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Student exemplar responses
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About this exemplar pack

This pack has been produced to support English Literature teachers delivering
the new GCE English Literature specification (first AS assessment summer
2016).

The pack contains exemplar student responses to GCE AS English Literature
paper 1 (Section B — Drama). It shows real student responses to the
questions taken from the sample assessment materials or additional
specimen papers.

For schools delivering a co-taught AS and A level course, the ‘other’ drama
text i.e. non-Shakespeare will be covered in the first year, as it is assessed at
AS level, as well as A level. For schools teaching a linear 2 year A level only,
the course content can be taught in any order. Please see the example course
planners for more support on delivering the course content.

The AS questions address 4 Assessment Objects: AO1, AO2, AO3 and AOS5.

Students must:

AO1 Articulate informed, personal and creative responses to literary
texts, using associated concepts and terminology, and
coherent, accurate written expression

AO2 Analyse ways in which meanings are shaped in literary texts

AO3 Demonstrate understanding of the significance and influence of
the contexts in which literary texts are written and received

AO4 Explore connections across literary texts

AOS5 Explore literary texts informed by different interpretations
Total

Each response has been annotated by the examiner, and/or a mark and
some summative comments have been provided.


http://qualifications.pearson.com/en/qualifications/edexcel-a-levels/english-literature-2015.coursematerials.html#filterQuery=category:Pearson-UK:Category%2FTeaching-and-learning-materials&filterQuery=category:Pearson-UK:Document-Type%2FCourse-planner
http://qualifications.pearson.com/en/qualifications/edexcel-a-levels/english-literature-2015.coursematerials.html#filterQuery=category:Pearson-UK:Category%2FTeaching-and-learning-materials&filterQuery=category:Pearson-UK:Document-Type%2FCourse-planner
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Mark scheme for AS paper 1, Section B

Level

| Mark

AO1 = bullet point 1 AO2 = bullet point 2
| Descriptor (AO1, AD2)

No rewardable material

Level 1

1-4

Recalls information/descriptive

Recalls basic points with few accurate references to texts. Recalls
limited concepts and terms. Ideas are unstructured with frequent
errors and technical lapses.

Uses a highly narrative or descriptive approach. Shows overall
lack of understanding of how meanings are shaped in texts and
the writer’s craft.

Level 2

5-9

General understanding /approach

Makes general points and references texts, though not always
securely. Gives general explanation of concepts and terminology.
Ideas are organised but writing has errors and technical lapses.
Gives surface readings of texts by commenting on straightforward
elements. Shows general understanding of how meanings are
shaped in texts and the writer’s craft.

Level 3

10-14

Clear understanding/exploration

Offers a clear response, providing examples. Accurate use of
concepts and terminology. Ideas are expressed with few errors
and lapses in expression.

Demonstrates clear approach to how meanings are shaped in
texts. Has clear knowledge which shows understanding of the
writer's craft.

Level 4

15-19

Consistent application/fexploration

Constructs a consistent argument with examples, confident
structure and precise transitions. Uses appropriate concepts and
terminology. Expression is secure with carafully chosen language.
Displays a secure understanding of how meanings are shaped in
texts. Provides evidence of effective and consistent understanding
of the writer's craft.

Level 5

20-24

Discriminating application/exploration

Provides a consistently effective argument with textual examples.
Applies a discriminating range of concepts and terminology.
Secure expression with carefully chosen language and
sophisticated transitions.

Displays discrimination when evaluating how meanings are shaped
in texts. Shows a critical understanding of the writer's craft.
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| AO3 = bullet point 1 AOS = bullet point 2
| Descriptor (AO3, AOS5)
0 Mo rewardable material.
Level 1 1-4 Recalls information/descriptive

*» Uses a highly-descriptive approach and there is little awareness of
the significance and influence contexts.

* Has explanatory approach to reading texts. Shows little
awareness of different interpretations.

Level 2 | 5-9 General understanding/exploration

= Makes general points supported by examples, though not always
securely. Has a general awareness of the significance and
influence of contextual factors.

