
		
			[image: ]
		

	
		Critical Acclaim and Appreciation for
THE ORIGINAL FRANKENSTEIN

		
			“Charles Robinson, more finely tuned to the authorship of  than any scholar living or dead, has produced two versions of Mary Shelley’s prepublication manuscript: as she first wrote it, then as it was marked with Percy’s additions and alterations. With as much certainty and in as much detail as superhumanly possible, Robinson reanimates the beginnings of this vibrant novel in an authoritative, smartly accomplished, reader-friendly edition that will delight its fans no less than it will stimulate its students. An original work of imagination itself, by illuminating the genesis of this novel, is now an invaluable part of its intriguing editorial history.”

			—Susan J. Wolfson, Professor of English, Princeton University;
President, Association of Literary Scholars and Critics

		

		
			“Mary Shelley’s was famously inspired by telling ghost stories with Percy Bysshe Shelley and Lord Byron during a cold, wet summer in the Swiss Alps. It continues to serve as shorthand for the dangers of reckless scientific advance, yet literary historians have never been able to agree on its origins. Could Mary Shelley, an unpublished 18-year-old, really have written the novel? Or was Frankenstein’s monster her future husband’s creation?…Charles E. Robinson presents a convincing case for crediting the novel to ‘Mary (with Percy) Shelley,’ revealing the major changes PBS made to Mary’s first draft.… The novel the Shelleys wrote together represents a remarkable act of literary homage and collaboration and Charles E. Robinson’s revealing new edition allows modern readers to be there at its creation.”

			—The Independent (London)

		

		
			“The novel’s textual instability is explored in the impressive introduction to Charles Robinson’s new edition. His honourable aim is not to give us another text of the novel we know—or think we know—but to strip away nearly two centuries of revision and appropriation in order to return to what he describes as the ‘original’ .…The value of Charles Robinson’s edition lies in the confirmation of Mary Shelley’s assertion … that ‘Every thing must have a beginning’—and that beginnings matter—and in its affirmation of community, cooperation and collaboration as fundamental to literary production.”

			—The Times Literary Supplement (London)

		

		
			“Thanks to the dogged textual work of Charles E. Robinson …readers will now be able to see for themselves what Mary wrote before she turned it over to Percy’s editorial ministrations.… [This] version of the novel … probably comes as close as it’s possible to get to the draft that Mary first handed Percy to read.”

			—The Chronicle of Higher Education

		

	
		THE ORIGINAL FRANKENSTEIN
Edited by Charles E. Robinson

		Charles E. Robinson is a professor of English at the University of Delaware. He has published and lectured extensively on the English Romantic writers, especially Byron and the Shelleys. His books include Shelley and Byron: The Snake and Eagle Wreathed in Fight; Mary Shelley: Collected Tales and Stories; Mary Shelley’s Proserpine and Midas; and The Frankenstein Notebooks.

		Mary Shelley was born in 1797, the daughter of political philosopher William Godwin and feminist Mary Wollstonecraft. At sixteen Mary began a romance with poet Percy Bysshe Shelley (1792–1822), marrying him in 1816 after the suicide of Percy Shelley’s first wife, Harriet. Frankenstein: or, The Modern Prometheus, Mary Shelley’s most famous work, was first published in 1818. In 1822, Percy drowned in a sailing accident off the coast of Italy. Mary published a number of other novels in addition to short stories, biographies, and travel writings and also devoted herself to editing and promoting the works of her husband. She died at the age of fifty-three in 1851.
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			In 1996 I published the two-volume Garland edition of The Frankenstein Notebooks, which reproduced and transcribed the Bodleian manuscripts of Mary Shelley’s novel for a scholarly audience interested in the minutiae of the Draft and Fair Copy of Frankenstein. In the acknowledgements to that edition, I used the final two paragraphs to thank Dr Bruce C. Barker-Benfield, Senior Assistant Librarian at the Department of Special Collections and Western Manuscripts at the Bodleian Library, for his invaluable assistance. Here, in these first two paragraphs, I state that neither the 1996 edition nor this new 2008 text of the novel would have been possible without his extraordinary assistance. He was responsible for the Bodleian inviting me to undertake this new edition, and he selflessly sacrificed hours, indeed days, to advise me on every thing from the title page to the formatting of this new and ‘original’ two-volume version of Frankenstein.

			Once again, Barker-Benfield and I consulted in person and by email and phone to determine which letters and words and cancel lines in the Draft manuscript were penned by Mary or by Percy Shelley. Those who have worked with the original Shelley manuscripts know that there is a different ‘ductus’ and shape to the words and letters penned by the two Shelleys; consequently, their hands for the most part can be separately identified—especially in any place where one or the other wrote multiple words in a phrase or sentence. But some single letters or single words (such as ‘in’ or ‘it’) or short cancel lines are difficult to identify as by Mary’s or Percy’s hand. Nevertheless, I am confident that this edition, which distinguishes Percy’s words from Mary’s by a different font, properly indicates which Shelley penned which parts of the manuscript Draft. (Carefully studying once again the shape of each of approximately 70,000 words in the manuscript Draft—and further attending to evidence of ink shade and density, of pen nib, and of offset ink blots—has enabled us to refine and in some cases change a few of the attributions presented in The Frankenstein Notebooks.) Although advised by Barker-Benfield, I am the one who takes responsibility for the attributions in this edition.

			I am also greatly indebted to my wife Nanette, who not only supported my undertaking this edition but also tirelessly read typescripts of both novels (what are denominated 1816–1817 MWS/ PBS and 1816–1817 MWS) against images of the Draft manuscript. Reading aloud word for word and comma for comma, we were able to discover new things about the manuscript. Indeed, Nanette is the one responsible for identifying Mary Shelley’s neologism ‘unrable’ (see note 57).

			Two other Mary Shelley scholars need particular mention here: Nora Crook, who was always willing to answer a question or to counsel me about the Introduction to this edition; and Betty T. Bennett, whose monumental work on Mary Shelley has so benefited contemporary scholarship. I was pleased to tell Betty about the possibility of this new edition a few days before she died in August 2006—and she was pleased for me. I honour her memory here.

			I must also mention the influence of Donald H. Reiman, who as general editor of The Bodleian Shelley Manuscripts has made so many Percy and Mary Shelley manuscripts available for scholarly research. Other Mary Shelley and Frankenstein scholars and editors whose work has benefited this edition are named below in the two lists of Abbreviations and Bibliography. Unnamed are the countless undergraduate and graduate students to whom I have taught Frankenstein since 1965—and from whom I have learned so much about the subtleties of the novel.

			Shelley studies of course owe a great debt to the staff of the Bodleian Library at Oxford University, especially Mr Hodges and others who oversee Duke Humfrey’s Library, where the numerous manuscripts of Mary and Percy Shelley and their circles are housed. The Frankenstein Notebooks have been especially preserved and made available for future consultation by Robert Minte and Charlotte McKillop-Mash.

