and revolting for manyPunchmockedc s and
Mi | Is@hris$id the House of his Parerds a stug of pathology, writing that the

subjectd wi t h their fAdoemaci ated bodied, their s
di splay Aéwell known charact @td.in$7).Thes of th
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reviewer also comnmes that the bowbearing child degcted in the painting looks like
he has rickets, and the figure of the boy Christ in the center appears to have postmortem
mottling of the flesh in his face (17). The reviewer also states that bodies look unwashed
(18), and that t Isevinéesé minute stidyigtheodemonstragionf i gur e
r o o moé an 17).cAmmahg the harsh critics of the painting was Charles Dickens, who
wrote that the figure of Mary was a fAidoMons
cabaret in France or the lowestgme p i n E n ip 18 ©wkrall Dickehsdvrote
that the subjects | ooked | i ke-fedlexlifel i ct s, 0
types such as O6might be undressed in any h
of varicose veins are resee d 6 0in18)q t d .

Similar criticisms of Pré&Raphaelite art continued into the 1880s, when Wilde was
socializing not only with Millais, but alseith Edward BurneJones, another
Brotherhood painter. Considering these connections, it is interesting tBveew i | 0 s
portrait of Dorian aslegenerating frorthe idealized art that Millais, Dante Gabriel
Rossetti, and William Holman Hunt rebelled against under Sir Joshua Reynolds at the
Royal Academy in the 1840s into a realistic-Ragphaelite work displayingladf the
incongruities, uncleanliness, and pathological grotesqueries attacked by critics. As a
monstrosity, Dorian is related to the others already analyzed in this study: he is abhuman.
However, he is not a humamimal hybrid: he is a humaart hybrid. Dor i ands tr agi

parentager oot ed i n his motheroés el opement with

8The child wit h Ghhseintheddouse of His PMeértsJorm the 6 s
Baptist
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later skewered in a duel plotted by Hisapprovingatherin-law (36 allows his
identity to be revised throughout the novel. He is transformed intonstnosity
ironically referred to as APrince Char ming
putrefaction of his soul . I n addition to b
(57, 64, 87, 168da@n)sfo Grciasyéd | 6 7 poapbliaée d ( B1 2 ) ,
bef ore bedéogmien ftdee(tdhle3 )ageDori ands unstabl e
him vulnerable not only to Basil but also to Henry, whoseeshas a body t o be
(39). These are not the only markersdifarticulation. Oneof Br i ands monstr ou:
characteristics becomes his detachment, his suppression of human feeling. His
emotionless response toward SybdVhymaaneods s
there are horrors in store for that little white body of f@rs! ( 1 Oactly whatBasil
means is unclear. However, under the Anatomy Act of 1832, which was still in force in
the 1890s, Sybilds body could be dissected
the moneyto bury herEven if Basil is not referringto disseé i on, $Swilbstill 6s bod
be viol abhquesbby 98n @410), and | ater by the g
Sybil is the first indication of a monstrous nature that is fully realized when he murders
Basil.

Through rhetoricD o r i l@dydecoms an object of art that is morally decadent
but resistant to age and physical corruption, like an embalmeleandifiedcorpse. This
is the source of his epideictic: the audie
decomposing human body undeath Thedecay issimply projected onto his portrait
and hidden from the world. HEmbodieghe changing notions toward the body as
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nineteentkcentury anatomists achieved greater detachment and their procedures lost
much of their transcendental significan Neverthelesgprpsesemained central to
certain modes of artistic expression. Quite literally, bodies were transformed into visual
art. Among those competing with anatomists for snatched bodies in the dissection era
were artists and sculptors (Rictaon 58). They wergeeking models or raw material.
In this regardDorian Grayreflects a synthesis of art and anatomy with g@lon
history in EuropeMany artists were no doubt inspired by Leonardo da Vinci, whose
anatomical drawingg/ere notrevealeduntl the late eighteenth century (32). At the time
of his death in 151%a Vinci was planning a comprehensive work on human anatomy.
He had performed about thirty dissections, produced 240 drawings, and written 13,000
words of note$.Another artistwho stulied anatomy was Rembrandt (Codd4).And
Mikhail Bakhtin writes that Rabelais performed a public dissection of a hanged man in
1537 (360). It was a time in Europe when medicine was the center of natural sciences
and the humanitie@59). Had Da Vinci published his treatise, he would have rivaled if
not surpassed the youngemdreasVesalius, who is credited with revolutionizing
anatomy in Renaissance Eurd®oke). In both Vesalius andalinci, body, rhetoric,
and art merge. Rithahdsenmenosewor KEmepr es
of anatomical k nowl e dThpebesastadinggpaintforst i ¢ geni u
understanding this synthesis and the new aesthetics it created is 1528, the year

