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ABSTRACT

. . : ‘ . - . -
It is the object of this thesis to analyse what constitutes.the

poetic in fiction. The form of poetic fiction is particularly apprdpriate
A . .
to the expression of the seif and its fulfilment, which is the ceptral

“"thematic concern of both Wuthering Heiéhts and Jane Eyre.

The first chaptr -, using these two novels as examples,

.

differentiates between the expectations with which the reader approaches

prose, and those with which he approaches poetry. In the second and

third chapterS/Jahe Eyre and Wuthering Helghts are examined as poetic

flctlons, with empha81s on their allegorlcal structure, flguratlve

language, and the‘1mpressmonlst1c nature of the prose. - These novels are

.

poet1C/1argely because their language reveals more through its aural and
symbolic texture than through its 1nfdrmat1ve content In order to be
fully appreciated and understood, they must be approached, partly at
least, as though the reader were reading poetry.-
kThe final chapter compares the two novels, to.shoy~that the.
" impressions gleaned from avpoetic readingbof‘the prose. carry the most
. ' - »

weight.
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CHAPTER I * : .

‘ ) . ‘
. INTRODUCTION:  JANE EYRE AND WUTHERING HEIGHTS

.* ° AS POETIC FICTION

? In a letter to W. S. Williams, CharIotte»Bronté outlined what

she believed to be the responsibility of an author: o M

The first duty of an author is, I conceive, a faithful »
allegiance to Truth and Nature; his second, such a conscientious
study of Art as shall enable him to interpret eloquently and
_effectively the oracles delivéred by these two great deities,
The Bells are very sincere in their worship of Truth .

Anl”allégiance to Truth.and Nature" can be interpreted as a loyalty to

- fact, an allegiance to the accurate presentation of reaiity. (Howé;ér,

the Brontés were loyal to a particular kind of truth and nétufe. The
faéts tgat they wrote abou£ had to do with the subjective, bften .
‘seemingly irrational, truths of the héart and the imagination. Thé/
Bronté&s representedsthe réality of the self and its experience in their
novels. At the same time, bofh at;empted to recognise.and rémain faithful
to the conditions of the external world of prosaic, impersonal reality.
Emiiy, in particular, démonstrated an almost obsessive concern for

precision in the factual, historical and practical details of her novel.

In Wuthering Heights the world of the self, expressed in dreams, visions,

madness and passion, is restrained by, and céntained within, the practical,
commonsensical, social sphere of others. In Jane Eyre, the passionate,’
imaginative spirit and will of the heroine are confined by her plain,

unimposing appearance and her need to earn a living. Her desire to



fulfil her passionate nature is balanced throughout by her need to be

,

rfinancially solvent. She must remain. on good terms with Rochester, for
both emotional and practical reasons. He is'Bgr lover and her employer,

as is St. John, in a different. context and to a lesser extent.

Chariotte‘andrfmily wanted to bring an expressicn and ré&elation
: ! : : S : ’ '
. of the self out of the rarefied’ language of poetry, which is its natural
'medium; into the "very language that me‘n.use.."2 Emily succeeded better

" in this endeavour than did Charlotte whose prose is sometimes self-

4

.consciously poetical. However, both desired to express an experience in

-

a‘language normally reserved for the transference of factual, or more
strictly factual, information. Thus the paradoxes that are intrinsic to

any discussion or revelation of emotional and spiritual experience are
. < :

"held within the paradox of expressing this experiénce in a form for which
it would not normally be suited. It is not surprising, then, that the

novels are about reconciling a variety of different kinds of conflicts.

&

The truth that Emily and.Charlotte Bronté discovered at the

"oracles" determined the art form which they fél? best expressed the

"deities'" message. In an article'written in The Toronto -Quarterly in

1950, Matthew H. Scargill pointé‘out that there is a distinction between

factual trhth and poetic truth'and that the reader who apprsaches Jane

7

Eyre with the expectations appropriate to a reading of conventional prose
will be disappointed. He maintains that Charlotte's subject required a

poetic treatment and her novel is written as a poet would write prose.

_ He asserts:

We make no demands of probability on the poet. All we ask is
that he shall symbolize his exgerience, recreate it for us, by
whatever means- he thinks best. ' ;



The logic‘and coherence offthe novel depend upon a poetic reading of %ﬁé
prose. In fact, Jane Exrefwas 1n1t1ally criticised for belng 1mplaus1ble
‘and artificial prec1sely because 1t appears to be a novel without
fulfilling the conventional condltlonsbpf one. It has been seen as

"potentially absurd, highlv improbable, [and] apparently artless when ﬁ

. 4
" viewed in plot summary.” Wuthering Heights was also initially denounced 3‘

o<~4

.. . ‘x“
for similar reasons. An anonvmous review publlshed in 18u8 1n The Eﬁamlner

. =X
%

describes the brok as "strange . . . wild, confused d13301nted andw~;xk
« N

w;u

A ’ ' s 'a‘,.‘.>

improbable." Referring to Heathcliff," the reviewer felt that "it‘is'With a

!

dlfflculty that we can prevall upon ourselves to believe in the appearance B

of such a %Penomenon." The - rev1ewer further commented that "if thlS book
. be theiflrst work of the author, we hope that he will producge a

second . . . developing hlsplnc1dentsjmore'carefully, eschewing exaggeration

and ooscurity,'and looking sfeadily'a£ human'life."? -Both novels were

unfavourablyﬁcompared to the novels of their contemporary writers,

’ Thackeray and chkens,‘and to the novels of their predecessors, Austen,

Defoe and Fleldlng It was genera;ly agreed thar as;convenylonalvprose '

Wythering Heights and Jane Eyre were not particularly successful. ~David

Cecil argues, much as Scargill does for Jane Ezre, that'to'approikh

Wuthering Heights from the perspective of the novel form of the Brontés'

age is a mistake and ensures a basic misunderstanding of the book's

purpose: "If Wuthering Heights was meant to be the same sort of novel as

Vanity Fair or David Copperfield, it is a lamentable failure."® It is a

"lamentable failure" in comparison to these novels because

it was never meant to be anything of the kind. The first
fact to be realized about Emily Bronté, if we are to appreciate
her properly, is that her achievement. is of an intrinsically
different kind from that of her. contemporarles



[

Similarly, an appreciation of Jane Eyre requires that the reader

understand ‘that it canqot, as Scargill points th be criticised "in the .

.

8
same spirit in which we cr1t1c1se Vanity Falr or Tom Jones.™
—

The Brontés' subject matter, thelr treatment of it, and their‘I
‘ ‘. . ;

~attitude’ towards the role of the writer is poetic accordlng toche Way in
\

which the Romantics viewed poetry and the function of the poet in his age.