			Closer to home, I wish to thank the English Department, the Center for International Studies, and the Commission on the Status of Women—all at the University of Delaware—for financially supporting my travel to Oxford in order to consult the manuscripts once again. As always, I am indebted to the University of Delaware Library for its extraordinary collection of primary and secondary materials—and electronic databases—that make my research on Mary Shelley and the Romantics possible.

			I finally wish to express my gratitude to Samuel Fanous, the Publisher at the Bodleian Library, for his faith in me and in this edition, which he initiated by an ‘out of the blue’ email back in July 2006. Thanks are also due to those others who work for Bodleian Publications, especially Deborah Susman (Project Manager), Dot Little (Graphic Designer), Oana Romocea (Communications Officer) and Lucy Morton of illuminati, who have imaginatively produced this edition. I also thank the Bodleian’s rights agents, Ros Edwards and Helenka Fuglewicz, for their enthusiastic support of this project.

			To assemble the parts of this new edition of Frankenstein, Fanous, Susman, Little, Edwards, Fuglewicz, Barker-Benfield and I met in September 2007 in the Clarendon Building at Oxford University—in a building that already had many associations with Mary Shelley and her novel. Barker-Benfield and I had worked there in his private office in 1995 and 1996 as we attempted to put the Frankenstein Notebooks back together. Working there was all the more meaningful because Mary and Percy Shelley apparently visited the same Clarendon Building in August/September 1815 during their excursion from Windsor to Oxford; moreover, even Victor Frankenstein and Henry Clerval had visited the same building during their short stay in Oxford in April 17[95].† Here, in one building (which also housed a library when Mary and Percy and when Victor and Henry visited), the historical and the fictional pasts were intertwined. Here, by inspecting each leaf of the manuscript and by attending to torn edges, glue residue, ink blots, pin holes, watermarks, and other minutiae, Barker-Benfield and I reconstructed the disbound pages of Mary Shelley’s Notebooks and discovered the process by which she created her novel. Here, in the Clarendon Building, the library became a laboratory, and the ‘hideous progeny’ of Mary Shelley’s Frankenstein once again came to life.

			Charles E. Robinson

			University of Delaware

			
				† For the Shelleys’ visit in 1815, see The Clairmont Correspondence: Letters of Claire Clairmont, Charles Clairmont, and Fanny Imlay Godwin, ed. Marion Kingston Stocking (Baltimore: Johns Hopkins University Press, 1995), I, 14; for Victor and Clerval’s visit in 17[95], see Volume II, Chapter 11, below. The year of that fictional visit may be determined by working out the chronology in Frankenstein—see ‘Other Numbers and Dates in The Frankenstein Notebooks’ in 1816–1817 Facsimile, pp. lxv–lxvi; 1818 Crook, I, 5m, 121n; Anne K. Mellor, Mary Shelley: Her Life, Her Fiction, Her Monsters (New York: Methuen, 1988), pp. 54–5, 237–8; and 1818 Wolf-1, pp. 340–42.

			

		

	
		Abbreviations

		The following abbreviations, arranged chronologically and used in the textual commentary in this edition, provide a convenient shorthand by which to distinguish various editions of Frankenstein from each other: the significant versions are dated and designated 1816–1817, 1817, 1818, 1823, 1831; and the initials MWS and PBS stand for Mary Wollstonecraft Shelley and Percy Bysshe Shelley. For a list of other primary and secondary works relating to Frankenstein and cited in this edition, consult the Bibliography at the end of this volume.
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			Introduction

			This new edition of Frankenstein takes us back as far as possible to the ‘original’ novel that Mary Shelley first drafted during that famous and rainy summer of 1816 in Geneva. Sadly, the ‘transcript of the grim terrors of [her] waking dream’ that Mary Shelley wrote the very next day after the ‘spectre … had haunted [her] midnight pillow’ does not survive.1 Nor do we have any of the discarded ‘foul papers’ or early drafts of the novel that she continued to write during July and August 1816. We know, however, that by the middle or end of August she had written a version of her story that then became the basis for the first complete Draft of her novel. Most of that Draft survives and is now preserved, together with a portion of the Fair Copy, in the Bodleian Library at the University of Oxford.2 And that surviving Draft is here edited for the first time in order to produce two new texts of Frankenstein: 1816–1817 MWS/PBS, a corrected reading text of the Draft that makes visually evident Percy Bysshe Shelley’s considerable ‘hand’ in his wife’s novel as she drafted it (with his involvement) between August/September 1816 and April 1817; and 1816–1817 MWS (distinguished later in this volume by tinted paper), an uncorrected representation of that same Draft that removes as nearly as possible all of Percy’s editorial interventions in the novel. This uncorrected text attempts to reproduce what Mary originally wrote before giving the Draft manuscript to her husband for his pen and pencil alterations and editorial advice. These two texts, each based on the 1816–1817 Draft, illuminate each other and confirm what has always been acknowledged: that Mary Shelley’s Frankenstein is a very ‘fluid’ text, one that exists in a number of incarnations.3

			The first edition of Frankenstein, which obscures the original construction of the surviving Draft of Mary Shelley’s novel, was a three-volume novel published in London (in 500 copies) on New Year’s Day in 1818. The next significant version of the novel was a corrected copy of 1818 that Mary Shelley presented to a Mrs Thomas in Genoa in 1823. This copy, now housed in the Pierpont Morgan Library in New York City, contains a significant number of alterations that Mary Shelley had written in the margins of the three volumes of her novel.4 Also in 1823, just before Mary Shelley returned to England from Italy in August, her father William Godwin published a ‘New Edition’ of the novel in two volumes in which he (or, possibly, a printer) made 123 word changes (no more than 250 or 500 copies of that edition were published). On Halloween of 1831, Mary Shelley published yet another edition of her novel, a one-volume ‘revised [and] corrected’ edition of the novel (in 4,020 stereotyped copies) that incorporated most of the changes that had been introduced in 1823 and that contained many other revisions to the text that Mary Shelley herself made, including an additional chapter. Not only do the texts of these three published editions (1818 in three volumes; 1823 in two volumes; and 1831 in one volume) differ from each other, but they differ substantially from the two new texts that are printed here. Based on the Draft, these two new texts present Frankenstein for the first time as a two-volume novel with a different chapter configuration.

			Of the three standard editions, the 1831 ‘revised’ one-volume text was the one most often reprinted through the rest of the nineteenth century and through most of the twentieth century. For the past thirty years, however, there has been considerable interest in and a preference for the 1818 or three-volume text of Frankenstein, as is witnessed in the list of short titles offered at the beginning of this volume. Many who have judged that 1818 was superior to 1831 may prefer to read the text we privilege in this edition, namely the corrected 1816–1817 MWS/PBS version that is based immediately on the Draft. And we also hope that many will also read or at least consult the uncorrected 1816–1817 MWS version at the back of this volume, for it teaches a great deal about the origins of Frankenstein.