transl ations of Gal epeériagimbardpe.dnalb43,tVesaliasiai s e s

% See fgure 4
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professor of anatomy at the University of Padua, publishedéidumani Corporis
Fabrica, a tome that would revolutionize the conduct of dissectdress al i us 6s t ext
chall enged Gal ends a ddidplace him. yesaiusttadagranaht u a | |
vision of anatomy that incorporated but transcended the physical bodies of the dissector
and his subjects. This vision includénd merger of anatomy and art that suggests the
living corpseln somanyoDaVi nciwiisngdsr aand Vesaliusod il 1l us
various stages of dissection appear to be animated, capable of motion andSpeese.
drawings reflected a supernaturalism that Vesalius encouragegthglogiang
anatomylinking it to Apollo and his soisclepius, the god of medicine and healing.
Apollo delivered Asclepius by Caesarian birth from the womb of his dead mother, the
nymph Corinus. In this way, Vesalius expre
empire of anatomyoabéasedbonnwhat bé dabbked
Park wites:
Vesal iusdé new approach wil/ repl ace the
centuries, riddled with errors and misconceptions regarding the human body that
had arisen as physicians increasindjstanced themselves from the world of
matter and the body and by delegating manual operation, especially surgery, to
lower practitioners and retreating to the world of disputation and books. (244)
It is important to note here that VesaBua twentynine-yearold upstart with limited
experience dealing with live patiedthiad morem mind than promoting anatomye h

was also promoting himself as physician to Charles V, the Holy Roman Emperor, a

10 See figures.
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position he obtained in 1543 after dedicatingdesFabricatoCh ar | es (28839) . Ve
work, therefore, had a rhetorical purpose beyond promoting the new anatomy.

The bodily rhetoric associated with dismemberment and dissection was further
developed by the methods of Vesalius and his followers and the surgicatshea
which they operated. Before Vesalius, Galen was still recognized as the authority on
anatomy throughout Europe (Fleck 300), and Medieval and early Renaissance anatomists

largely lectured from his work while students and other underlings carri¢deoattual

di ssections. But Galendéds work was | imited,
anatomy from that of animals (303). Vesal.
emphasi zing the fAempirical study odmat he hu

podium, Vesalius lectured to his students while performing anatomies, explained his
findings, and pointed out Galendés errors (

matter i eéxglans(f2,108)ParAknd he was fequsadlpely adep

and the peno (252). In this way, flesh bec
ancient conceit that Browning adopts in th
Afgazerso in a Paris morgue view thexdhoddies

(Il. 19-21). Vesalius and his successors stressed the importance of what they saw with

their own eyes during their investigations of the human body rather as opposed to what
had been pri nt eldeFabricaravolutienized Westetn penggorstof A
human anatomy, replacing the inaccurate medieval rote descriptions with careful
observations from real di ssections of the

efforts of Vesalius and his successors, the reformed study of anatomy spragtdhbto
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Europe, gaining acceptance and i mportance.

book, which was illustrated with images created from woodcuts. Park writes that it is

cl ear [Fabrigawastite preduction of an intimate collaborationahatomist and

various artists, both draftsmen and woodblock cutters, and that Vesalius was involved at

every stage in the preparation of the wood
Although Vesalius built his reputation on the objective study ohtlhmean body,

his De Fabricais marked by the subjectivity of certain of its elements. It is a work of art

which, at the time of its creation, was seeking a genre. The famous illustrations, for

example, show scenes that are clearly emblematized. Perhapsshiamiliar

illustration is the front piece showing Vesalius conducting an anatomy on the body of a

woman who had been hanged. In the image, Vesalius stands lecturing beside the opened

body in a tiered theater filled with spectatbr®ark writesthatea part of Vesal i

campaign t o $pbhysicande mahipulatedelse 8cene to reassign the

traditional roles of the dissector and the criminal body. In Christian iconography and

lore, cadavers had long been associated with Christ or sairgedinchurches often

hosted anatomies on a temporary hasml, in Italy, members of the San Giovanni

Evagelista della Morte confraternity ministered to condemned prisoners before execution

encouragg them to identify with Jesus and the Christian margyrd accept divine

justice (212). | n ¢$fiord piecd, howewvdr, heaidentiiesithef r om V
di ssector with the saint (234). The- signif
11 See figures.
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representation as religious icon. Seated among theaspescis a skeleton, clearly

intended as enemento mori Among the many other faces is one that resembles Dante.
AClearly, this is not a representation of
writes (69). Thieonographyedo bridge the gulebetevden life ardd