Wordsworth's definition of poetry in the Preface to the 1800 edition'of

:The Lyrical Ballads as "the spontaneous overflow‘of powerful feelings,"9
is particularly relevant to the Bronté hovels . ‘The poet is seen as an
artist who Creates under the 1nfluence of the imagination and emotion.
The effect of pa551on and the 1mag1natlon upon the facultles of the poet
ls percelved as though the poetlc 1nsp1ratlon were a narcotlc - Certainly .
Thomas De Quincey saw the effect of the 1maglnatlon upon the poet as
similar to the'experlence of belng under the'influence of opiates The

»
—

' lmportant point is that the poetlc 1nsp1ratlon is seen as both somethlng
that is external to the mlnd and heart of the poet, but whlch controls and
focuses hlS powers, and it is ~also seen as something that is generated from

-

within him. He feels compelled to wrlte Charlotte Bronté belleved that

authors write best, or at least most fluently [when] ‘an 1nfluence Seems
to awaken in them, which will have its own way--putting out of'view all
behests but its own, dictating certain words and insistihg on their beiné
used . ; .g;"lo’ Poetry was seen by the Romantlcs and the Brontés as.the
creative release of the 1mag1natlon 1nterpret1ng the interior world of
the self, its.thought, feeling and bellef patterns | De Quincey claimed
that there is a distinction between what he called a "literature of

knowledge " which records factual 1nformatlon and can be takéfi more or

less literally, and a "literature of power."ll "Literature»of power;" on



the other 'ﬁaﬁd, must be read as though the ideas and words of the text

had s&mbolic or metaphoricvéignificance because itsvsubjecfs«emerge from
. ™ ' ‘ . :
the internal world of the heart and imagination. De Quincey believed

‘that strong emotion fa01lllates the apprehen51on of those truths which.
_cénnot be communicated through a "llterature of knowledge." He further .
believed that the heart has a.special,acdess to some forms of truth s

unavailable to the unaided reason. - He talked about "impassioned prose" .

as being the highest form of*literature, and certainly Wuthering Heights

and Jane’ Eyre contaln much "1mpa851oned prose " Poetic fiction itself .
!

can be seen as a definition.of "llteriture of power " As Shelley N

. N

maintained in his "A Defense of Poetry," poetic. truth is not conflned to"
: : : ' T
the poem form: "The parts of a composition may be poetical, without the
[ 24 . .

compoéition as a whole being a poem."12

For the Romantics and for the Broﬁtés, nature'formed a kind of
. ) L !
'objective correlative' for the internal world of the self.-\ln this

sense, poetry and nature fulfil a similar fungtion in the typically”

",

romantic endeavour to give form to the formless, to exterdalise the
. ) . . " ) . -. - N ‘ p y
purely internal. Emily Bronté reveals an essentially romantic view of

the imagination and its relation to nature in her'poetryﬁ‘ SﬁeheXhibits a

passionate faith in the power of the imagination to infeée and inform life
‘with meaning. In her poem, o Ime'ginetion,"l3 she rhapsedises about the .
fulfilling power of the lnnef life: ) i . R o

But thou art .ever there .to bring - «”
The hovering visions back and breat?e
New glories o'er the blighted spring
And call a lovelier life from death,
And whlsper with a voice divine . ~
Of real worlds as brlght as thine.



+

And in '"No Coward Soul Is Mineﬂ;

spirit which inspires all forms of life with immortality:

Furthermore, this transcendant Spirit is deeply 'immanent within the poet:

Emily does not discuss the mechanics of her aft,

t

U

[ 4

With wide-embracing love C
Thy spirit'animates eternal’ years, ’ c o

/ ) : ' o . 6

* she glorifies the constantlylmu;ating .

v

: - i

Pervades and broods above - ’ R

Changes, sustalns, dlssolves, creates and rears

N

3
1.

Loty

- YU - { N ,'

- . \
0 God within my breast B -
Almighty ever-present Deity - . . .
Life, that in me hast rest o
As I undylng Life, have power in Thee.

She is not concerned,

as is.Charlotte, with interpreting her VDeity's"‘meSSage\"e;oquentiyﬁ and N

"effectively."

attract.attention to the form which serves the spiritt

Her art is so much a part .of her Deity, that she does not

<
The spirit shapes

-

its own vessel and requires no assistance from the poet who merely is a

medium,for the

nature and externalise the imagination, a step further.

in differing ways, Both concerned with the socialising of passion.

'attempt in both novels is not only to give form to what is formless but
also to make it formal.

it is released-rationally.

homg'fof it there.

n’@Eyre and W

"God within."

Emily's art is almost totally.unselfconscious.

\.

Emily and Charlotte take the romantic intent, to internalise

I

. her01ne in Jane Eyre strives to 'release feellng ratlonally

reflectlon of the thematic 1ntent. Emlly and Charlgtte .attempt to

poetlc truth w1th factugl truth

N : : o :
The novels.are,

The
?he.
It is not simply that feeling is released,,but

. ¥ g .
Their use .of poeticffietion, then, is a EEE

They are concerned not-51mply‘

7Enging iLternal‘reality into the external’world but,in making a

o ;U' N
Thus, not only does form become an 1mage for theme in

t P’

|

therlng Helghts but the styllstlc success of thelr

% . “



poetic fiction, to’'some degree, determines the success of the thematic
resolutions.
*Charlotte BrpnFé's prose style is more coﬁveqtionally'romantic
’ i

than Emily's. Structurahly Jane Ez%e reveals a traditionally romantic

vision. Cynthia A. Linder in her book, Romantic Imagery in the Novels of

TN
Charlotte Bronté, remarks that:

;
|
‘

The autobiographical form tﬁat Charlotte Bront¥ has used,
suggesting that it will present a subjective point of view,
sets the novel in the romantic tradition of writing, as it is
the essence of romantlc philosophies that man only regards and
51ngles out for ‘special comment, those aspects of life which

) are of importance to himself, maklné use of nature as & visible
manifestation of the inward state.

Jane herself attracts attention to this subjectivity at the beginning of
chapter ten where she mentions that she has selected the experiences she
AN . - !

has chosen to relate for their interest value:

Hitherto I have recorded in detail the events of my

insignificant existence: +to the first ten years of my life, I
have given almost as many chapters. But this is not to be a
regular autobiography: I am only bound to invoke memory where 17
I know her responses will possess some degree of interest. (83)

Jane's belief that her existence-is "insignificant" is based updﬁ a
subjective viewpoint, as is her personal selection of what is.of»interest.
However, that Charlotte presented Jane Eyre as.an a. :obi sraphy, however
irregular a ome it proves to be, suggests that she vanted -o give the
illusion if not the substEnce of objecgiye factual tr .:h t2 her novell

The romantic theme and style of Jane Eyre narrow to the

. _ B L v ’
ecific problem of making poetry prose and breaking, as Terry Eagletgn

>

in his book Myths of Power states, the '"deadlock" bétween "reality and

imagination.'!18 The fusion of the two worlds isy in feet, successfully,

-if at times laboriously, effected. The prose itself functions as ﬁoetry

s N



1

\xwithout;?ctually becoming poetry and thus losing the illusion of facthal'
Presentation so\essential to the thematic concern of the novel. How this
is accomplished requires'a study of the prose_ itself which I will
undertake later. At the risk of generalising now, it can be said that

 the perr of Charlotte Byonté's pfose style is produced by a highly
subjecti;e effect which yet fulfils;‘to some extent, the demands of //
objective réality. Her prose is like an impressionistic painting which
appears abstract: that is, it seems to derive its meaning totally’from
the imagination of the artist, and'yét from a distance acquires a