			The ‘text’ of Frankenstein, made fluid or different by its three different versions of 1818, 1823 and 1831, by the changes made in 1818 Thomas, and now by these two new versions of 1816–1817, has been altered in other ways as a result of its phenomenal cultural success. The novel was published in a French translation in Paris in July 1821, and it first appeared on the stage in London in July 1823.5 In such versions of the novel, Mary Shelley’s original voice was often modified or lost. For nearly two centuries, hundreds of other redactions or digests or scripts of the novel continued to compromise or mute the voice behind the text as originally crafted in 1816–17: consider, for example, the shortened versions for children in the illustrated Ladybird or Classics Illustrated publications of the story; or listen to James Mason reading an ‘abridged’ version of the novel on an audio cassette;6 or watch and listen to the many film or television versions of the novel that introduce new characters, change names of other characters, and rewrite Mary Shelley’s text;7 or consult not one but two very different and ‘reimagined’ versions of Frankenstein, one a screenplay and the other a novel,8 associated with the making of Kenneth Branagh’s 1994 film, Mary Shelley’s Frankenstein.

			In these incarnations or ‘reimaginings’ of the novel, readers or viewers frequently encounter texts far removed from the novel of 1816–17. Many of these adaptations, for example, give the name of ‘Frankenstein’ to the monster, even though Mary Shelley purposefully gave him no name, forcing her readers to reveal their biases by denominating him ‘monster’, ‘creature’, ‘creation’, ‘wretch’, or ‘dæmon’. Indeed, the name ‘Frankenstein’ in popular culture brings to mind the Boris Karloff image of the monster rather than any image of Victor Frankenstein, the scientist who brought the monster to life. But the confusion of creator and creation did not have to wait for the 1931 James Whale film that made Boris Karloff a star. One may find the same kind of confusion in mid-nineteenth-century cartoons—or at a much earlier masked ball that concluded the Grand Musical Festival in Liverpool on 3 October 1823, when among the 1,475 guests a ‘Mr. Harris, of Preston, personated (we are told) Frankenstein, or the Modern Prometheus. His appearance was most singular. His dress was of variegated colors, one half dark, the other light. His face was of different hues, the colors running insensibly into each other, and producing an effect at once singular and curious.’9 Even as early as July 1819, it was suggested, in a parody of Byron’s Don Juan, that Frankenstein was the name of ‘the wretched abhorred’.10

			The name of Byron recalls us to the origins of the tale of Frankenstein during that very famous summer of 1816 (the coldest on record11), for it was the 28-year-old poet George Gordon, Lord Byron (1788–1824) who suggested to a group of his new friends in Geneva that they amuse themselves during the cold and rainy evenings by telling ghost stories, one of which would be published as Frankenstein a year and a half later. Those who assembled with Byron that summer included the 18-year-old Mary Wollstonecraft Godwin (1797–1851); her husband-to-be, the 23-year-old poet Percy Bysshe Shelley (1792–1822); her stepsister, the 18-year-old Clara Mary Jane (‘Claire’) Clairmont (1798–1879), pregnant with Byron’s child; and the 21-year-old John William Polidori (1795–1821), Byron’s doctor.

			The circumstances that led up to the gathering of these wonderfully ‘romantic’ individuals offers a plot as engaging as that of Frankenstein itself. Mary Shelley was the daughter of two famous fiction writers and political scientists: William Godwin, who had published Enquiry Concerning Political Justice in 1793; and Mary Wollstonecraft, who had published Vindication of the Rights of Woman in 1792. Because her natural mother died eleven days after she was born, Mary Shelley was raised by her stepmother Mary Jane Godwin and lived as one of five children of the Godwins, no two of whom had the same set of parents. When Mary was 16, she fell in love with the already married poet Percy Bysshe Shelley. They ‘eloped’ to the Continent on 28 July 1814 for a six-week tour to celebrate their love. They were accompanied by Mary’s younger stepsister, Claire Clairmont; Percy left behind his pregnant wife Harriet and their 2-year-old daughter Ianthe. Seven months later, in February 1815, Mary gave birth to a premature daughter, who died on 6 March 1815. A month later, still unmarried but living with Percy, she again became pregnant, successfully delivering her son William on 24 January 1816. He would be nearly five months old in Geneva when his mother began to write Frankenstein—but later died in Italy in June 1819.

			The Geneva storytellers came together as a result of circumstances involving the infamous Lord Byron and Claire Clairmont. Byron had married Annabella Milbanke in January 1815, welcomed the birth of their daughter Augusta Ada in December 1815, but was separated from his wife under the shadow of various disgraces in January 1816. A few months later, he received a seductive letter from Claire Clairmont, and by April 1816 she was pregnant with Byron’s child. By this time Byron had met and was delighted by Mary Shelley, and on 24 April he left England for ever. Claire was the one who manoeuvred the Shelleys to journey to Geneva, where the two poets Byron and Shelley met for the first time on 27 May 1816.

			The Shelley party rented the Maison Chappuis that summer and frequently walked to Lord Byron’s residence, the Villa Diodati on Lake Geneva. They entertained themselves during the chilly damp evenings by reading from a collection of ghost stories that had been translated from German into French.12 In the middle of June, as Mary Shelley explained in her 1831 Introduction to the novel, Byron proposed that each of them should also write a ghost story. Both Byron and Polidori wrote and eventually published fragmentary tales about vampires,13 Percy Shelley began but did not finish or publish a story about ‘his early life’, and Claire Clairmont apparently did not contribute a story. Mary Shelley, the last of the storytellers, ‘busied myself to think of a story [Mary’s italics]’ that would ‘make the reader dread to look round, to curdle the blood, and quicken the beatings of the heart’. Finally, one evening, after hearing Byron and Percy Shelley discuss the principle of life and the possibility of reanimation, she retired to bed after the ‘witching hour’ and, unable to sleep,

			
				saw—with shut eyes, but acute mental vision. the pale student of unhallowed arts kneeling beside the thing he had put together. I saw the hideous phantasm of a man stretched out, and then, on the working of some powerful engine, show signs of life, and stir with an uneasy, half vital motion. Frightful must it be; for supremely frightful would be the effect of any human endeavour to mock the stupendous mechanism of the Creator of the world. His success would terrify the artist; he would rush away from his odious handywork, horror-stricken. He would hope that, left to itself, the slight spark of life which he had communicated would fade; that this thing, which had received such imperfect animation, would subside into dead matter; and he might sleep in the belief that the silence of the grave would quench for ever the transient existence of the hideous corpse which he had looked upon as the cradle of life. He sleeps; but he is awakened; he opens his eyes; behold the horrid thing stands at his bedside, opening his curtains, and looking on him with yellow, watery, but speculative eyes. [see Appendix C]