+ Offers straightforward explanations with general awareness of
different interpretations.

Level 3 | 10-14 |Clear understanding/exploration

= (Offers clear points supported by examples. Shows clear
understanding of contextual significance and influence.

*» Shows clear understanding of different interpretations and
alternative readings of texts.

Level 4 15-19 |Consistent application/exploration

+ Deals in a consistent way with how context is significant and
influential. Able to explore links in a detailed way.

= Displays consistent analysis of different interpretations and
alternative readings to texts.

Level 5 | 20-24 |Discriminating application/exploration

= Displays an evaluative approach. Deals in a discriminating way
with the significance and influence of contextual factors.

* [Evaluates different interpretations and alternative readings of
texts and explores these confidently.




SECTION B: Drama
Answer ONE question on your chosen text. Write your answer in the space provided.
TRAGEDY
Doctor Faustus, Christopher Marlowe
3 ’Repentance is never a serious possibility for Faustus: he is doomed from the start!

In the light of this comment, explore Marlowe’s dramatic presentation of repentance
in Doctor Faustus. In your answer you must consider relevant contextual factors.

(Total for Question 3 = 48 marks)

OR
4 ‘The forces of evil in the play can be funny as well as frightening!

In the light of this comment, explore Marlowe’s dramatic presentation of the forces of
evil in Doctor Faustus. In your answer you must consider relevant contextual factors.

(Total for Question 4 = 48 marks)
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‘The forces of evil in the play can be funny as well as frightening’. In the light of
this comment, explore Marlowe’s dramatic presentation of the forces of evil in
‘Doctor Faustus’

In ‘Doctor Faustus’, Marlowe’s dramatic presentation of the forces of evil is sometimes humorous,

but fundamentally these forces are presented as something to be feared. The forces of evil, such as
Mephastophilis and the devils, are presented using satire, physical comedy and sarcasm, which
suggests that Marlowe wanted the audience to find them funny. However, the comedic aspects of
the forces of evil are overshadowed by the terror they induce in Faustus and the audience. C[é’q
Furthermore, Marlowe also explores more implicit forces of evil, such as Faustus’ overambitious qca k/(/
nature, suggesting that the humorous aspects of the manifestations of evil are a fagade for sinister.
forces. Particularly in the final scene, it is evident that the balance of the play is towards fear not ,

comedy. ?QGS‘(Z(
Marlowe’s dramatic presentation of the forces of evil includes many aspects of comedy, which is O?/‘ .
‘6(#67 evident in the characters representing the seven deadly sins iga{ene 7. The depiction of sloth as
“begotten on a sunny bank, where | have lain ever since” is satirical, as the character directly enacts
W(H‘U/S the characteristic of sloth by claiming to have “lain ever since” birth. This satire is emphasised by
(@ 4’ gluiony asking “wilt thou bid me to supper?” which again shows the characters directly enacting the
ﬁn deadly sins, as gluttony is gluttonous. However, the crimes committed by the seven deadly
sins are relatively mild, as gluttony merely wishes to eat “supper”, which cannot be considered to be
a serious wrongdoing. This suggests that Marlowe is mocking those who condemn these sins, by
implying that gluttony and sloth are mild misdemeanours, rather than presenting them, as the
church did, as se}r?aé'imes. Furthermore, the seven deadly sins are part of the Roman Catholic
doctrine, which dtggests that the presentation of evil in this scene serves as a mockery of
Catholicism. Within an Elizabethan audienl‘:yh%‘would have been particutarly humorous, as the
English reformation had occurred recently¥and criticism of the Roman Catholic Church was .
widespread. There would also be the possibility for a director to create further satire in this scene by A H@/yd(w_,
I l ! zp{jértraylng each sin as a public figure, showing that Marlowe’s dramatic presentation of the forces of Veﬂﬁ&m
il are open to comedic interpretation. It is also interesting that in scene 8 the friars are described 35
UCLS 35 “whose summum bonum is in belly cheer”, suggesting that these representatives of Roman
—f—o . Catholicism worship “belly cheer”, rather than God- the “summum bonum”. Here Marlowe is
wh)d' insinuating that Catholicism is corrupt and guilty of the sins that appeared in the previous scene,
showing that populist religious humour is used to condemn the Roman Catholic Church, and it is
presented as containing the evil it condemns for comedic effect.