AMFepresentational reality; Jane becomes increasingly objective in her
pepéeption of the w§rld as the novel progresses. In‘fact,'language usage
in /the novél_becomes a way for Jane.to measure her progréss_in the
journé; @owafﬁs'a hafmonious balance between objective reality, or factual
truth, and poetic trpfh, or subjective reality. When Jane initially
describes her abuses at the hands oé'John Reedvher lénguage is highly

emotive, intensely subjective-and poetical. John Reed is "like a slave-

driver," "a murderer' (11). At Lowood, when Jane is allowed to defend

A
. A .
herself, she resolves to be "most moderate: most correct" and she
w -
infuses 'into the description of her wrongs "far less gall and wormwood
+ \ . !

than ordinary™" (71). After 'she ﬁas finished the story she feels that
"thus restrained and simpiified, it sourfded 5é;e credible"‘(7l—7?); At
times, -during the early part of the novel, which dealslwith Jane's
childhood, Jane juxféposes the subjective, romantic view of the child -

with the objective, factual understanding of the adult narrator. When
NS .
N
the ten-year-old Jane questions the reason for her suffering 'at Gateshead,

Jane, the mature autobiographer, answers her, 'mow, at the distance of--I
© : .
will not say how many years, I see it clearly" (15-16). Thus the narrator

~



as artist drawé\g} close to the abstract painting where we are aware

mostly of impressions, and then gives us distance so that we perceive the

factual truth.

]

At times; Charlotte's prose style and plot structure manifest

. | .
signs of strain.unﬁer the tension of presenting passion "rationally

released."” Prgbhb&y the stress results from the compromisesrthat she
makes between thé two basically antagonistic perceptions of reality.
Charlotte tries to satisfy simultanéously the demands of her romantic
vision and of the real world. To the extent that she accomplishes her
task, her achievement is astonishing. Emily makes no compromises. Her
language is both less self-consciously poetic and more inherently poetic.
Stylistically her.novel~achieves more objecti;é distance through the
narrative technique and structural design, aﬁd yet her characférs
consistentlyidramafise their subjective realify while dismissing the real
world. As in Jane Eyre objective, factual reality consists of the social

world of othersiwhich is governed by morals and laws.”given by God and

sanctioned by man" (321). The possible rewards that adherence. to these

:

laws promises are, to the hero and heroine of ‘Wuthering Heights, m®

rewards at éll: "I have neafly attained my heaven, and that of others is
“altogether unvalued and uncoveted by’melh (Hﬁj 334). 1In tHe middle of
eécﬂ book théfe is a speech which proclaims the immutable rights.and '
worth of the individual. In both cases, the speech is iﬁ response to a
threat up»n the individual's need to preserve his identity. Basicaliy
the absolute sanctity of -the individual identity is a romantic belief.
The completely different perception of each sister concerning how
individual ideﬁtity is protgcted and Qhat an;titutes the infégrity'of

self, reflected in these two speeches by their main characters, illustrates



10

the different thematic intents of the two novels:

: )
"Because misery, and degradation, and death, and nothing that ,
God or Satan could inflict would have parted us, you, of your
own will, did it." (WH, 161) - :

and : oy

"I care fo% myself. The more solitary, the moreAfriendiess,

the more unsustained I am, the more I will respect myself. I

will keep the law given by God; sanctioned by man."(gg, 321)
)

The integrity of the individual,.as it is presented in each book, is

dependent upon fundamentally opposite ﬁremises. Emily's view of the

primgry right of the individual to remain unalterably himself means that

he is free to transcend social law. It is important that neither "God or

Satan" (161) nor man have any rights over the first right of the
individual to remain an individual. In Jane Ezré Jane's integrity

insists upon her‘obedience'to the law "given by God; sanctioned by man"
(321). She asserts her individuality precisely by Eg}_breaking,thé
esfablished moral and social code "at [her own] individual convenience"
(321). The essential contrast presented in the novels, as structﬁrally
and themétically central to the books, underlies the noveliSté' opposing
perceptions of the.romantic values. Iﬁ Emily's novel‘Subjec£ive truth
cannot be united to the external world of social and moral laQs, effective

for others but not for the self seeking fulfilment in Wuthering Heights.

/

Emily views the truth as she thus perceives it, objectively and
dispassionately, thrcugh the narrators, Nelly Dean and Lockwood,’thg man
of the world. Consequently.the poetic truth of the main characfers,

re N
Catherine and Heathcliff¢-and the factual truth of the narrators co-exist

3

so completely.that we are not aware of seams. Paradoxically, neither
. . \ .
form of truth is sacrificed in the synthesis. Terry Eagleton comments that

: N

TS
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Charlotte's fiction sets out to reconcile thematically what I
have crudely termed 'Romance' and 'realism' but sometimes
displays severe structural disjunctions between the two;
Wuthering Heights fastens thematically. on a near-absolute
antagonism between these modes but achieves, structurally and
stylistically, an astonishing unity between them. '

A union between the two "modes" is effected in Wuthering Heights

in the second half of the novel.through the yquhger Cathy and Hareton.
The effectiveness and plausibility of this union have been extensively
debated. Do Cétherine and Heathcliff, in fact, vicariously‘unite thrbugh
Hareton and Catherine's daughter? Heathcliff's and Catherine's ghosts
\ ~ are seen wandering together on the moors. This fact suggests that their
\\\uni Adependenf of Cathy ‘and Hareton's. It could be .argued, however,
JFhat union that Catherine Earnshaw was trying to achieve by retaining
fhe'friendship of Heathcliff while remaining married to Edgar Linton is

realised through the two children. Emily's image for unity is as

organically whole as is the poetic fictioﬁ of Wuthering Heights. Again,
Emily does not compromise either her Eharacters or” her prose; Cathy's
child and Hareton do not'FOmpromise their characters, or as Heathcliff
would éay, "betray [their] own heart{s]" (Eﬁ; 161) to achieve the union
of inner truth with external reality. The giving aﬁd¥rgcei0ihg Sf
education is as natural for them as are their pambles onxgﬁé*moors. The
younger Cathy does not have to_chgnge her personélity in order to conform
té the social world of Thrushcross Grange. Hareton is as naturally -
attracted to Cathy's child as he is'to Heathclif 1 The contradictiop
betweeﬁ the two worlds does not present a problem\for them by the end of

" the book. In fact, the word "contrary" is the objéct of a lesson between

the two which Lockwood surprises them at.
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' "Con-trary!" said a voice, ‘as sweet as a.silver bell--
"Thakt for the third time, you dunce! 1I'm not going to tell you,
again--Recollect, or I pull your hair!" ‘
"Contrary, then," answered another, in deep but softened .
tones. "And now, leS me, for minding so well." (307)

'

The union of "Romance" and "realism" is not achieved through the strains
and contortions of the main characters. Catherine and Heathcliff are not,
like Jane and Rochester, made whole through suffering and experience.