			

			That waking dream appears to have dominated the rest of Mary Shelley’s summer. The very next morning she announced to the Geneva storytellers that she had conceived her tale, which she began with the words, ‘It was on a dreary night of November’ (what eventually became the beginning of Chapter 7 of the Draft manuscript). At first she thought of producing only ‘a few pages’, but was urged by Percy Shelley to develop the story ‘at greater length’ [see Appendix C]. That she seems to have done, as evidenced by the many entries of ‘Write’ and ‘Write my story’ in her extant journal from the months of July and August 1816. In fact, it is quite possible that, before the Shelley party departed Geneva on 29 August to return to England, she had finished a short or novella-length version of her tale, which became the basis for the Draft manuscript. She recorded in her journal on 21 August that ‘Shelley & I talk about my story.’ By or not too long after that date, Mary had settled on a plan to expand the tale into a novel, most likely by adding to its beginning, its middle and its end. Textual evidence in the Draft suggests that this is exactly what she did do, adding the outermost or frame tale of the Arctic explorer Robert Walton recounting the story of Victor Frankenstein to his sister Margaret—as well as the innermost story of Safie, whose language instruction provided the monster an opportunity to learn to read and speak.14

			As the outermost tale of Frankenstein, Robert Walton’s letters to his sister occupy exactly 276 days—drawing our attention to the nine-month gestation period for a tale about the creation of a monster. Walton first writes to his married sister Margaret Walton Saville (her initials recalling the ‘MWS’ of Mary Wollstonecraft Shelley) on 11 December 17—, and he concludes his narrative on 12 September the following year. We do not know exactly when Mary Shelley began writing the extant Draft of the full novel, but the evidence from her letters and journals and from the extant manuscripts of her novel suggests that she began the Draft manuscript just before she left Geneva at the end of August or just after she returned to England and relocated to Bath on 10 September 1816. Her journal again shows that she began to ‘write’ on 16 September. By the end of March or early April 1817, she finished that Draft. She then corrected and added to it between 9 and 17 April. On 18 April, she began to transcribe or ‘fair-copy’ the Draft, and by 13 May 1817 she finished the Fair Copy that eventually became printer’s copy for the first edition of 1818. Eleven months had passed since she first conceived the story in June 1816, and it was approximately nine months since she had begun to copy and expand her novel from the earlier but now lost versions of her story. Surely Mary Shelley recognized the appropriateness of such a ‘gestation’ period for the production of the Draft of her own novel: not only did her writing experience parallel Walton’s nine months, but her 1831 Introduction makes clear how she came ‘to dilate upon, so very hideous an idea’, how her novel was ‘the offspring’ of happier days, and how she bade her novel as a ‘hideous progeny [to] go forth and prosper’ [see Appendix C].

			The gestation and birthing of Frankenstein, this monstrous and hideous progeny of a novel, were not without complications, for Mary Shelley drafted it during a particularly difficult time in her life. In Bath in September 1816, she cared for her eight-month-old son and assisted her stepsister Claire, who lived nearby and was five months pregnant. In October, Mary’s half-sister, Fanny Imlay, committed suicide; in mid-December, Percy was informed that his first wife Harriet had committed suicide the preceding month; on 30 December, he and Mary married; from mid-December until mid-March, the Shelleys waited to hear if Ianthe and Charles, Percy’s children by Harriet, would join their family. The new year continued to be traumatic: by January 1817, Mary Shelley was pregnant with another child; on 12 January, Claire and Byron’s daughter Allegra was born in Bath; on 24 January, the Chancery Court trial brought by Harriet’s father began, and the Chancellor Lord Eldon ruled on 17 March that Ianthe and Charles Shelley would be awarded to Harriet’s parents rather than to Percy Shelley. The very next day, Mary and Percy moved their household to Marlow, where they finished the final pages of the Draft and wrote out the Fair Copy, which was completed by 13 May.15

			Percy Shelley then undertook to find a publisher for his pregnant wife’s novel, which he represented as having been written by a young friend. Publishers that he approached included Byron’s famous publisher, John Murray, who rejected the novel in late May or early June; and Percy Shelley’s own publisher, Charles Ollier, who rejected it in August. By late August or early September, the publishing firm of Lackington, Hughes, Harding, Mavor, & Jones agreed to accept the novel; Percy negotiated the contract at the same time that Mary Shelley entered her ‘confinement’ for the birth of her daughter Clara on 2 September 1817.16 Two creative acts were brought to fruition at the same time, and the future looked very bright for the Shelleys. From mid-September through to early November they read and corrected proofs for Frankenstein, and on 6 November their collaborative series of letters on their 1814 elopement and on their 1816 excursion to Switzerland were published as History of a Six Weeks’ Tour.

			Collaboration seems to have been the hallmark of the Shelleys’ literary relationship: for example, Mary Shelley often transcribed Percy Shelley’s poems; Percy contributed lyrics to Mary’s mythological dramas for adolescents, Proserpine and Midas; and each encouraged the other to write a drama about Beatrice Cenci. At the least significant, the two engaged in such games as boutsrimés, where Mary provided the rhyming words and Percy supplied the rest of the text for each line;17 at the most significant, they collaborated on Mary Shelley’s Frankenstein. The nature of that collaboration is evidenced by this edition: a comparison of the two versions printed below shows that Percy deleted many words in the extant Draft and that he also added nearly 3,000 words to the text of the novel. When we add to these interventions the changes that Percy most certainly made in the two missing sections of the Draft,18 the changes he made at the end of the Fair Copy, and the one extended passage he likely made in the proofs, we may conclude that he contributed at least 4,000 to 5,000 words to this 72,000-word novel. Despite the number of Percy’s words, the novel was conceived and mainly written by Mary Shelley, as attested not only by others in their circle (e.g. Byron, Godwin, Claire and Charles Clairmont, Leigh Hunt) but by the nature of the manuscript evidence in the surviving pages of the Draft.19

			These surviving pages were once bound into two large, hardcover notebooks, the covers and spines of which have long since disappeared. These two notebooks (Notebook A in continental laid paper with a light-blue tint, and Notebook B in British laid paper in cream colour) now consist of 152 separate leaves (with text on 301 pages), supplemented by three insert leaves and two insert slips (with text on eight pages). These separate leaves make it clear that the novel was drafted while the pages were still bound in the notebooks—as evidenced by words that were written across the gutter from one verso page to the facing recto before the pages were cut from the notebooks, by ink lines from words that extend beyond the right edge of a recto that show on the fore-edge of the reassembled sheets, and by offset ink blots made when both Percy and Mary turned the pages or closed the notebook before the ink had dried. The manuscript evidence actually enables us to imagine the ways in which the Shelleys passed the notebooks back and forth between August/September 1816 and mid-April 1817, by which time Mary had finished the Draft. Mary appears to have sought Percy’s editorial advice after she completed individual chapters or sections of her novel, and his corrections seem to have been made chapter by chapter (although ink evidence suggests that he may have read and corrected all or most of Chapters 1–7 of Volume I at one sitting). If Mary submitted chapters to Percy as she completed them, then it follows that she would have learned from his editorial changes and advice as she continued to draft her novel. The curious reader who compares the text in these two versions printed below will notice in the early chapters how often Percy cancelled the words ‘And’ or ‘But’ that Mary used to begin her sentences (and sometimes paragraphs), and how often he changed the word ‘that’ to ‘which’ to introduce relative clauses. Mary apparently learned from both editorial changes, for in later chapters she seems to adopt the new principles or to make the changes herself at the very moment that she reverted to her old writing habits.