Although humour is used to portray the forces. of evil, which lends support to the statement “the
forces of evil can be funny as well as frightening”, Marlowe’s dramatic presentation of
Mephastophilis suggests the humour is superficial, and fundamentally the forces of evil are to be
feared. In scene 5, Faustus says “come, | think hell’s a fable”, and MepHastophilis’ response “ay,
think so still, till experience change Mnd” shows the use of dry Wit, as the sarcastic tone of
Mephastophilis’ line suggests Fausti§’ assertion is naive. There is also the possibility of dramatic

/ ny here, as Mephastophilis’ utterance “think so still”, implies Faustus is mistaken, and within an &S/WVLS
Elizabethan audience, which would have been predominantly Christian, it would be assumed that avi kuwrf'.
hell was literal and not “a fable”. Therefore humour is used here because the audience and j
Mephastophilis are both aware of the mistake Faustus is making, but he is not. However, the wit in
these lines is superficial, because the clause “till experience change thy mind” alludes to the sinister /
motives of Mephastophilis, showing that he is to be feared. The conjunction “till” suggests that
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Faustus cannot escape his fate, as the point at which he learns by “experience” is inevitable. The
reference to “experience” as a euphemism for damnation is also sinister, as the punishment Faustus
will undergo is implied not directly stated. This has a chilling effect on the audience, as the
implication that Faustus cannot escape eternal damnation is obscured by the fagade of humour.
Therefore the forces of evil can be funny, but fundamentally they are frightening, and the use of

comedy in their presentation creates a sinister effect.
Broadwms scape

In ‘Doctor Faustus’, Marlowe presents theforces of evil in literal characters, such as the devils and
Mephastophilis, but the nature of evil in human beings is also explored, and this is presented as
frightening rather than funny. Faustus’ downfall is the product of his overambitious character, which
is evident in scene 1, in which he expresses his desire to “make man live eternally/or, being dead,
raise them to life again”. fy{)f these ambitions are blasphemous, as living “eternally” is only
possible through God, acgerding to Christian teachings, and “raise them to life” is an allusion to the
Resurrection. This implies that Faustus desires to obtain the qualities of God, showing that his
ambition surpasses that of human achievement. This ambition is presented as a force of evil by the
chorus, in which Faustus’ downfall is fo%wed: “swollen with cunning of self-conceit...melting
heavens conspired his overthrow”. ThisMdirectly links the “self-conceit” of Faustus- his ambition and
arrogance- with his “overthrow”, which suggests that the evil qualities within Faustus are implicated
in‘his downfall, and not just the external forces of evil. This idea is further suggested by Marlowe’s
assertion that the “heavens conspired his overthrow” which implies that Faustus’ damnation is

*agreed by both the external forces of good (the heavens) and evil. This is in line with the Calvinist
teaching of predestination, which was prevalent at the time, as it suggests that Faustus is destined
for hell at the beginning, and his position there is agreed by both God and Lucifer. This implies that
the forces of evil are inherent within Faustus, as his characteristics of arrogance and excessive

bition are instrumental in his downfall. Marlowe'’s exploration of the evil within human beings

would have been frightening to an Elizabethan audience as he suggests that damnation is possible
for all human beings, regardless of external forces of evil. Therefore the forces of evil are
fundamentally to be feared, and only the external characters of Mephastophilis and the devils
present humorous characteristics.