For them, the frustration of their desires requires a moral and physical
death. Emily presents the problem in dialectic terms. Only through the
death of the two forms of reality, the exclusively romantic, and the
entlrely social, is the fusion of the two* xn ihgasynthe51s truly realised.
Charlotte tries to retain both forms of perce1v1ng truth and her prose, |
like her main characters, exhibits signs of the wear and tear(that such a®
union requires. Emily sacrifices poetry as purely poetry‘and convehtional
prose as conventional prose to create a poetic-prose form which is
apparently neither and ygt is organicaliy both. And, just as the contrast
between the two modes of perce1v1ng reality presents no problems for the
younger Cathy and Hareton, so the fu51on of poe?ry and prose in Wuthering
Heights appears effortlessly perfect Again, a close study of the prose
itself is necessary to demonstrate this qualit& of Em;ly's poetic fiction

and will be undertaken later.

CEmily wrestles with a deeper paradox than does Charlotte. Her
vision ‘extends beyond the perimete%s of the individual psyche to
incorporate a Lniversal cohdition. In this sense her poetry can be>
considered as epic rather'than merely lyric. It is lyric as well, but

the concerns of her poetry are not only thoee of traditional i?fic poetry,

which stresses the desires and perceptions of ;the individual against those
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of the‘sbcial order. Without compromisipg the integrity of the individual,
Emily maﬁageé to present the ihdividuaivs dilemma of self—actuqlisation~

- in the world as a universal problem. Tﬁe épic quality of Emily's vision:
is reflected in her prose style. A study of her language wgll reveal
“Emily's poetic simplicity and prpsaic 1o§£c. The directness and starkness“

of her style contribute to the impressioﬁ\xhat Emily is constructing a

mythology *in Wuthering Heights which dramatises the central confligts of

man. The language, at times, has the sound and feel of parable. It
| - ‘ .
communicates the sense that what is true of the characters of the Heights

andfthe Grange, the hill and the valley, is true of all peoples.

Wuthering Heights is definitely poetic according to Wordsworth's definition

of poetry as a spontaneous outpouring of paSsion: it is ceftainly that
"great mad poem in prose . . . a passion for passion's sake,: absolute
pa:ssion.'r'20 However, it is madness.with method, it is the.lpgical
reconstruction of aAromantic poetic thh-in simple, prosaic terms.
Emi;y's and Charlotte's works have both at various times been

compared to Shakespeare's tragic drama’ Both’Wuspefing Heights and Jane

Eﬁre seem to have the ghost of Lear wandering through their pages. The-
comparison is probably made because Lear as an allegorical figure is both .
like the orphan Jane who experiences her cxistence as "a wanderer on the

face of the earth" (QE, 230) and the "waif" Catherine Earnshaw who had

"lost [ﬁgr] ﬁay.on the moor" (WH, 23). HMores ' ~rtantly, Lear, like
Heathcliff, Rochestef, Jane, and Catherine, rep. '3 the betrayed,
fooiishly naive hero lost in an antagonistic worl his similarity is
‘basgd upon the kind of allegorical dimension sharec ~ the Bront&s an:
Shakespeare. ,Shakespeare, according to Coleridge, i “he ternal

external, and reveals truth thrbugh the powerful feeling . ie arc. 2s ir
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his ‘audience.

N

Shakespeare has the advantage over all other dramatists--that

he has availed himself of his psychological genius to develop
all the minutiae of the human heart: shewing us the thing \
that, to. common observers, he seéms seglely intent upon, he

makes visible what we should not otherwise have seen. i

"o

"

Shakespeare's characters are incarnational characters, they dramatise
human experience and existence. They possess a paradoxical nature; fhat
‘is, they are simultaneously representative of abstractions and entirely
individual. Haﬁlet both represents hﬁmgn selffdoubt and compiexity, and
is simﬁltaneousl&, uniquely Hamlet. Heathcliff is a type ofvthe'ByPOnic'

) 1 ‘
hero, rebelling against society: he represents the romantic reality of
. o .

- J]

the gothic imagination and paséions as they}are expressed in elemental.
nature,\and he is also uniquely Heathcliff.‘ Rochester is another type of
fhe romanticfﬁero, a rebel against sodiety who also repreSents'uﬁcontrolled
passion and the gothic imagingtion, and he too is represenfed in nature.
Yet he is so uniquely ﬁochestef that we can ﬁercei¢e scafcély‘any -
similarity between'himself and Heathcliff és characters. ‘This simi&arity
with a distinctive difference is characteristic‘of the union of opposites
central fo the concept of incarnational allegory. Traditidnél allegory
promotes poetic fruth¥n The purpose of allegory in the works of Spehser,
Bunyan and Milton was ﬁrimarily poetic, that is, i£‘bperated in a.
subjective, interior world of images, impressions and symbols that
exposed a spiritual and psychological truth. Incarnational alleggfy also
confronts the conditions of the prosaic world. Shakespeare was éoncerned
with the social order of tﬁings, as well as the spiritual. His plays

deal, .in part, with the problem of communication between the subjective

reality of his characters and the external world of others. His
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characters are not personified qualities so much as individuals whose
N . 3

1

personal experience has universal relevance. Wuthering Heights and
Jane Eyre are at one level incarnational allegories. Emily's'book is
T ‘

an impersonally presented myth representing the experience of all

humanity. Charlotte's novel is the personal journey 6f ofie woman who is

every woman. Jane Eyre's

.« + . supreme value ., . . aside from its being a novel with
something of the impact of a Shakespearean drama, lies in its
psychological romanticism in its revelation o£2the Everywoman's
innermost nature and ideal role in the world.““ .

There is no psychological "Everywoman" in Wuthering Heights. It is .

‘ﬁmily herself, as author, wh& attempts to reunite the world through
the allegorical resolution of her novel's central conflicts. Catherine

Earnshaw attempts to achieve a similar end within the novel’. Again, it

would be fair to say that Wuthering Heights is also a "novel with some-

thing of the impact of Shakespearean drama." The calm at the end of the
novel is similar to a dramatic denouement. Like a Fortinbras coming to
re-establish order after the témpést'pfodﬁced by'the passions of the central
éharécter's inferaction with each other, Lockwoéd cannot imagine "unquiet
slumbers" for those "sleepers" in tﬁe eérth (WH, 338). Yet, the central

)

tragedy surrounding the Qasted‘li§es of Catherine and Heathcliff remains
untouched. They are dead, their iives were spent in iﬁflicfing and N
'spffering‘enormous agony. In a sense, Chérlottevwrote a romance where
all is restored to the herQ and heroine in compensation fér théir pain.