			Most but not all of Percy Shelley’s changes to Mary Shelley’s text in the Draft are for the better. Many of his interventions are minor—addressing such accidentals as punctuation, capitalization and spelling. Other corrections, however, do improve Mary’s sentences: he occasionally supplied a noun after her vague ‘this’; he sometimes introduced subordination and more complex relationships between sentences that she had merely coordinated with frequent use of ‘and’ and ‘but’; he reduced her wordiness, sometimes cancelling words, sometimes rewriting a phrase; and he at times improved her parallel constructions. Although Mary’s youthful voice is still apparent after these revisions, Percy did sometimes alter that voice by removing the colloquial tone of her prose—prose that might have been more in keeping with the character speaking. Consider the following alterations that Percy made in the Draft manuscript: Mary’s phrase that Victor ‘should go to the university’ was changed to ‘should become a student at the university’; entering a sick chamber before ‘it was safe’ was changed to entering a sick chamber before ‘the danger of infection was past’; Victor’s ‘I had plenty of leisure’ was changed to ‘I had sufficient leisure’; the monster’s ‘a great deal of wood’ became ‘a great quantity of wood’; De Lacey’s ‘my children are out’ was changed to ‘my children are from home’; Walton’s remark that Victor’s dream reveries were ‘peculiarly interresting’ became ‘almost as imposing & interesting as truth’; and Victor’s lament that ‘the brightness of a loved eye can have faded’ was changed to ‘the brightness of a loved eye can have been extinguished’, further emphasizing the finality of death. Similar instances of Percy’s preference for more Latinate words and constructions may be found by comparing the two versions of the novel in this edition (the running foots in 1816–1817 MWS will direct the reader to parallel passages in 1816–1817 MWS/PBS).

			The italics used for Percy Shelley’s words in 1816–1817 MWS/PBS make readily visible his single-word or short revisions. Consider, for example, the sequence of the following sentence that begins Volume I, Chapter 2, of the Draft: Mary Shelley initially wrote ‘Those events which materially influence our future destinies are often caused by slight or trivial occurences’ (see 1816–1817 MWS); Percy revised it in the Draft manuscript to become ‘Those events which materially influence our future destinies are often caused by slight or derive thier origin from a trivial occurences’ (see the photo-facsimile and transcription in 1816–1817 Facsimile, pp. 16–17); and the sentence is finally printed and correctly spelled in the reading text of 1816–1817 MWS/PBS as ‘Those events which materially influence our future destinies often derive their origin from a trivial occurrence.’ It is worth remarking that this important sentence, which disappeared from the novel either in the Fair Copy or in the proofs, does not appear in the text of any of the 1818 editions.

			These italics used for Percy Shelley’s words make even more visible the half-dozen or so places where in his own voice he made substantial additions to the Draft of Frankenstein. Some of these additions deepen our understanding of the domestic, scientific and political issues in Volume I of the novel: for example, in Chapter 1, Percy’s additions emphasize the ‘harmony in [the] dissimilitude’ between Victor and Elizabeth; in Chapter 4, Percy expanded Professor Waldman’s (and therefore Victor’s) appreciation of Agrippa’s and Paracelsus’ influences on modern scientists; in Chapter 8, Percy added to Elizabeth’s letter a long passage on Geneva being more republican and egalitarian than France or England. Percy was also responsible for Mary making a major change in Volume II, Chapter 10, when he questioned Victor’s motivation. In an earlier state of the Draft, Victor’s father proposed that Victor accompany Clerval to England. Percy in the margin addressed Mary as follows: ‘I think the journey to England ought to be Victor’s proposal.—that he ought to go for the purpose of collecting knowledge, for the formation of a female. He ought to lead his father to this in the conversations—the conversation commences right enough.’ Mary Shelley complied, and, just before she fair-copied the novel in mid-April 1817, she inserted an important passage about Victor’s initial delay in ‘obtaining [his] father’s consent to visit England’, cancelled two-and-a-half pages of the Draft, and then drafted four-and-a-quarter substitute pages in which Victor eventually and earnestly entreated his father for permission to visit England. Thus, at Percy’s suggestion, Victor became the one to determine his own destiny. Such alterations to the text of 1816–1817 MWS that resulted from Percy’s direct advice in the margins of the Draft are indicated in the endnotes to 1816–1817 MWS/PBS in this edition.

			Most of Percy Shelley’s changes to Mary Shelley’s novel were retained when she fair-copied the Draft for publication, and those already familiar with Frankenstein will encounter in the corrected 1816–1817 MWS/PBS a text quite similar (although not identical) to what they have read in the 1818 edition. To witness fully the stages of the creative process that led from Mary’s ‘original’ Draft to 1818, we would need at least six parallel texts (side by side) to show the stemma or genealogy of the novel: the reconstructed and uncorrected text of 1816–1817 MWS→ the 1816–1817 Draft→ the 1817 Fair Copy → the proofs→the revises → 1818. If the proofs and the revises were extant, they would have shown two major additions (in what had been Volume II, Chapters 10 and 11, of the Draft) that were made to the novel in late October 1817, just two months before it was published. Only 12 per cent of the Fair Copy (which became Printer’s Copy) is extant, and therefore it does not offer us a copy-text for this new Bodleian edition; had it done so, it would have erased all of the visible changes that Percy made to the Draft manuscript. However, approximately 87 per cent of the 1816–1817 Draft is extant, and so it does provide us a copy-text for this edition—and also an opportunity to experience the novel much closer to its origins, a novel that does differ in some significant ways from 1818, 1823 and 1831.

			As we move from the extant 1816–1817 Draft to the first edition of 1818, we note the following differences: minor changes that Mary Shelley made to the Draft when she fair-copied it; some substantial changes that Percy Shelley made to the Draft when he wrote out the last twelve-and-three-quarter pages of the Fair Copy;20 the two major changes to Volume II of the Draft that were made in the proofs; and a radical restructuring of the novel. The two versions printed here respect the original structure of Frankenstein as a two-volume novel, with fifteen chapters in Volume I and eighteen chapters in Volume II, the second volume beginning dramatically with the monster’s narrative, as he and Frankenstein sit before the fire that symbolizes Promethean knowledge. When Mary finished the Draft and started to fair-copy it, she and/or Percy decided to rearrange the chapters of the two-volume novel and turn Frankenstein into a three-volume novel, the rearrangements outlined on this page below.