The balance between humour and fear in M:%e’s dramatic presentation of the forces of evil
alters in ‘Doctor Faustus’, suggesting that co¥hedy is used to mislead Faustus and the audience. In
scene 5 the devils are presented in a comedic fashion, displayed in Faustus’ description of one as a
“hot whore”. The implication is that the devil pretending to be a woman is either unattractive, or
dressed in a crude fashion, and this humorous depiction of the forces of evil reduces the fear the
audience would have experienced of devils- a symbol of hell and damnation. However, by scene 13
Marlowe’s presentation of the devils is significantly different, as they are “adders and serpents”, and
Faustus begs them “let me breathe a while”. The grotesque imagery of Faustus being choked by
spakes evokes traditional ideas about hell, and Marlowe’s depiction of the devils as “adders and
serpents” would have been familiar to an Elizabethan audience as an accepted representation of the
forces of evil. This is more frightening than funny, whereas the earlier image of a devil as a “hot
whore” had a greater comedic effect. This shows that the balance between fear and comedy shifts
throughout the play. By ending the play with a depiction of the forces of evil as frightening, Marlowe
could be suggesting that the forces of evil are predominantly to be feared. The reason why the final
presentation is not comedic could be that by the end of scene 13 Faustus cannot escape damnation,

nd therefore the forces of evil have complete power over him. This means there is no longer any
risk of Faustus being scared into repentance so they can appear in their true, grotesque form. This
suggests that the forces of evil are fundamentally frightening, but comedy is a fagade to prevent
Faustus and the audience from realising their true characteristics.
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Overall the presentation of the seven deadly sins, and the dry humour of Mephastophilis lend
support to the statement “the forces of evil in the play can be funny as well as frightening”.
However, humour is used as a fagade for the sinister motives of Mephastophilis and the devils,
which suggests that on a fundamental level, the forces of evil are to be feared. Furthermore,
Marlowe’s exploration of human nature, and the inherently evil characteristics within human beings,
suggests that the implicit forces of evil lead to damnation, which would have terrified a
contemporary audience. Although the forces of evil can be funny, the balance of the play is towards
fear not comedy.
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‘The forces of evil can be funny as well as frightening”

Explore Marlowes presentation of forces of evil in Dr Faustus?

In the didactic play, Dr Faustus, the forces of evil are presented in both comical and frightening
ways. At first, Marlowe employs a facade of superficial comedy to mask the innately frightening (" [¢qy/
nature of the evil forces, however as the play progresses the facade is drawn away and the forces of

) yLep . reace ; ; vitro
evil are revealed to become more frightening especially prominent in Faustus’ final soliloquy.

In Dr Faustus there are many opportunities for humour, however, these opportunities often have
undertones of fear and do not overbalance the terrifying nature of the play. The first arrival of
Metastophilis is potent and frightening, Faustus asks him to “change thy shape” - here, the force of
evil is presented to frighten both Faustys and the audience. The initial frightening appearance of
Metastophilis is masked by his sa’%nsecondary arrival as an “old franciscan friar”. This would
have been seen as comical to a cortffemporary audience as the Franciscan order were seen as a trivial. "~ ..
in failing to live up to ifs own ideas supporting about the old Catholic church and were highly
satirised in protestait literature. Furthermorg/ the slapstick mockery of the Roman Catholic Church
continues when Faustus plays tricks the p¥pe. The slapstick mockery and satire of the church would
have been particularly comical for the reformist audience, especially, after the 1558 abolition of
catholic traditions under the act of supremacy and the well known excommunication and brea

k
away from the Roman Cat‘holic Church. \/ Nice (.f @Ul.beddﬂd Y E‘}QVQM.CQS'{D CO’Vd'\’/d' s

Marlowe presents a further opportunity for comedy in the ‘pageant of the seven deadly sins’. The
sins dre presented using images to evoke amusement from the gudience. The procession of the
\ s/zé;& deadly sins was a a festive, spectacular and performative tradition of medieval England. The
costumes of the sins would have been a chance for amusement - in contemporary and modern
productions of the (;r?é costumes of the seven deadly sins were excessive and exaggerated to add 5 MO
comedy to the scenéd However, a dramatic contrast can be revealed between the seven deadly sins
and the seven holy virtues that were well known in the 16th century. The contrast between the sins ‘ftxt Uq‘(
and virtues perhaps foreshadows Faustus’ turn away from God and the holy virtues towards deadly dd-q [(
sins and Lucifer creating a dramatic and frightening atmnsi}?Z‘:‘or the audience. Furthermore, the weul ﬂt
comical pageant is used, by Lucifer and Metastophillis as gdistraction in order to prevent Faustus
from turning to salvation and repent - the forces of evil, the devils presenting the “pageant of the be .
. seven deadly sins”, could be seen as frightening. Therefore, the pageant of the seven deadly sins can ha/‘. ), ‘
be seen as comical, on a superficial level through their costumes festive to masks the dramatic and LLU/
frightening contrast between heaven and hell, good and evil. €.