. . 4 . S
There is no total loss in Jane Eyre. The~good‘are rewarded and the bad

are punished. Wuthering Heights'escapes this didactic tone because

the novel's unrelenting and constant confrontation with reality does not
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permit the oversimplification of human experience. Emily Bronté wrote a
tragedy where liwes are wasted and human passions and actions have
irreversible consequences.

’ Incarnational allegory, as it is dramaticaily worked out in
Emily and Charlotte's novels and Shakéspeare's dramas, is important to
the coﬁcept of poetic fic;ion. Incarnation relies upon 'a paradoxical
view of truth. Poetic truth-and factual truth% mutually'e#qlusive, unite,
and consequehtly expose a world vision more complete for all of its

: ‘ p

paradoxical nature, than either an entirely poetic or an entirely prosaic

view would be. Thus, in the effort to present truth effectively, poetic

fiction extends the ability of art to interpret the "oracles".
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CHAPTER -IT

JANE EYRE: A LANGUAGE OF CONFLICT

-

Percy B. Shelley differentiated between the nature of a story

and that of a poem in his essay "A Defense of Poetry":

~ . . . a story [is] a)catalogue of detached facts, which have no
other bond of connection than time, place, circuristance, cause
and effect; the other [poetry] is the creation of actions .
according to the unchangeable forms of human nature, as
existing in the mind of the creator, which is itself the image
of all other minds.l :

3

7

i
/

Jane Eyre attempts to fulfill the conditions of both: .to be, simultaneously,

"a plain tale without pretensioris"2 and "a tale my imagination created,
and narrated continuously; quickened with all of inc&deﬁt, life, firey
feeling that‘I desired and had not iﬁ my,actﬁal existence' Xllo)t All
novels aré more or less shapea by the "mind of the creator! and are thus,
by this definition, boefic. Yet Jane Eyre is unuéual iﬁ that the
"detached fécts" of tﬁe Stork are so completely subjeét to the inner life
of the narrator that the definition of objective reality becomes totally.
subjective. gane is the creatbr of her own life, she is the poet
constfucting reality from the materialé of her .own imagination. The
events, the ﬁfacts" of the story, are shown’%é:be important only in
relation to Jane's inner lifg,‘they have no ﬁeaning or sigﬁificance of -
their own. These external influences ”cataldgued" in the novel have

their source and ultimate meaning either in the mind of the author,
Charlotte Bronté&, or in the mind of the narrator, Jane. The story of the

book is ostensibly told from the perspective of the mature Jane, arid she

17
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claims that this is "not a regular autobiography" (83). She chooses what
v .

‘events from her past she will relate and what information

withhold. 1In this sense,;Jane‘creétes her past, formihg it into the
P . : . : :
allegory of the maturing self that it 1s. The truth in the mnovel about

Jane must always be understood poetically; that is, the reader must
approaéh.the novel with the expectations with which he normally approacbés;;,
a poem. Matthew Scargill summarizes how Charlotte Bronté& uses prose forms

to communicate poetic subject matter in his article "All Passion Spent":

1

/
‘Charlotte Bronté had experienced an emotion which one would
-expect her to express through the- medium of poetry. ' But she
used the conventional elements of the novel, the medium she
understood best. It seems logical to suppose that such a use,
conscious or unconscious, of the elements of fiction would
produce a new type of novel. ' And this is precisely the case
with Jane Eyre. The conventions have become‘symbbls: the
fictional lover has become The Lover; the mad woman of the
Gothic novel has been put to allegorical use. -Jane Eyre
contains the elements. of fiction used as a poet employs
language and imagery--to impose belief, even though it be by
irrational means.® ' '

At an allegorical level, the events of the novel dramatise what Charlotte
: T e ] N , .
tried to accomplish stylistically and thematically: a fusion of poetic

u\ s
passion and prosaic fact. The effort of the boof\is’to embody the
irrational in the»rationalg or as Terry Eagléton sfates in his bodk,

Myths of Pgwer, té.féieaﬁe feeling r*ationally.’L+ Much of the confusion

and conflict of the book-is the result of this effort to fuse opposites

at all leveds of the narrative: the thematic; the stylistic, and the

- structural.

But passion needed to bé‘sqcialized as well as rationalizéd.

Emily and Charlotte both wrote about the self unable to find a home in
society. Emily renounces society and effects,the union of opposites, the
incarnation, on a universal, cosmic plane. ‘Charlotte refuses to rengunbe

1
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‘\either society or self in Jane Bize.and ends up with an uneasy union of
the two. 'Uneasy because eventually the reader is left to believe that'
the fusion‘occurs-at the expense of the Qorld'and the faets of existence
as they neally'are, and the facts‘about the self, as‘it really is. o N
'Hewever;’Charlotte Bronté& does pnsh'agaihst the boundaries of poetry and
prose and in the struggle creates an interesting artistic form. She
extends the‘p;ssibility‘bf conventiohal'fictien and.broader' our )
understanding of‘poetry;
Jane-wrestles with hefself and the world, ;ever reneuncing
either, and sutfaces personally scathed, but.victorious. ‘She and -
Rochester afe; hy the conelusion of'the‘nevel, completely human.
‘They emerge badly. burned by their cONfrontation with a.hostilefworid,
but have transcended the;tremendous.contradiction of their existenee.
4For hoth, their wonnds heeomefthe means of entrance into new life, dpto
new and'greatepvpossibilities. The'riven chestnutht}ee, symbolizing-
Rochesten, offers fullet life as a’prop.and refreshment for the new life

J

.surrounding it: "Plants will grow about ‘your roots, whether you ask themri
or not, becguse they take dellght in your bountlful shadow; 'and as they
grow they will lean towards you and wind round you, because your strengtn

offers them so safe a prop" (450).. The p0551b111t1es of 1ts existence

_are extended and it becomes more than/{t was,. more than itself.

Slmllarly,'poetic passion sears; cripples jfd'maddens much of the ianguage ;

;/of Jane Ezre, yet it remains a novel not Vlthout scars, but intact. In ’
»Scarglll's‘words. "We must be willing to accept Jane Eyre as a profound,
splrltual experlence, expressed in the most adequate °ymbollsm, at

vsymhollsmAwhlch, if di\brced from 1ts emotlon 1suas improbable as all

poetic symbols . , . Let us now admit th%t in Jane Eyre fiction has

o
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become poetry, and let us enlarge our 1dea of fiction accordingly o
Jane, viewed from he allegorical perspective of Jane Exre, can be shown

to represent the figure of the interior life peering restlessly,from the

eyes of the disciplined, Victorian governess. -
: 0

»

4t theibeginning'Of:the book, Jane ‘is the irrational passiopate -

self who i% without defenses or an adequate ability to pefceive realitx.
A : , y _ A
It seems unlikely-that she will find contentment or self—éctualizatiqn in
the real Victorian world, symbolized by the little society of:Gateshead;
She is restricted: "If youhdon t sit still you must be tied down" (12)

She is repressed misunderstood and ostrac1zed A servant at Gateshead
3

declares "I wouldn't have her heart for anything™ (13). She is considered

'bestial and savage: Man animal," like "a mad cat" (9-12),: And she .is,

of course, a child, one whc the romantic poetic’ tradition is considered

’ N

. to be espe01ally in touch. and in tune w1th nature and the imagination.A
For the stereotypically hypocritical Viectorian, like Brocklehurst, she‘
will always bew"a llar" (67). Much later, for'the sincere man of God,
St. John, she. Wlll appear at first wocile and then rebellious For both
she is, or.becomes, a "castamay," not a member of "the true flock" (67)
In the externalRWOrld of others, Jane is neither wanted, understood‘nor»

admired. In fact, she lS rarely even noticed, and often chooses to remain

o

hidden. ' The child Jane is treated as something to be endured something
A Y A =5
strange and at times frightening. She represents everything that is

inlmical to the consc1ousness of those who surround her.