			This Bodleian edition offers the first opportunity to read Frankenstein as it was originally drafted in thirty-three chapters (rather than as it was published in twenty-three chapters in the first edition of 1818) and to discover new things about the narrative. For example, the version here, with more chapters, reads much more quickly (the shorter chapters giving a differently paced and faster reading experience). Moreover, the beginnings and endings of ten additional chapters gave Mary Shelley more places to emphasize major points in her plot and theme. Note, for example, the end of Volume II, Chapter 12, which ends with the monster’s threat, ‘I shall be with you on your marriage night’, a threat that was buried within a chapter in the 1818 text. That 1818 text seems at times to have arbitrary chapter divisions, resulting from one or both of the Shelleys not only combining two chapters into one but sometimes dividing chapters down the middle.23
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			Regardless of the arrangement of the chapters, the theme remains essentially the same in each incarnation of Frankenstein. The name of Safie (suggesting Sophia or ‘Wisdom’) at the very centre of the narrative reminds us that this novel is about the dangerous consequences of the pursuit and the expression of knowledge. To that end, Mary Shelley subsumed and conflated the three basic Western myths about those dangerous consequences: the narrative of Adam and Eve (and God and Satan), as emphasized by the monster’s reading of Milton’s Paradise Lost, which focuses on the Tree of Knowledge and the sin of pride; the Prometheus tale of hubris as introduced by the novel’s subtitle, ‘The Modern Prometheus’, and by the many references in the novel to fire and lightning and sparks (recalling the fire of knowledge that Prometheus stole from Zeus to give to primal man); and Aristophanes’ story in Plato’s Symposium, where love is defined in terms of the desire to reunite with one’s second self after primal and globular man (four arms and four legs) was cut in half as a punishment for presuming to scale the heights of heaven to challenge the gods. All three myths speak the same lesson, a lesson that is echoed by Frankenstein, which has attained the same kind of mythic status in today’s culture. Myth is no more or less than a symbolic language to express an essential truth, and Frankenstein takes its mythic place as a cautionary tale about pride. As Victor Frankenstein warns Walton early in this narrative, ‘Learn from me, if not by my precepts at least by my example, how dangerous is the acquirement of knowledge and how much happier that man is who believes his native town the world, than he who aspires to become greater than his nature will allow.’ The creation uses the same words as his creator when he addresses Victor later in the novel: ‘I cannot describe to you the agony that these reflections inflicted upon me; I tried to dispel them, but sorrow only increased with knowledge. Oh, that I had for ever remained in my native wood, nor known or felt beyond the sensations of hunger, thirst, and heat!’ Both creator and creation left their ‘native’ or Edenic environs (Geneva and the woods) to pursue ‘knowledge’ (at the University of Ingolstadt and at the De Laceys’ cottage), and both fell from grace and goodness as a consequence of their pursuits.

			The book of Genesis and various religious traditions have taught that man is made in the image of God—Mary Shelley, by paralleling the expression of Victor and his creation, is merely telling us that the monster is made in the image of Victor, his creator. That mirroring or doubling is emphasized in Frankenstein by Victor’s awareness of his relation to the monster: ‘I considered the being whom I had cast in among mankind and endowed with the will and the power to effect purposes of horror, such as the deed which he had now done, nearly in the light of my vampire, my own spirit let loose from the grave and forced to destroy all who were dear to me’ (PBS words in italics). Mary Shelley, consciously working within the doppelgänger tradition, shows that Victor’s relations with the monster—as well as with other characters—serve to externalize his internal conflicts. For example, the scientists Walton and Victor mirror each other in their pursuits of knowledge and fame, and in their willingness to sacrifice the lives of others in that pursuit; the social scientist Henry Clerval also mirrors but tempers the ambition of Victor, who remarks that ‘in Clerval I saw the image of my former self; he was inquisitive and anxious to gain experience and instruction.’

			By the time Mary Shelley revised the 1831 edition, she further emphasized these doubling relationships. In the framing Letter IV to his sister Margaret, Robert Walton reports his own heartless ambitions and Victor’s reaction:’ “Unhappy man! Do you share my madness? Have you drunk also of the intoxicating draught? Hear me,—let me reveal my tale, and you will dash the cup from your lips!” ’ Although Victor at that moment sees the worst of himself in Walton’s selfish disregard for life, within the space of three more paragraphs Victor explains that he sees the best of himself in Clerval’s selflessness. Alluding to Aristophanes’ myth of the circular man, Victor explains to Walton: ‘ “I agree with you, …we are unfashioned creatures, but half made up, if one wiser, better, dearer than ourselves—such a friend ought to be—do not lend his aid to perfectionate our weak and faulty natures. I once had a friend [Clerval], the most noble of human creatures” ’ (1831, pp. 15, 16).24 Clearly, Victor saw Clerval as his better self, a complement whom he needed for fulfilment and wholeness, but a complement he abandoned, together with the loving Elizabeth, when he went to university to pursue knowledge. One of the Shelleys (probably Percy) again stressed Clerval’s symbolic position as a noble creature by adding an important passage in the proofs just before the novel was published: ‘Clerval! beloved friend!. He was a being formed in the “very poetry of nature.” His wild and enthusiastic imagination was chastened by the sensibility of his heart’ (1818, vol. III, ch. 1, pp. 17–18). The heart of Clerval had balanced the unchastened head of Victor. The following diagram helps to demonstrate the symbolic relations among all of the major characters as they externalize Victor Frankenstein’s internal conflict:

			[image: ]

			The dynamics of this diagram control the plotting of the novel. For example, when Walton and Victor separate themselves from the ‘heart’ (as represented by Margaret and by Elizabeth and Clerval) to pursue science, they begin their fall into division and alienation; or when Victor further isolates the monster by destroying his unfinished female complement, the monster reciprocates and further isolates Victor by killing both Elizabeth and Clerval. Reading this narrative as a doppelgänger novel that externalizes psychological conflict, I suggest that the action of the novel itself concludes the night of the creation of the monster: for two years Victor had severed ties with hearth and home, he was unable to love Nature, and he abhorred the very work upon which he was engaged—in effect, he thrust a dagger into his heart. That is, by destroying his capacity to love, he committed psychic suicide; the rest of the novel externalizes and literalizes the psychomachia we witness in Victor. Victor in the form of the monster kills Clerval and Elizabeth, the two loving characters who represent the better part of himself.