death and to encourage viewers to contempl
place in the universe. Sawday writes that
scientific detachment but meaning and understandin multiple levels. The link to art

here Iis quite strong. AAnatomies were pertf
contradictory layers of meaning, rather than as scientific investigations in any modern
sense, 0 Sawday wr itheeesvas(a@edtainamaount ofarerhae r wor d s
involved in public dissections. This drama derived in part from the confrontation between
three authorities: the ancient text, heritage, the cadaver, and the anatomist. As time

passed and the Galenic heritage fadesl cthinfrontation between the body and the

anatomist became more direct{89 . The drama of dissection

anatomy theaters. For example, the anatomy theater constructed after 1589 at Leiden

University in the Netherlands, modelledontha duan t heater, feature
(Latin) inscriptions familiar to a Renai ss
shadows. 0; and AWe are born to dieo -(72).

Surgeons was designed in 1636 by Inigoek, also known for his collaborations with

Ben Jonson on numerous royal masques. Jones also used the Paduan theater as a model of
the London venue, following continent al t
t he basis f or atheatdr was ercamentecewith i¢o@ography simitaeto
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the theater in Padua, with human male and female skins representing Adam and Eve, a

flayed male corpse, and numerous skeletons

combined elements from a numberdof f f er ent sources €& to prod

vi sually spectacular, 0 Sawday writes (64).

authorities sought to reassert fAthe order

wi sdom of GQGiocdadr naifvtaelre stquee 6 and ri otous scen
Cl oser t o rtists dlstd Boind wagtsr uae, bodees in their creatiorss

media and as model8arol Christ recalls how 1801Pierre Giraud, a French architect

and revolutionarydescribeda procedure from a seventeewtimtury Germaimventorto

cremate corpses and turn them into a durable glass that could be used to make memorial

objects of the deceased. The gl ass was not

so Giraud insteadpted for medallions. He estimated that one body could produce two

medallions, one for mourners to keep and the other to display at the cemetery (Christ

391).In 1776,William Hunter, professor of anatomy at the Royal Academy of s,

so impressed witthe musculature ofllangednan t hat he useth the cr

create a castather than dissecting it (Reisd)h e manédés body was first

to stiffen. Hunter and his students then flayed the corpse to expose its muscles and used it

asa mol d. The cast is still on display at t

from TybRichardsbBBR.Honi{ er 6 s stadthemans ni cknam

ASmuggl er sseddy the classigalmpase and assuming that the dead man had been

a smuggler (Rez).
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However, the most common artistic productions involving corpses were also the
most commercial: funerals. Like artists and sculptors, tradesmen in the seventeenth
century also wanted access to cadavers on which to practice undertaking. These included
butchers, tailors, and waxchandlers, al/l 0
interest in obtaining bodies to develop th
Paul Fritz writes that embalming began to be practiced more frequently irrfthe ea
eighteenth century, but it was controversial because it was unclear who should practice it:
surgeons or undertakers (245). By the late nineteenth century, to fulfill reiddke
demands for more elaborate funerals, undertakers were not only usiarémgobut
al so nartifice, theatrical makeup, and cl o
corpse. They were essentially reconstructing bodies, in an odd parallel to the work of
Victor Frankenstein. fAUndertalkreaesa i njected
Oheal thyd gl ow t o texplainsc hiieTehkesy, 6s tJuaf nfie dS ccaont dt uo
eye sockets and cheeks; sewed jaws shut, f
appropriate dédnatural 6 poseso0plgtedmiddlecl@8ss andur
desires to maintain soci al boundaries, eve
ADeath itself became a perfor mamssat{3and Vi c
Tensiors between death and art over the human baudlybe located iDorian
Gray and its unnaturally preserved title characktés.is the humaiart hybridcomically

forecast imThe Canterville Ghostwh i ch substitutes artisto

O
n

(15).But among Widlothesdhe onethat #ss so obsessive in
aestheticizing the body, largely through use of the blaalome is similarly hybridized,

198



as she is conflated with the moon and its changing appearance marks her mood shifts.