N
4
4

va they did neot love me, in fact, as little did I Iovesthem. ~
They were not bound to regard with affection a thing that*could
not !sympathize with one amongst them; a heterogeneous thing, -
opposed to them in temperament, in capdecity, in pr0penslt1es

(15 16) » .

4
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Even te hepself, at this point in her life, she appears more spirit than

\

flesh, more inhuman than human.. Locked in the red room Jane becomes

terrified of her dead uncle, her only relative who had been truly a

.rélativg, who héd felt more affinity;for her, than for "his own' (234),.
The existence of anzearly sympathy between Jane ahd her uncle establishes
them as kindred spirits. In fact,.both of Jané's uncles assume a kind of -
fairy—godfather‘status ang try to protect Jane from the hostilit%(5g4the
real world. They.exist only on the periphery of her exiét§nce, yet

. .

insure her continued survival by leaving her materlal‘resourcagg such as

food, shelter, education, and money. Yet while Jane is incarcerateéd in
- ~.

~

~.
the red room it is the dead uncle that she is afraid of: he becomes a

symbol of her unacknowledged, unwanted, misunderstood self. She is
afraid of'proof that she is really dead as well. She neitﬁer wan}s to be
dead, nor to confront the dead. Jane is.afraid of her ﬁncle's ghosﬁ in
o e
this room where passion and the imagination are not restricted by the
rules of %aégual existence. FShe ié afraid -to be locked into a ace
‘where énything is possiblé. Ulfimately this ﬁlate is the ihteriof\of her -
~own mind: Jane is haunted by,hérself as she appears to herself. k
Crossing the roc. ~ oy the'doof, she chéncés to peer in a lockipg.glass
that unveil: - her _he_twilight world, the world between worlas, that

she inhabits. Her essential se¢lf alienation, her detachment from herself,

is exposed when she talks about herself in the third person.

All looked colder and darker in that visionary hollow than in
reality; and the strange little figure there gazing at me, with
a white face and arms specking the gloom, and glittering eyes
of fear moving where all else was still, had the effect of a
real spirit: I thought it like [a] tiny phantom . . . (1u)

Jane rejects the purely interior world of passion and imagination and-
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chooses to live in the real, Victorian world. In Jane Eyre the pagan
pdssions and the lawléss imagination are bound by Christian piety,
judgeﬁén14_moral and social law. The rest o% the novel. is dedicated to
Jane "gathering flesh" (147). She grows ub into a retiondl, socially
f'acceptable human being who has theoretically come to terms with the

exterior wofgd of facts, but whose ”heartland mind [are] free' (412).

Inﬁhie "A Defense of Poetry" Sheiiey defined poetry ag ''the ’
expression of the imagination.”6 This definition, and'Shelley's nelief in
' the divine power of poetry, are particularly relevant to an understanding
of dgane Eyre as peetic fiction. Jane herself, in an allegorical dimension
of the novel, can be seen as the image of Shelley's poet acting as the

Romantic poet does as a defender of the law and as a prophet: "For he [the

poet] not only beholds intensely the present as it is and discovers those laws

- -

according to which present tnings ought to be ordered but he beholds the
future in the present . . . .”7 Shelley claims that the poet penetrates
the facade of custom to participate in ”the eternal, the infinite and tne
Aone;”8 and by revealing this underlying indestructible erder, he dcts
indirectly as legislator and prophet. Jane frequently dispenses with eustom
to act as legislator and prophet within the world of the ndvel. Notably,.
Jane dismisses convention on the occasion when she delivers her declaration
of independence to Rochester: "I am not talking to you now through the
medium of custom, conventionalities, nor even of mortal flesh:--it is my
spirit that addresses your spirit; just as if both had passed through tne
grave, and we stood at God's feet, equal,--as we are!' (256). Her belief
in the supremacy of the individual's righte as'opposed to society's is
vindicated by the demands of romantic poetic pession. Fofm, like reason,

divid§s pecause it "respects differences.”9 Throughout the book she inter-

‘prey ivine-oracles" and synthesizes internal‘reality with external
' P
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reality to expose truth and to establish harmony. For example, Jape's
presence contributes to the peace of mind, in various ways, of those at
Gateshead when Aunt Reed sends for her on her deathbed. Jane's influence,
like.Shelley's vision of the power of the poet, can inspire nobler
impulses and a higher standard. of conduct, in those that know and

appreciate her. This is strikingly demonstrated through her influence

upon Rochester.

. However, Shelley claims that it is the poetic language itself
which has the abiiity to infect the imagination of the reader with the
’ particulaf sentiments that the poet wishes to foster. And the langﬁage.

of Jane Eyre does just that. If Jane acts as the poet-figure within the

. - h S _
novel, she is not herself the poet, Charlotte is, and her prose has the

ability to shape the perceptions, féelings.and thoughts of the reader.
Margot Peters and E. M. Forster discuss Charlotte's reﬁarkably strong
manipulation of the readéf's imagination through her treatment of
tlanguage. |

E. M. Forster has claimed that 'the whole intricate question of
method . . . resolves itself not into formulae but into the
. power of the writer to bounce the reader into accepting what he
says." When readers exclaim about the passion, the power and
\ the poetry of Charlotte Bront®'s novels, they are responding in
no small degree to being "bounced" by her practice of reversing
the common orders of prose. : ‘

.

In Jane Eyre, the prose mirrors the thematic purpose of the
novel. In a- poem, form exposes, enhances and mirrors its subject. Form

., and content are frequently. indistinguishable. A stanza, a line, a word
3 .
»C‘

iﬁefchosen by the poet to serve the meaning of the poem; The aural

'

adesthetic quality of the verse should further reveal the poem's content.

RIS .