The use of comic subplots intensify the central plot of the drama and parallel the more serious
aspects of the play. Comical parallels to the main plot were a common aspect of tragical Elizabethan
theatre and often serves to create a dramatic contrast to the more frightening aspects of the play. In
Scene 5, 6 and 9 Robin and Rafe demonstrate the dangers of magic. Robin wants to use magic to
“make all the maidens in our parish dance at my pleasure stark naked before me”. Robins desires
arg limited by the boundaries of his lesser world and parallel to the aspirations that Faustus has at
/Ié start of the play of “flying to India for gold” and “search all the comers of the new found
world”. In Scene 9 when Robin summons the force of evil Metasphophillis calls them “damned
slaves™ and “villains”. He frightens them with fireworks and turns them to animals. The
transformation of Robin and Rafe to animals would have been viewed as highly comical however,
the scene serves a more serious and frightening purpose as it anticipates the frightening
* Sowme Ma,hisfﬁ 56)
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punishments that Faustus will suffer when the devils claim his soul suggesting his inevitable

downfall. S lusi
ganalisls of Gl

—~+thase weol
In the drama some forces of evil are presented in a fiightening manner and do not have a superficial
- comical facade. In Faustus’ final soliloquy the literaﬁgechniques and images evoked provide the

audience with a frightening spectacle of the forces of evil escalating the tension as Faustus’ full
twenty four years become closer . The forces of evil are presented as “adders and serpents”.
Imagery which alludes to the story of genesis is a recurring motif th_roumgnal
Faustus’ final and predestined damn ation. The form of the devil as “adders and serpents” is

u& a significant as in the finale it reminds the audience of the initial tempmﬁuEEat persuaded

vari d’L{ him to turn to necromancy and cause his final damnation. The frightening aspects of the play and
the referral to the forces of evil as “serpents and adders” heightens the didactic aspect of the play.
The contemporary audience would have been highly biblically educated and thus would glean the

q importance of repentance and not falling for the temptations of the necromantic arts.

as [llpstradion. .
A further aspect of the play which presents the forces of evil as frightening is the intense conflict
between the forces of good and the forces of evil. The conflict transgresses from primarily
represented by 2 angels to being represented by the ‘old than’ and ‘Lucifer’. The battle between the
two diametri caTl'; opposed forces takes place on the battle ground of Faustus’ body. The conflict,
heightens dramatic presentation of the evil forces as they compete with tl;%god forces leading to

the epitome of the battle between the old man and Lucifer in scene twelve,/The Old Man utilises
emotive violent language and language from the semantic field of decay in“stench” to present an
accumulative sense of Faustus’ disintegrating chances for repentance and additionally to suggest
Faustus’ corrupt soul, urging Faustus to repent and turn to the forces of good and God. On the other
hand, Faustus, having internalised the words and actions of Lucifer, balances the emotive language
of the old man. Faustus describes himself to be “damned, Idgsﬁair and die”. The dental ‘d’sound
creates a sense of urgency and desperation which Faustus Teels as time to a close. Furthermore, just
as the battle is created through the opposing emotive choices, the power and frightening nature of
the evil forces in contrast to the forces of repentance and good are further presented by the balanced
structure of the lines. Through the line “I do repent, and yet, I do despair” the inverted syntax and
parall¥lism creates a further sense of battle that is occurring within Faustus. The legal lexical
a‘ choices of “trai tor’l?d-“ﬁfrest” would have heightened the sense of battle for a contemporary
GOO . andience because thiroughout the Tudor period there were many legal trials regarding high treason.
' Marlowe therefore utilises the legal language to remind the audience of the legal contract that
Faustus signed with “thine own blood”. This further heightens the contrast between good and evil
forces and escalates the frightening nature of the evil forces.