The Young Syrian says i neadtiflés thé Princess Sdlomen e o f
tonight! o In the next | ines, intérjectsBemthe of H
and corruption into the blazosayng, AShe i s | i ke a woman ri si
like a dead woman. One might fancy she wasilonkg f or dead t hingso (
infatuated Young Syrian replies, he is presumably describing the moon, but his words
could be applied to Salome as object of ar
Adancing. O NnShe i wears ayeldw\zil, and whose feet@reaf nc e s s
silver. She is like a princess who has little white doves for feet. One might fancy she was
dancingo (3). Later, the Young Syrian says
fluttering | i ke hdiotvee sb uét ttehrefyl iaerseo I(i7kle. wWAs |
curious Salome, the Page of Herodias again comments on the moon, saying that it is

ALi ke the hand of a dead woman who is seek
Young Syri an a dtldpgrincess Sinase ayes aré eyds ef araberl Tihrough

the clouds of muslin she is smiling |ike a
hang eerily oveBalome and merge in the character of Salome, whose affections kill. Her

first victim is theYoung Syrian, to whom she has promised her attention, if not affection,

in exchange for fetching lokanaan from his prison1B82 The Young Syrian, whom

Salome calls Narraboth, kills himself as h
| o k an aa n .denSfigadtiam mith eon is consummated when the Page of Herodias
says, Al knew the moon was seeking a dead
soughto (13). Salome hybridizes I okanaan
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thin ivory statueHe i s | i ke an i mage of silver. €& Hi
ivoryo (14). She continues aestheticizing
|l ie on the mountainso and Aroses. 0 AThere
sheays (16), adding | ater, AThy mouth i s 1|1
Salomeds rhetoric mortifies |l okanaands bod
Her blazoning of that bodyincluding the hair (16.7)3 conveys passion and
for eshadows di smember ment. Sal ome achieves |
decapitation as her reward for dancing for
his severed head (45).

Salomeds dalliance with | oké&gedanwds head
mutil ati on onfthe @etaiclrtraddien dibcesaed in the previous chapter
Like Fulvia, Salome focuses her attention on the mouth of her victim. While Salome
kisses lokaaan 6 s mout h, Fulvia shoves gdredssiredn Ci C ¢
and punished for their rhetorical performance, witielps constitut¢heir characters.
Salome says to |l okanaan, AThy voice is as
Cicero are monstrous. Al tho,hgibalsb@adavamgeaan i s
from the fAdesertodo who eats Al ocusts and wi
was very terrible to |l ook upon, 0 says the
believe lokanaan is a reincarnation (10). For Herdddonaan 6s et hos i s al
reports that he has fAseen Godo (24) and th
can raise the dead. But | okanaands most te
with monstrosities andomposestisownepide ct i ¢. fASometi mes he sa
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affright oneé, 0 the First Séhdihdragans. (b9
Acentaurso (9); a fAbasilisko (11); Aabomin
Cicero, on the other hand, is a differgnie of monstrosity, a character similar to Herod
i n Wil deds p likesth of GidertTtaditiong dprings lirem his execution and
the hands of his political enemies, he earlier played the tyrant as Roman consul and
ordered the executions of fiverggpirators without trial after the Second Cantilinarian
ConspiracyCritics such as Anthony Trollewere also disturbed by thiplicity of
Cicero and other oratodisplayed in their abilityo argueconvincinglywithout regard
for truth or consequencesrollope writes in his 1880 biography of Cicero
The mind rejects the idea that it be the part of a perfect man to make another
believe that which he believes to be fa
theoretic aversion to a lie which is the firstlfieg in the bosom of a modern
gentlema@ . (qtd.in Rosner 171)
Salomewould seem to agree when stendemns all Romansaying,i A h ! How | | oa
the Romans! They are rough and common, and they give themselves the airs of noble
| or ds o ( 9) the RBrmandahatiuthte €dppodociaSalomesays that they drove
the gods from his country and possibly caused their deaths (5). The greatest monstrosity
in Salome however, is Salome herself. It is her perverse sexual appetite for lokanaan
that drivesthe@ | avy . He calls her ADaughter of Sodo
and speaks to her as 1 f she is the devil 0
me! o (16). Throughout the play, Sal ome i s

at the rsk of misfortunelike MedusaThe Page of Herodias warns the Young Syrian
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several times not to |l ook at Sal ome. fASome
Herodias also tells Herod not to look at Salome (30).

Salomeds | ovemaki ngadfios | Dk almm@ambdBtsr Gy @ r
Herod orders her i mmediate crushing (45).
writings that reflect the European tradition of torture and execution. Indeed, upon further
examination, one is struck by the variety of ghhments that Wilde included in his
works. These moment $Sorgas ehes Rolygydessribessthe i n Pl at
torture, mutilation, and execution of a criminal through the rack, castratioigoeggng,
crucifixion, and bumgitng makeimy hf | d@sflouc rae e
responds (104). Salomeds form of wasxecution
actually a form of torture under English Common Law intended to force a plea, although
it sometimes resulted in death (Thompson n.p#&g.¢ording to Irene Thompson, a plea
was necessary before a trial could be held
O6pressed to plea. 60 Thompson writes that t

and then piling AWeiaglyt $d oon tshenehest | eald!