A*good poem can be seen-as an incarnation, a union of form and subject, a
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syntﬁesis of word, sound; meagﬁng and iﬁage. .Without the centrality of
meaning in a poem, poetry simply beéomes verse. We can think of a
nursery rhyme as verse. Yet we can say that verse Has become poetry when
we understénd how T. S. Eliot uses the nursery rhyme to extend'the
meaning of his poem in the final lines of "The Hollow Men." Somehow,
poetry is rhyme with reason. Shelley maintains that poetic intent can
transform prose into poetry, but poetic form is not poeéry without thi§
poetic vision. Jane Eyre is poetic fiction because evefy part, in some
‘sense, gerves the whole--sometimes at a variety of levéls: . And still,
the whole iIs greater than the sum of its parts. Every image in the novel
can be seen as an image for the.novel, just as almost every line reflects
the thematic concerns of the book. The structure, the form, the language

and the'content of Jane Eyre all work together to create an incarnated

whole where form fuses with meaning, the spiritual with the social and

material, prosevwifh pecetry. Leo Spitzer in his work, Linguistics and

Literary History: Essays in Stylistics, states that

The lifeblood of the poetic creation is everywhere the same,
whether we tap the orifnism at 'language' or 'ideas', ax 'plot'
or at 'composition'.l

Jane Eyre has this poetic consistency.

| Jane 1is symboliéally to Rochester, and in a different way,.later
to St. John, what Shelley believed poetry is to society: she inspire;
existence with meaning. Rochester refers to her aé "my sky-lark" and he
. claims that "all the melody on earth is poﬁcentratéd in my Jane's 'tongue

“ to my ear'" (u4u44)., His reference to her as his "skylark" is r&hiniscent

of Shelley's "To a Skylafk,” in particular the lines:
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All ewrth and air

With thy voice is loud,

As, when night is bare,

From one lonely cloud

‘The moon rains out her beams, and Heaven is overflowed.

Furthermore, Jane becomes this voice, fhis moanbeam in Rochester's life.
-Like Prospero's Ariel from The Tempest, she carries her master's messages
;nd does his bidding. Rochester also calls her his "Mustard-Seed" (261)
and says fhat her appearance ﬁs particularly to his taste, being""delicate'
and aerial” (261).‘ Jane refers to Ariel wheﬁ Rochéster asks her for
quice qoncerning the propef éo@rse of conductjhe should folldw;v'"but no

gentle Ariel borrowed its breath as a medium of speech . . .'" (220).

. These allusions to A Midsummer Night's Dream and The Tempest contribute

to the reader's sense that the novel itself is, at times, a mirror into a
twilight world, where magic, superstition, presentiment and dreams become
- ) .

fact. During her Pela;ionship with Rochester, Jane assumes briefly the
characteristics of her childhood persona: Ashe feverts to a spirit that
exists in a "yisionary world." For Rochester she is scarcély a person at
all. It is significant.thét he not only cglls Jane "elf," "féiry," -
"épirit," etcetera, but also refers to her on several 6ccaéions as "thing."
Jane ‘is as much a "what" és she is a "who' (438). She is not.an
iﬁdependent entity, not yet tﬁe "free human being" with "a free independent
will" that she beliéves h;rself to be until she actually_doés "exert" her

will to leave Rochester (456). Until then, she unwittingly remains

Rochester's possession and he, her "idol" (277).  She is ready to forsake

herself, as an individual to become a part of Rochester: "I thought of
the life that lay before me--your life, sir . . ." (283). It is then

t ’ .
small wonder that the lovers acquire an air of insubstantiality for each

~

|
|



other: "You, sir, are the most phantom-like of all: you are a mere
dream" (281). Recognising how their relationship begins'is important fon
an understanding of how it alters. Jane's gradual transformation from’

3 . .

spirit into human being and Rochester's!"pe—humaniz[ing]" (441) from

”Indiaﬁ—rubber back to fiesh" (133) is both a result of, and an image for,
Charlotte's attempt to reconcile poetry with the novel form and somehow  °
“to loée none of the attributes of eitger.
At the opening of the novel Jane is like a passionate spirit in

‘a world of hostile facts. She has no édntrol over her world énd the
arbifrary way in which she is Freated. Consequently, Jane does not
understand why she is sometimes shown kind;ess by Bessy énd the
apothecary and at othervtimes treated with considerable cruelty by the
éeeds. One of the consequences of her maturation is the acquiring of L

. - _ e
this comtrol and understanding. She eventually does:fiﬁd out why Mrs;;fﬁ
Reed disliked Ber,so intensely. However, at the beginning of the novel
she knows very little and comprehends less. f;he is, in the words of 

Helen Bgrns; a "little untaught girl™ (58). Helen herself is martyred by

the world and its demands for faCtS(é;S material order. She wears the

"untidy badge" (68) and is considered slovenly for her inattention to the

particulars of everyday life. " Her

-

ame, Burns, suggests a martyr,

ridiculed and ultimately burned for \eresy. It also reflects her

passionate spirit, filled with romantic figrvour for a uniquely individual

hich no one ever taught me,

vision of reality: "I hold another creed;
and which I seldom mention; but in which I deLighft and to which ‘I cling"
(59). Helen introduces Jane to the Victorian virtues of Christian piety,

patience and self-sacrifice. She and Miss Templé help Jane to . cope with

the demands of the Miss Scatcherds; with the demands of a hard and

«
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festricfive world. She is educatéd to bear the rea;ities of the world as
it is, and the Iife she must lead within it, with patience and Christian
stoicism. She is taught to contrai herself with discipline and reserve.
Jane becomes "quite a lady" (93) by the time she leaves Lowood. However,
because only half of her nature is naturally attracted to these virtues, -
Lowood ceases to satisfy her after both.examples‘of reason and control,‘
Helen andgMiss Temple, are gone. She exéeriences a yearning within thé
passionaté half of her nature, largely dehied during her sojoﬁrn at
‘school.. She longs for;a‘different kind of kindred from Miss Temple and
Helen. Yet Jane has beéome so‘thoroughly disciplined by the.time that
‘she leaves school tﬂat she cannot allow herself tovcravé\"libérty," only
a '"new servitude" (86). She is very concerned that her efforts to find a
new position are 'proper" éna "respectable” (89). .6;ce the corréct social
conditions are satisfied, then Jane longs for liberty, for communion with
"other énd more vivid kinds of goédnéssh (110). She finds Rochester and
ceases to ''pine after kindred" (1u47). Jane is agaip submerged in an
experience of the unbridlgd imagination and péséion similar to the eérlier
red room'episode.‘ For %o?hester, initiélly, she has the séme unearthly
insubstantiality that she.had pfeviouély possessed for herséif dﬁring her
self ‘encounter in the red room. - It is as though she has once again
emerged from the haunted red room, the world of death, after her second
sojourn at Gateshead. Rochester responds to Jane's first return to Q
Thornfield with, "Gogd angels be my guard! She comes from the outer
world--from the abode of peoplé who are dead" (247). Rochester'further

confirms this view of his rélationship with her when he tells Adéle“that

he will live with Jane on the moon (269). His constant attempts to array

. A4 . ) .
his "Quakerish governess' in the "attributes of a peeress'" (283) indicate

his desire to make Jane into a conventionally romantic heroine, an object
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for his undisciplined passion and fancy. Jane has ceased to be inhuman
in her own eyes, and she is uneasy with Rochester's view of her because

it does not deal with the reality of who she is. Furthermore, Rochester

'
|

does not realize that his faulty perception of Jéne would eventually
.disturb him as well. Jéne as she appears to him "delicate and aerial”
would not satisfy him. It is only when Jane actually does become more
dream than substaﬁce, after she leaves him, that Rochéster experienées
the insubstantiality which is the by-product of his tendency_to indulge
in illusion. Ironically, Rochestef.comes toxsee her most clearly as she
is when he is blind. His physical blindness symbolizes his previous
spiritual Bﬂindness,ganduthus makes sense>poetiéally. Later whern he has
understood that he has'been blind morally and spiritually, he is allowed

5

to regain s¢me ¢f his physical sight.