In conclusion, forces of evil can be seen as superficially hidden under a facade of comedy that
masks the serious and frightening nature of the evil forces. The comical subplots parallel the main
action of the play and often have frightening undertones that foreshadow the final damnation of
Faustus. Although in the play there are many comical presentations of the forces of evil, there are
similarly many frightening presentations of the evil forces which is further heightened buy the
contrast to the good forces. Therefore, it can be established that the presentation of the forces of evil
leans more towards fear than comedy.
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'Repentance is never a serious possibility fo Faustus: he is doomed from the start'. In light of this
comment, discuss Marlowe's dramatic presentation of repentance in Doctor Faustus Avd'i'a{ WLU/&LL( C H'I‘Vk
/ cvitica | views wi

Doctor Faustus, first performed jn 1588, has been described as "one of the best examples of Renaissance o

% paganism" by George T Brooké. Faustus, the central protagonist of the play, plays the tragic hero who by W\ﬂqﬁme"f{'
his fatal flatv, of ambition, is doomed to spend eternity in hell after twenty four years of knowledge and
power. The theme of good vs evil/heaven vs hell is a key theme exploreg/g;the possibility of repetence 'ﬁf’i

“remains until Faustus' final soliloguy, although a Renaissance audience would perceive Faustus to be -\b‘%
Qﬁ doomed from the start once he makes the pact with the devil, which people thought occured often with
&6@( people thought to making deals with the devil in exchange for wealth and knowledge, such ésDr——— %03
N Johannes Faust, who was Banished from his home city after being thought to make a pact with thie’?l

)
[Pw in excahnge for magical powers. qu :
N% Sweepug .

A technique used by Marlowe in the dramatic presentation of repentence is by the sound of the clock,

¢

N(ﬂ' Faustus' watch and thunder and lightning in his final soliloquy#The sounds cause Faustus to be
interrupted in his thoughts, reacting by saying "Ah, Faustus" and "O soul, be changed into |i Ivl'e’
c{eav waterdrops" for example. D J Palmer, 1964, commented that "the chimes of the clock are a cue for "ADE

’H'\L') IiVL‘Gaction" in his criticism of Faustus, indicating the disruption they give Faustus in terms of his thoughts. The

»{b ‘H?lq, noise first begins small as a watch, and the builds into thunder and lightning, which is used by Marlowe to

‘[UQSIL."M build the dramatic suspense to the climax when Faustus will be carried off toa;%l' . As the tension builds up
" to the devils taking Faustus to hell, Faustus asks God to "let Faustus live in hell a thousand yearsﬁ/

' oMy
I 5 A Renaissance audience would be paranoid pfpeople making pacts with the devil, as there was no longer {p(;"%
™ .
l the belief that God would protect you frow devil. Therefore, to a Renaissance audience, the sounds of
e ———— = " i
\ the clocks are there for dramatic tension, 4lthough a more contempory audience would see them as

indications to repent as time runs out, as a contempory audience may have more sympathy for Faustus’'
Wr '.{I:V Ip?ctsiuon. Maglouﬁy?; thzsounds‘ ass rerrln?tds; ’;ouFatus‘ftlj.?cand\myudwence about the decreilgg time

eft to repent, rather than decreasing time le austus' life.
at work. R E

In addition, Marlowe uses sibilance to present repentence in Faustus; Faustus asks "ah Christ, my SaviouV p@ﬁ
seek to save Faustus' distressed soul". The stresseson the "s", from the sibilance technique, give the
audience a sense Faustus is whispering to G@% Faustus seems to have "a repeated protest against the /f’ Hies
\Nj@j nature of God", as put by Nicholas Broglie. The dramatic presentation of repentence, by use of sibilance, &VU&U m'(
Is presented by Marlowe to be present, although subdued, as we see a sense of Faustus' fear of the
presence of the devils, and therefore cannot speak repentence too loudly. / «(édUVQ '