2InSalomeWi | de can be seen as drawing not o
Sol omono from t he Olontradidon of thenseveted Headtas al s o t
object of sexual fetish in Western literature and hist&arlier in the century,
Washington Irving used it in his story ATh
tapped into the tradition in his podsabella, or The Pot of Basibased on a tale from
Boccad®ecane®sSi r Wal t er Ral eitohdvémesewedhsw was s
severed head and kept it until her deathtwgnyar s | at er ( Thompson,
The Reveng.evindice brdodsavetbedsiull of his murdere@loriana and
uses it in a plot against her killer, the Duke, luring hirhisodeathhrough his own
sexual hungerOne could also argue that the tradition is also at woSdrilGGawain and
the Green Knightsince one beheading and the threat of another set the stage for
Gawaindos flirtation with Lady Bertil ak.
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confessed were Aihanged, which in those day
prisoners faced death either way, but 1 f t
unconvicted, thereby saving their families froomper y. 06 Thompson presen
of Giles Corey, an accusedichi n Sal em who chose pressing s
not be taken by the colony but pasédad on t
form of execution typically reserved for tpavileged (Thompson n.pag.)is familiar to
audiences from the New Testament . But Wil
prophetdéds beheading from Salomeds mother t
more disturbing since, as Thompson poosg the head lived on for a short period after
its separation from the bod8imon Webb writes that in 1906 a French surgeon named
Dr. Ronald Marcoux performed an experiment onséerechead of a murder and
found that it responded to his voiceandwaa bl e t o open and <cl ose
fifteen or twenty seconds Maréouxeadreceivedhad bee
official permission to study guillotined criminals; but tngthoritieswere so unhappy
wi t h Mar c o u x they forbadenhim frongasduting @anymore experiments
(Webb,Executionch. J).

Wilde depicts another form of executionfifihe Canterville Ghoétby having Sir
Simon de Canterville sealed up in a secret room by Hene for having murdered his
wife. Thompsorrefers to this method of punishment as walling in, saying it was a
Avariation on burying aliveo that was perf
Thompson writes that one of the most notorious victims of walling in was Erzcebet
Bathory (n.pag.). Bathonyas the Early Modern Hungarian countess who killed more
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than six hundred women, allegedly to use their blood to achieve immortality and eternal
youth and beautyOf course, marder,signified by fake bloods what leads to Sir

Si monds i Howeverhiaitmottality is a punishment associated with his
imprisonment through living entombment.

The destruction of Basil 6s bDotyGrays t he
and it suggests additional forms of executidfter the crime, Dorian pleadsith an
acquaintance, a scientist named@lanAypugare Camp b
scientific® Do r i adou lmawabout chiemistry, and things of that kind. You have
made experiments. What you have got to do is to destroy the thing tipestaird to
destroy it so that not a vestige of itwillbe@®ft ( 16 6) . Hi s appeal to
references to human dissection as a scientific practice productive of medical knowledge.

He asks Campbell to approach the deed as a scientigcieygnt and consider the

det achment he has i rivotdo& hgspitalssaeddeddusesf t he d
and the horrors that you do there do not affectdou, D o r i adhin seraeyhisleous fi

dissecting room or fetid laboratory you found thismamlng on a | eaden tab
would simply look at him as an admirable subjgéct ( 1 6 7) . @bedestayg s t hat
body must be far less horrible than what you are accustomedtoviork ¢ 1 6 8) . The
makes clear that Dorian and Campbell have beemgsidefor some time, and when
Campbell refuses to destroy Basil 6s body a
blackmails him. Faced with exposure for some offense that it is not divulged in the story,
Campbell destroys Basi | 6acontbioalion ofiburninwithi an 6 s
fire and acid. The process takes about five hours. Exactly what Campbell does to the
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body is not reveal ed. But readers are told
nitric acid iThedstuetionofthe tnansgrésding Body through
corrosion and burning is a process Wilde revigit3 he Ballad of Reading Gaah
which thecorpse of @anged murderer is covered with lime and buried:
And all the while the burning lime
Eats flesh and bone away,
It eats the brittle bone by night
And the soft flesh by day,
It eats the flesh and bone by turns,
But it eats the heart away. (Il. 483
Near the end of the poem, Wilde says that
the teeth aft fthleame @& samdntha bwOni ng winding
This disintegration of boesin Dorian GrayandReading Gaosuggests two
legal punishments: burning and boiliijrene Thompson writes that societies have used
burning since t hdodastay ther eremiesanderiminalsz lat i on o
antiquity, it was practiced by Babylonians, Hebrews, and Romans. It was a common
sentence for people found guilty of heresy during the Inquisitions. Burning was used
because it avoided the shedding of blood clwhivas banned under Roman Catholic
doctrine. The Inquisitions also practicagto-da-fé, which was the mass burning of

heretics. ABl oody Maryo had al most three h

burned as a result of her Counterreformation dungrgshort reign as queen of England.