			To reduce the novel to this simple plot is not to belittle or demean it—rather, it is to clarify its fable-like attraction to so many readers: Paradise has been lost in the microcosm of the Frankenstein world. Invoking the concluding words of Paradise Lost (‘The World was all before them’, as Adam and Eve ‘with wand’ring steps and slow/ Through Eden took their solitary way’ [XII.646]), the monster declares that ‘with the world before me, whither should I bend my steps?’ These words immediately follow the monster’s destruction of the De Lacey cottage. With Promethean fury and Satanic glee, the monster ‘lighted a dry branch of tree’ with which he ‘fired the straw and hay’ that had been gathered from ‘the fields of Paradise’: ‘the cottage was quickly enveloped by the flames which clung to it and licked it with their forked and destroying tongues’ (PBS words in italics). That fiery branch of the Tree of Knowledge exiled the De Laceys from their cottage and their ‘garden’. The family of De Lacey and Felix and Agatha and Safie, though cast once again into an alien world, still had each other, making all the more painful the monster’s lament in his only reference to Eve in the entire novel: ‘No Eve soothed my sorrows or shared my thoughts. I was alone.’

			Of course, Frankenstein is more than just a retelling of Paradise Lost: it is a cautionary tale that uses the monster to stand for any and all human constructs. The monster can stand for science gone wrong, the French Revolution gone wrong, or even a novel gone wrong. Whether the creator is a scientist, a political scientist, or a creative writer, the attempt, as Victor Frankenstein remarked, will be disastrous to anyone who ‘aspires to become greater than his nature will allow’. Knowledge can be constructive, but it too often leads to the fiery destruction of self and others. That message is Mary Wollstonecraft Shelley’s warning to her husband, to us, and possibly to herself—although she seems to heed that warning and survives in the margins of the novel in the person of Margaret Walton Saville. That fictional MWS living in the novel surely represents the historical MWS who lives on because of her novel, living on in literary history with and by means of her ‘hideous progeny’.
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			13 These ‘vampire’ texts may be found together in Appendix C (‘The Ghost-Story Contest’) in 1818 Rieger, pp. 260–87.

			14 See The Journals of Mary Shelley, ed. Paula R. Feldman and Diana Scott-Kilvert (Oxford: Clarendon Press, 1987), pp. 112–32, for MWS’s references to her writing during this period. For these and additional references to the writing and publication of Frankenstein (with ample quotations from primary sources), see the ‘Frankenstein Chronology’ in 1816–1817 Facsimile, pp. lxxvi–cx. For manuscript evidence of the two ‘traumas’ in the Draft that suggest MWS added to a shorter version of the novel, see ‘Hypothetically Reconstructing an Ur-Text of Frankenstein’ in 1816–1817 Facsimile, pp. lx–lxii.

			15 For more specifics on these events, see MWS Journal; The Letters of Mary Wollstonecraft Shelley, 3 vols, ed. Betty T. Bennett (Baltimore: Johns Hopkins University Press, 1980–88); and the ‘Frankenstein Chronology’ in 1816–1817 Facsimile.

			16 See MWS Journal, p. 179, for her being ‘confined’ on that date—and compare Victor Frankenstein’s entering his ‘confinement’ (vol. I, ch. 6) as he brought his creation to life.

			17 See B. C. Barker-Benfield, Shelley’s Guitar: An Exhibition of Manuscripts, First Editions and Relics, to Mark the Bicentenary of the Birth of Percy Bysshe Shelley, 1792/1992 (Oxford: Bodleian Library, 1992), pp. 128–9.

			18 As indicated in this edition, the extant Draft manuscript lacks two sections: in Volume I, the four introductory letters from Walton to his sister, together with a part of Chapter 1 (totalling nearly 6,000 words); and in Volume II, some of the Safie episode (part of Chapter 3 and all of Chapter 4, totalling nearly 3,000 words). It is possible that PBS’s hand was more in evidence in these missing sections.

			19 These attestations and the manuscript evidence provide ample proof to counter the claims that MWS merely acted as PBS’s amanuensis, as has been alleged by Selwyn Jones, John Lauritsen and Phyllis Zimmerman, each of whom maintains that PBS actually authored Frankenstein as well as other works ascribed to MWS. For these claims, see the listings for these authors in the Bibliography at the end of this edition.

			20 The extant Fair Copy, although existing for only 12 per cent of the novel, suggests MWS’s and PBS’s different methods in fair-copying the Draft. When MWS fair-copied, she followed the Draft very closely; and the many similarities between 1816–1817 Draft and 1818 (together with the evidence from MWS Journal) suggest that MWS was the one who fair-copied most of the Draft. But when PBS fair-copied the concluding section of the Draft, he took it upon himself to embellish MWS’s text, for example turning the Draft text of ‘& the flame that consumes my body will give enjoyment or tranquillity to my mind’ (PBS words in italics) into the Fair Copy text of ‘& exult in the agony of the torturing flames. The light of that conflagration will fade away. My ashes will be swept into the sea by the winds. My spirit will sleep in peace; or if it thinks will surely not think thus. Adieu.’ (For a full comparison of these last pages of the 1816–1817 Draft and PBS’s portion of the 1817 Fair Copy, see 1816–1817 Facsimile, pp. 810–17.)

			21 As noted above, the four introductory letters from Walton to his sister Margaret (together with a portion of Chapter 1) are missing from the Draft.

			22 As noted above, the concluding Draft pages for Chapter 3 are missing, as are the Draft pages for Chapter 4 (what eventually became Chapter V in 1818)—the ‘trauma’ in the text at this point concerns the intersections of Notebook A (continental blue paper) and Notebook B (English cream paper).

			23 That MWS herself determined (or approved) at least some if not all of these restructurings is suggested by a marginal note in her own hand (‘Finish Chap. 2 here’—see 1816–1817 Facsimile, p. 472), one-third of the way through Chapter 12 in Volume II of the Draft, at the point where in Volume III of the 1818 text (and therefore in the Fair Copy, which is missing at this point) Chapter 2 does in fact end. Both MWS and PBS did sums in various places in the Draft in order to determine how to transform the two-volume into a three-volume novel—see ‘Hypothetically Reconstructing the Fair Copy of Frankenstein’ in 1816–1817 Facsimile, pp. lxii–lxv.

			24 MWS may not have known or recalled Aristophanes’ mythic story when she was drafting her text in 1816–17; not until July 1818 did she transcribe PBS’s translation of Plato’s Symposium (see MWS Journal, pp. 217–22).
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		Mary (with Percy) Shelley

	
		NOTE ON THE TEXT

		The following version of Frankenstein, which is based on the 1816–1817 Draft, presents a new reading text of the novel. In addition to respecting the original two-volume and thirty-three-chapter divisions in the manuscript of the 1816–1817 Draft, this new text of Frankenstein enables the reader to determine at a glance PBS’s specific contributions to his wife’s novel (his words represented by italic type).