Wis view vneeds
al/td.(ts&’l's
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Whicl (ine 7
There is an essence of Faustus' hubris in this line; Faustus's hubris makes it impossible for-him to repent, /ﬁﬁl
as his pride prevents him from accepting his mistake regarding the signing of the E,act'f Therefore, Faustus'
possibility of repentence can be seen to be 'doomed from the start' due to his excessive pride; this links
qu‘éw/ to another feature ofW{), the hero must be superior to others in some line of work, and AD’L.
3“!9 . Faustus' pride, caused by his extensive intelliMure of the tragiw./

Another dramatic presentation of repentence is Faustus is the characters of Old man and good angel. y/ 14
/1’_b-ese characters offer Faustus the possibility of repentence, the good angel tells Faustus to "lay that
Vﬂamned book aside". The good and evil angel are personifications of good and evil as part of a morality ;{/
play structure, and personify Faustus' mind in terms of his moral and immoral thoughts. Marlowe shows WVI'CJ/ ar
the audience that Faustus has the possibility to repent, as the presence of the good angel suggests he is Wm/k
considering and thinking about the possibilty of repenting and being forgiven, asLthe angels are visW

representations of his mind. NEATNPA"S M&&dﬁ ,
%e Old man is also a presentation of repentence, he preveﬁs Faustus from stabbing himself "ah, stay,

1L~

good Faustus¥ The@g@s@tic field of gf)ogna'?\d heaven helps the idea of repentence Jy>2.
? to be more apparent to the audience, Faustus was criticised during his time at Cambridge university of W:))
« converting to Catholism, and practicing Catholism was punishable by law from 1558. Therefore we can
see the characters of Old man and the good angel are both an indication that Faustus has the thought of
repetence in his mind, and that Marlowe himself supports the idea of heaven, by creatingﬁ:cwo IikabLe MW“-’
characters who rep[esent repetence, and dismiss the accusatiops of him beir}g a hercﬂ.jp:-' Y *
T Wwond YR A (est Ak 2] wolRt i
Marlowe uses blank verse%@ﬂﬂ_@@ﬁ@g@&austus seems anxious after his disruption
. of the Pope's holy feast, and in blank verse says "bell, book and candle, candle, bell and book". Marlowe
has a pattern to structure the comedic scenes in prose,sich as the sequence with-the horse-courser, and
the more serious scenes, such as the final soliloquy, to be styled in blank verge: Therefore, Marlowe ZK ‘é/
presents repentence in blank verse after a comedic sequence, which makeit have a larger dramatic
impact by the rhythm and natural beat of Faustus' speech. The difference in style makes in more ) h‘k
noticeable and clear to the audience about Faustus' thoughts on repenting. 'ﬁ'ul\‘ ?ij ok ‘%‘ﬁ‘{ ]’b
N L wppld e A h\%’iﬁ
The pace and repetition, of the speech gives us the sense of Faustus' anxiety at being "cursed to hell" as )ﬂ&f&
the speech is fast ny%g and gives us a galloping sense, as though he realises that his twenty four year
time is running out. Realization of the fatal flaw, in Faustus' case the realisation of his time of power IA’DL

running out, and resorting to ludricous tricks, is a feature ofyAristotle's tragic her@"_ﬁ’w'ﬁich Doctor Faustys

Vi
has distinct connections to. y
Me 1AL

Lastly, the character of Mephistophles is another dramatic presentation of repentencsg, although
Mephistophles acts as a barrier to repentence, and not as a passage to repentencé(ﬂjlephistophles
prevents Faustus from repenting in act five, by threatening "in piecemeal, I'll turn thy flesh" which leads
Faustus to sign a second pact out of fear of Mephistophles. The references to the words "piecemeal” and
"flesh" give the words aw on the audience due to the disgusting imagery created. The terms
can also be regarded as hellish terms, as they refer to rigorous violence and abuse on FausEl}S:" {?K