3 Among the histar ¢ a | allagedunisde@&ds were mass executions involving the
boiling of six hundrednenand the burning of 400 boys 1458 (Goldberg and Itzkowitz
90).
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In addition to heresy, treason was also punishable in England by burning alive. Burnings

in London ended in 1790 due to the objections of businesses and residents. When burning
was practiced by religious authoritiespften carried the significance of the purification

of its victims. In the contextoflatei net eent h century Victori anrn
transgression is his homoerotic desire for Dorian, which Basil expresses clearly in the

1890 edition of the text. Sharifimgi s secret, Basil says to Dor
adored you madly, extravagantly, absurdl yo

down and largely encrypted in the 1891 edition, where instead of love for Dorian he

=]

expresses love for the ideatitad r i an represents for hi m.
(228). So, idolatry replaces homosexuality as an offense punishable by burning.

Closely related to the punishment of burning is boiling, which Thompson writes
was fia | egal punibhmbateéghtgbhthbhpcenturyo
boiling was also practiced in antiquity and it is mentioned in the Old Testament story of

the Maccabees. Like burning, boiling could be used as a torture and punishment for

religious offenses. Thompsonpot s out that Christians in RO
boiled to death for their beliefs. 0o In the
shortage of water, fAwhich made the suffer:i
hi gher boi | ispogn.gag)iBoiling prigofiehs daname a legal option for

punishment in England under King Henry VIIl in 1531, when a cook was boiled to death

for poisoning seventeen people, killing two of them (Thompson n.gawd)boiling

alive is the fate sufferediyh e vi | | ai nous Bar abEiwelJewaf Chr i s
Malta. A possible objection to this reading@brian Grayis that Basil is already dead
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when his body is destroyed; but as Joel Harrington points dutarfaithful

Executioner A al i v ative tevra: €xecutiomers sometimes had the option to kill a
prisoned by strangulation, for exampeas an act of compassion before beginning the
destruction of the body. In fact, Harrington opens his book with the story of a

counterfeiter who was sentendedbe burned. Although the executioner had planned to

strangle him in secret before the burning, the strangulation was botched and the man was
roasted alive as he screamed to heaven for help (xix). Moreover, even after Basil has

been killed, his body remes seated in a chair by atable asifheisafivelad it not b
for the red jagged tear in the neck, and the clotted black pool that was slowly widening on
the table, one would have said that the ma

Basi | 6s mups tdeanost disturbipgeof the @utting deaths depicted in

Wil deds writings. Audiences areSaoma ter pre
Wilde is revising a story from the New Testaménb, ugh r esponsi bil ity f
execution is transferred®al ome i n Wal dmésé&spmayher si mply

when Salome epeat edl y as k s WitieoHerod fmdlyaagreeSalotne h e a d
grows impatient with the executioner. She complains that he is afraid of lokanaan. When

the executioner enterswitblkk anaandés head on a platter, 0AS
mockery makes it clear that she was motivated not only by her lust and scorn but also by

|l okanaandés rhetoric. AThou rejectedst me, 0
(43). While no actsfocutting are depicted ifiThe Canterville Ghosi,Sir Simon

regularlyca r i es a fr uwshtiyc hd ahgeg ebrroa n(d8i)s,hes fiin t he
oneofthisper f or mances involves him stabbisng dhi
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murder of hiswife involves the spilling of her blood (3). This is the act that has damned
him, and he confesses to it; but, ironical
stabbing death sets the stage foru®orianods
after Basil, preparing to visit Paris to sequester himself and work on painting for six
mont hs, seeks out Dorian to confront him w

saying about him (147). He tells Dorian that he has defended him, but he wibhders

really knows Dorian at all. fAnBefore | coul
Basil says (150). The comment i @®®l@ res Dor
claiming it 1is t hedCome:itisyptrownlmalorkéd eDoirti a(nl 50

says (151). Basil is killed moments after he views the painting. He is appalled and
bewildered by the transformations that have taken place and is barely able to recognize
his work.