		In this new text, here denominated 1816–1817 MWS/PBS, all spellings have been made consistent after having been checked against nineteenth-century usage in the Oxford English Dictionary and against the spellings in 1818. Misspellings in the Draft have been silently corrected; superscripted letters have been lowered; ampersands have been printed as ‘and’; capitalization has been standardized and made consistent; a few letters or words mistakenly omitted in the Draft have been supplied (by reference to the Fair Copy or to 1818); and words mistakenly repeated or left uncancelled during revision have been deleted. The punctuation of the Draft was frequently misplaced or missing or redundant, the Shelleys evidently expecting the printers to point or punctuate even their Fair Copy. Consequently, punctuation has been standardized in accordance with acceptable principles manifest in the Draft and in 1818: specifically, commas are used in a series of three or more (and a comma is used before the ‘and’ preceding the last word in the series—this being the convention in 1818); a semicolon is normally used between two independent clauses if one of those clauses demands an internal comma; commas are not employed between compound words or phrases or verbals if they are sufficiently parallel in structure; commas are used to set off non-restrictive clauses, but they are not used for restrictive clauses (whether introduced by ‘that’ or ‘which’, the latter PBS’s preference); the many dashes at the end of independent clauses in the Draft are often changed to periods or semicolons; other dashes are occasionally introduced, singly or in pairs, to clarify complex syntactical passages that otherwise might be misunderstood; and periods and commas are placed within closing quotation marks (the convention in 1818).

		The italics in this 1816–1817 MWS/PBS text represent PBS’s interventions in the Draft of the novel: his added sentences, clauses, phrases, words, and portions of words. If PBS overwrote MWS words or if he cancelled MWS words and then wrote the same words in the identical grammatical or syntactical space, the rewritten words are represented as MWS’s. If, on the other hand, PBS cancelled and moved a MWS word or phrase into another grammatical or syntactical space, then that word or phrase is represented as PBS’s; if PBS added letters to a MWS word in order to change tense, add a capital, or correct spelling, then those letters are represented as PBS’s. Those interested in the original text prompting all of PBS’s alterations may consult 1816–1817 Facsimile, or consult the representation of MWS’s text in 1816–1817 MWS, the second text of Frankenstein printed in this volume.

		In the reading text of 1816–1817 MWS/PBS printed immediately below, two sections missing from the Draft are supplied from the text of 1818: from Volume I, the four introductory letters from Walton to his sister Margaret and the first part of Chapter 1 (see this page–this page); and from Volume II, almost half of Chapter 3 and all of Chapter 4 (see this page–this page). These two sections are signalled by notes and running foots. Unless otherwise indicated in the notes, the spelling and punctuation in these two sections are printed exactly as they appear in 1818, although italics used for titles and for words as words in 1818 are changed to underlines (in order to prevent any confusion with the use of italics for PBS interventions in this reading text). The bulk of the notes for 1816–1817 MWS/PBS explain circumstances of the Draft that bear on the meaning of the novel as well as gloss historical persons and works and events mentioned in the text.

		Those interested in experiencing the Draft manuscript in its ‘purer’ or more uncorrected state may consult The Frankenstein Notebooks (photo-facsimiles of each extant page faced by a transcription and notes) published by Garland Press in 1996 (see 1816–1817 Facsimile). Or, more conveniently, readers may consult 1816–1817 MWS below (pp. 255–429) for an additional text of MWS’s Frankenstein that attempts to remove all evidence of PBS’s intervention and, at the same time, to represent diplomatically all of the misspellings, ampersands, irregular capitals, incomplete phrasings, repeated words, and inconsistent and often missing punctuation in the Draft that the Shelleys prepared.
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		LETTER l.†

To Mrs. SAVILLE, England.2

		St. Petersburgh, Dec. 11th, 17—.

		You will rejoice to hear that no disaster has accompanied the commencement of an enterprise which you have regarded with such evil forebodings. I arrived here yesterday; and my first task is to assure my dear sister of my welfare, and increasing confidence in the success of my undertaking.

		I am already far north of London; and as I walk in the streets of Petersburgh, I feel a cold northern breeze play upon my cheeks, which braces my nerves, and fills me with delight. Do you understand this feeling? This breeze, which has travelled from the regions towards which I am advancing, gives me a foretaste of those icy climes. Inspirited by this wind of promise, my day dreams become more fervent and vivid. I try in vain to be persuaded that the pole is the seat of frost and desolation; it ever presents itself to my imagination as the region of beauty and delight. There, Margaret, the sun is for ever visible; its broad disk just skirting the horizon, and diffusing a perpetual splendour. There—for with your leave, my sister, I will put some trust in preceding navigators—there snow and frost are banished; and, sailing over a calm sea, we may be wafted to a land surpassing in wonders and in beauty every region hitherto discovered on the habitable globe. Its productions and features may be without example, as the phænomena of the heavenly bodies undoubtedly are in those undiscovered solitudes. What may not be expected in a country of eternal light? I may there discover the wondrous power which attracts the needle; and may regulate a thousand celestial observations, that require only this voyage to render their seeming eccentricities consistent for ever. I shall satiate my ardent curiosity with the sight of a part of the world never before visited, and may tread a land never before imprinted by the foot of man. These are my enticements, and they are sufficient to conquer all fear of danger or death, and to induce me to commence this laborious voyage with the joy a child feels when he embarks in a little boat, with his holiday mates, on an expedition of discovery up his native river. But, supposing all these conjectures to be false, you cannot contest the inestimable benefit which I shall confer on all mankind to the last generation, by discovering a passage near the pole to those countries, to reach which at present so many months are requisite; or by ascertaining the secret of the magnet, which, if at all possible, can only be effected by an undertaking such as mine.

		These reflections have dispelled the agitation with which I began my letter, and I feel my heart glow with an enthusiasm which elevates me to heaven; for nothing contributes so much to tranquillize the mind as a steady purpose,—a point on which the soul may fix its intellectual eye. This expedition has been the favourite dream of my early years. I have read with ardour the accounts of the various voyages which have been made in the prospect of arriving at the North Pacific Ocean through the seas which surround the pole. You may remember, that a history of all the voyages made for purposes of discovery composed the whole of our good uncle Thomas’s library. My education was neglected, yet I was passionately fond of reading. These volumes were my study day and night, and my familiarity with them increased that regret which I had felt, as a child, on learning that my father’s dying injunction had forbidden my uncle to allow me to embark in a sea-faring life.

		These visions faded when I perused, for the first time, those poets whose effusions entranced my soul, and lifted it to heaven. I also became a poet, and for one year lived in a Paradise of my own creation; I imagined that I also might obtain a niche in the temple where the names of Homer and Shakespeare are consecrated. You are well acquainted with my failure, and how heavily I bore the disappointment. But just at that time I inherited the fortune of my cousin, and my thoughts were turned into the channel of their earlier bent.

		Six years have passed since I resolved on my present undertaking. I can, even now, remember the hour from which I dedicated myself to this great enterprise. I commenced by inuring my body to hardship. I accompanied the
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