Therefore, the dramatic presentation of repentence in Mephistophles is the barrier to repentenc‘e.//



Alta

n@{'{b"g?l—;md continue with the pact, and to persuade him away from repenting

Mephsitophles acts as a barrier to repentence again when says "o, what | will not do to obtain his
soul", which gives the audience a shocking and fearful feel, as'the paranoia of the devil, and the plans of
Mephistophles to "obtain his soul" would give tl:;scéiﬂ\/?s’f(‘ense and feaful mood, due to large fear of

' making pacts with the devil. j&—— TINY W \@e_ @WW Wyﬁ‘\- e MWM

w
Another character whjeh is presented toe ‘barrier to repentence is the evil angﬁi. The evil angel acts on
Faustus' fatal flaw of ambition, enticing Faustus with thoughts "of honour aw{mealth" to convince him to

production in 2010 of Faustus had the same actress play the evil angel and the spirit oU;lé@n of Troy. This

l’{’_ﬂ.oh M_SS ‘presents Helen of Troy to be another dramatic presentation of a  barrier to repentence, and the

Greenwich theatre porduction would have built suspense by having the actress play these rgles; as the
audience would realise that Helen of Troy will be cause in the destruction of Faustus.

To conclude, the comment ‘repentance is never g sérious possibility fo Faustus: he is doomed from the
start' has both truths and falshoods written ig/i‘(;austus as the tragic hero means he has one hamartj
which causes his invetible degise, meaning he is "doomed from the start" if the Aristotte tragedy
structure is being followed. Nicholas Brooke in 1952 spoke about how "the poyerof God has left man
desiring a greatness he cannot achieve", which refers to the influence of Faustus' tragic flaw for ambition.
However to a Renaissance audience, the possibilty of repentence is never "a serious possibility" as
Faustus' connections with necromancy and the devil make him a feared person, and deserves his painful
demise into hell. Although a more contempory audience may have more sympathy for Faustﬂas the

power of the church and the paranoia of devils are not as prominent in modern day societ
A dimes Hals essay veers &tvav
av au et w&}j ( er/@ l‘b[ oﬁfmme ’—rf/‘;
U s eaV :
s PM&L@W“’PLLS ave a_ (il cl UWLS(_{

- Avomboer of peveystive poivtds ay 0o
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Answer ONE question on your chosen text. Write your answer in the space provided.
The Home Place, Brian Friel
7 'Richard Gore is a complex creation — comig, sinister, and perhaps brave!

In the light of this comment, explore Friel’s dramatic presentation of Richard Gore. In
your answer you must consider relevant contextual factors.

(Total for Question 7 = 48 marks)

OR

8 'The domestic setting and music heard at the start of the play create a false sense of
security!

In the light of this comment, explore the dramatic presentation of fear in The Home
Place. In your answer you must consider relevant contextual factors.

(Total for Question 8 = 48 marks)

Pearson Edexcel Level 3 Advanced Subsidiary GCE in English Literature
Sample Assessment Materials — Issue 3 — February 2016 © Pearson Education Limited 2016
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Answer ONE question on your chosen text. Write your answer in the space provided.

A Streetcar Named Desire, Tennessee Williams
9 ‘Elysian Fields is a world filled with violence, in which Blanche cannot survive!

In the light of this comment, explore Williams’ dramatic presentation of violence in
A Streetcar Named Desire. In your answer you must consider relevant contextual factors.

(Total for Question 9 = 48 marks)

OR

10 ‘Mitch may be a weak character, but his treatment of Blanche is still disturbing and
harmful!

In the light of this comment, explore Williams’ dramatic presentation of Mitch. In your
answer you must consider relevant contextual factors.

(Total for Question 10 = 48 marks)

Pearson Edexcel Level 3 Advanced Subsidiary GCE in English Literature
Sample Assessment Materials — Issue 3 — February 2016 © Pearson Education Limited 2016
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