Basil 6s reaction | eads ottheeddkigic, whicv el 6s ¢
springs from Dorian as living corpse, a monster the painter is implicated in creating. The
narrator states:

An exclamation of horror broke fromtheai nt er 6 s | i ps as he seé
the hideous face of the on the canvasrgng at him. There was something in its
expression that filled him with disgust
face that he was looking at! The horror, whatever it,\wvad not yet entirely

spoil ed that marvel ous zéblisowrtbgusivort, He see
and the frame was his own design. The idea was monstrous, yet he felt afraid.

(154)

His reactia is similar to what SophiaAnes s ays fAVictorian spect at

when they first sawPre Raphaelite art work: tiye i w e r repulsedl, pezpieed, and
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unsettled by the fears and anxieties the unorthodoRkBpbaelite visioml i scl osed. 0 T
paintngpc onf used categories in a disorienting
unconventional ugliness, feminine fragility in masculinity, amasculine strength in
conventional femininityo (n.pag.). Dori ano
and deadAs Basil struggles to find meaning in the decaying painting, Dorian reminds
him of how Hlateredhd dh Henwl effboyibe awals taught him
and davdnderofibeautd Dori an recalls wishing in Bas
his soul to stay young to stay young while painting aged. Basil recalls the moment but
r ej e c tGrapossibleida ss efie k i n @ xipn atn editesd®n @poiSOD
paints (154). Basil also rejects Dorianos
i n t he pordherawas nothiagtewiltniit, ngthing shameful. You were to me
such an ideal as | shallnevermagain® Basi | 6s figuration of Dc
includes his st at edmeface ofd datghpt atbihdeydipoba t r ai t h
devil@®® He notes that the surface of the paint
and horrofrbmdiwombdn. 6 He seems to recogn
monstr ous nes silhevroting of & rpse a n watery rave was not so
fearfu® (155). | n t er ms Dordaniusmiiaato Lucyd\Vestepraie s er v a
Dracula. The bodies oboth are preserved by supernatural agency rather than by
undertakerds hand.

Basil 6s realizati on odfaporiaghelscreated utrcani n Do
longer recognize as his o@ris another allusion to Pater, Riquelme writes (623n his
essay ALeonardo da Vinci, o0 Pater writes tha
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t he p MonatisgordasGioconda wi th its beauty and fAun

Hers i s a Abeauty, i nto which téie soul wit
expressive of Greece and Rome, and the #fAre
AShe is older than the rocks among which s
many times, and | earned the secr @tting, of t he

forP a t &othdasedart does not reflect life: it drains and replaces it with a monstrous

copy resistant to age and scrutiny. Edgar Allan Poe pellegt®xpresses this concept

AThe Oval Portrait, o the t almadadidthusbandoung w
paints her picture. The wounded narrator finds the fa@adshoulders portrait after

seeking shelter in the couplyaiasp malalneddmn e(d2 ¢
by it s lifeikbnes®! y)tbad%at one point wakep staring at the portrait and
believing it to be Ath6%e. hElaed Wwomwménai hi ATheg
Portraito i s Mohadisge f whiecls i Ri d @ e Mdvesaofteel at e s |
Uf fizii o ( 6ceriuyy,painiing 8 thetde ®fdhe Rdnaissance Italian painter

Caravaggio but perhaps baseda lost original by B Vinci. Pater writes thdda Vinci

Afal one realizeso that Medusads head is the
through all the ci.Riquemswritesititdbosan Grayisdeat ho ( 6
informed by Paterods aestheticism and its i

One of the novel d6s most significant revers
portrait, as he becomes livingartdnd vi ng cor pse and his portr
corpseo (Wilde 155). This realization acco

experiences as he gaz eageinihepantraiQ1bs)i anod s

5
o}
(@]
(@]
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Despite Basil 0s hmrotrksl himunt heipleads witloDotiaa n  d o e
to ask for Goddés forgiveness. Wi th a sudde
Basi | Hal |l wardo and an inhuman | oathing, D

painter, stabbing him repeatedlyinthe c k. fiHe é dug the knife i

i s behind the ear, crushing the mandés head
again,o0 the narrator says (156). The repre
Dracula, andthe violencedeh u mani zes Basil from artist to
no | onger flesh and bl ood but a Adreadf ul

significant in the novel, for they are among the supplies of the undertaker. They amplify

the novel 6s a&aeosntcheertni cwiztant itohne of t he body. E
also seems meaningfufor as Scandura writes, arterial embalming through the carotid
artery at the base of the neck fAbecame wid
previously stated, Sadura is concerned with embalming practices as they are suggested

in Dracula, but her ideas are just as applicabl®trian Gray. Scandura points out that
Dracula does not just drain the blood of h
isremimled of Basil s suggestion that the oils
contained fApoisonodo (154). Scandura writes
playing on AVictorian fears of decomposing
However their success at preserving bodies created a certain anxiety among Vigtorians

whose doctorsa@netimes hadifficulty determining when a person had actually died and
become a corpse. This difficulty led to anxieties about premature burial, or vivisepultu

So concerned wereondoners about premature budiand the possibility that it might
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leadto vivisectior® that they formed an association in 1896 to raise awareBebk#{er
207).And the counterpart of tHare burialis the living corpsefi A f t e writeaGebrgeo
K. Behl mer, Athe notion of the corpse that
wor |l d as gr ohisé sheg esseice df théddread. capturddioinan Gray.
Simply put, decay was good in that it indicated that the deceasetiuly dead.
Il ntervention in the process was confusing
Sacandurawrites Awas t he ddethedady iothegptocess@f fallimgdpart.
The embalmed bodyas frighteningoecause it was whole and undtegrated, because
itlookedtoolifel i ke, because it would no-15.lproperly
was one of the few times when an intrusion of the grotesque was welcome. Bakhtin
writes that i n the Asystemegtgoontebsqlefem
part of life as a whok its indispensable component, the condition of its constant
renewal and rejuvenation. 0 He conigvingues, 0
wombo (50). H eentke cermtury,wastalscetperod in EEngland when urban
planners and architects began to reform graveyards from the fields of putrescence and
contaminatiorinto the parkike spaces we know toda$.

Doriandés career as | iving corpse comes
inthe novel ds ultimate example of disarticul :
body, the knife he earlier used to kill Basil is stuck in his heart, and the process of decay

t hat had been suspended by rhetorle,c and ar

“See Walvin, James. fADust to Dustdo Cel ebr a:
Historical Refections9.3 (Fall 1982): 3531. Print.
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transgressing body is so deformed by age, sin, and corruption that the servants recognize

him only by his rings. fAHe was withered, w
says. The Dorian in the port thandbeadtyion al | t
the other hand, has been restqjz2D) 't is no | onger a fAl oat hs
Doriands growing disillusionment with his

makes a final effort at reform; but, once again, Henry triesssudde him, through

fl attTdheye i no use your telling me you ar
6You are quite perfect. Pray, donét change
Dorian resistant to Henr y 6akedohsnew life of. He s

Adgood dagR2i0®ns 6 When Henry suggests &ahat Do

new way, Dorilandomsdtadaaraemtwh &it6 you say to
about 1t anymore, and dotgadaddactiorlypavedonemer suad
years €é is réealkp7a.sbaateof s$nnéesponse to

flatteries, 6 Domui amusdayot @Ay these extrava
change in Dorian is registered in hisrhetosic,d 1t per hapspapngr al | el s
with Pater. Whereas Dorian had previously listened passively and was influenced by
Henryds rhetoric, he now engages Henry 1in
has also become Platonic, saying to Hefidlhe soul is a terrible reality. It can be

bought and sold, and bartered away. It can be poisoned, or made perfect. @lsend is

in each ofo u(s211U) .knWwhwe ni tbor i an hypot heti cal
Henry does not believe hirkle es Dorian instead as assuming afittihg persona, of

decl ai ming: A6l would say that €& you were
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you, 60 HenHe Haps 20hamps, forgotten Dori a
help telling you things. Yo have a curious influence over me. If | ever did a crime, |
woul d come and confess it to youb6o (55).
Like Basil, Henry fails to comprehend the full monstrosity they have created
through their separate arts: images and words. In an example of one ainhe&aonic
statements about Dorianés A6finedd nature
AoYou are the type of what the type of wha
it has foundéo (213). Ha n 6 y fegsampddeasty st enc e
suggests that a reversal has taken place in the course of the novel. While Henry begins as
the Platonic epideictic speaker, flattering Dorian and altering his sense of self and reality,
Doriands monstrosity hafthe lmeksReadersiseetHerayt r ol e
under the spell of Dorianods epideictic, un
soulless living corpse whose body is preserved by rhetoric and art. Only Dorian
recognizes his own monstrousness when he gazes onrtretpble knows that he has
gotten away with murder; he wants a Anew |
that his portrait looks as grotesque as ever, if not more grotesque, even after his decision
to reform and his f iDrosets gao dnedaene ch.e Heh owd ndd
shudders at the consequences, including ex
suffer public shame, and to make atonement( 2 1 8 ) . H@argeesseemmc hoes of
especiallycleaRe al i zi ng t hatenhhéi gertopasti baseibo
decides to destroy it. He attacks it with
thismonstroussodl i f e, and without its hideous warn
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