Thi« sensonof the spirit without the body, of the unfulfilled

incarnation, creates a\feeling of sadness in the central characters of
Jane Eyre. It is a conscioﬁsness of death, of.the failure of the world
that Jane lives in to fulfill the potenfial~for life, ig_life. The
awareness of death is necessar?ly inherent in such a broken vision of’

reality. Jane experiences it first when she is with Helen Burns:

I was silent: Helen had calmed me; but in the tranquillity she
imparted there was an alloy of inexpressible sadness. I felt
the impression of woe as she spoke, but I could not tell whence
it came. (70) ‘ :

It could arise from an intuitive awareness of the presence of death in

Helen's doctrine that "waits only the separation of spirit from flesh"

(70). This impression is confirmed by Helen's cough and shortness of

breath following her little speech which foreshadows her death .by

\

consumption. Jane also senses the presence of hidden death in St. John's
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sermon when she first heafs him preach: "Vhen he had done, instead of
feeling better, calmer, more enlightened b¥ his discourse, I experienced
an ihexpressible sadness'" (356). We are more intensely aware of a
feeling ef frustration here. Helen did not yearn for self—fulfilment‘in'
the world; St.'John'does, as does qane. This is why he perceives en
ambition in her similar to his own. In both cases, the sense of sadness

-

comes from an awareness of impending death. St. John feels buried alive

' in the same way that Jane had felt before Rochester's arrival at

_Thornfield. Rochester also'experiences this sensation of potential death

in the presence of Jane when he sees her as less human than spirit.

". . . your upward gaze at me now is the very sublime of faith,
truth, and devotion: it is too much as if some spirit were
near me. Look wicked, Jane; as you know well how to look; coin
one of your wild, shy, provoking smiles; tell me you hate me--
tease me, vex me; do anything but move me: I would rather be
incensed than saddened." (284) \

The epirit,gbeautiful and dominant as it is and must be, without the body
and the feelings associated with the boay, is mefely a ghoet. Rochester
does not know that in making Jane totally spiritual he is insuring their
separation. They cannot live on the moon, and the moon, as the symbol

for spirituality, for Christian and moral integrity is, by itself, cold.

Awakening in the dead of night, I opened my eyes on [the moon's]
disk--silver-white and crystal-clear. It was beautiful, but too
solemn: I half rose, and stretched my arm to draw the curtain.
(207)

By seeing Jane as his "moon," his '"good angel'™ (319), his "fixed star"
(219), Rochester finds, not pleasure, but pain. When Jane studies his

face by moonlight, making her gaze and the moon's one, Rochester suffers.

"Mr. Rochester, let me look at your face: turn to the

moonlight." :
IIWhy?'H
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"Because I want to read yoﬁr countenance: turn!"
"There: you will find it scarcely more legible than a
crumpled, scratched page. Read on: only make haste, for I

suffer."
His face was very much agitated and very much flushed, and

there were strong workings in the features, and strange gleams
in the eyes. :

1 "Oh Jane, you torture me!' he exclaimed. 'With that
searching and yet faithful and generous look, you torture me!"
(257-58)

" When Jéne represents an unearthly ideal she can only create unfﬁlfilled
longing in Rochester. This yearning would e&éntually lead to self
mutilation and death: ﬁMy very soul demands you: it will be satis%ied;
or it will take deadly vengeance on its frame" (qu).. The "you" that
Rochester demands must be flesh and blood, shé needs to be ”perceptiblé o
to the touch" (u438). Jane sees clearly Rochester's rejection of the real
in favour of the ideal and rejects him. Her ability to éeparate herself
from Rochester indicates her rational and moral méstery o#erAtHe-passions
and the imagination. The night followipg her refusal of Rochester's pléa
that she become .his mistress Jane finds solace ;nd communion with that
part of_herself which has assumed‘control. Her integrity as a person
having a moral And social responsibility to hérself is represented by the

moon, a fixed light, and not the roving chaotic light that had terrified

her as a child when she was locked in the red room.

I was transported in thought to the scenes of childhood: .I
dreamt I lay in the red-room at Gateshead; that the night was
dark, and my mind impressed with strange fears. The light that
long ago. had struck me into-syncope, recalled in this vision,
seemed glidingly to mount.the wall, and trembling to pause in
the centre of the obscured ceiling. I lifted up my head to
look: the roof resolved to clouds, high and dim; the gleam was
'such. as the moon imparts to vapours she is about to sever. I.
watched her come——wat;héﬁ with the strangest angicipation; as
though some word of doom were to be written on her disk. She
broke forth as nevef”ﬁoon yet burst from cloud: a handfirst
penetrated the éable folds and waved them away; theqi-ndt a
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moon, but a white human form shone in the azure, inclining a
glorious brow earthward. It gazed and gazed on me. It spoke,
to my spirit: immeasurably distant was the tpne, yet so near,
it whispered in my heart--

"My daughter, flee temptation!"

"Mother, I will." (323-24)

"Both these scenes, the red room and this room at Thornfield, represent

~

the state of Jane's inner lifé. Jane chooses to adhere to reality, the
reality of herself, who she is, and the reality of her social, moral and

Christian obligation. ' She can understand and put’into action what the
’ : A

purely passionate child could not. She can be inspired by what would
have terrified her before. Jane is @ creature of reality who refuses to

be deluded into accepting fantaéy as fact. She has "no wish to talk

nonsense" (139).

Rochester is like the passionate child that Jane was.: He is

like the "little untaught girl': "'My principles were never trained,
d
Jane: they may have grown a little awry for want of attention'" (265).

And like the child Jane, he is admonished by a too spiritual woman-child
~who saddens as she inspires$ him. It might be Helen telling Jane not to
place too much weight upon human'affecfion and judgement in the following

exchange between Jane and Rochester.

"Is the wandering and sinful, but now rest—segking and ‘

- repentant man, justified in daring the world's opinion, in
order to attach to him for ever, this gentle, gracious, genial
stranger: thereby securing his own peace of mind and ’
regeneration of life?" ) ,

, "Sir," I answered, "a Wanderer's repose or a Sinner's
reformation should never depend on a fellow-creature. Men and
women die; philosophers falter in-wisdom, and Christians in
goodness: if any one you know has suffered and erred, let him
look higher than his equals for strength to amend, and solace -
to heal." (221) ~

~Like Jane falling asleep with Helen on the night of hervdea%h, Rochester

v must wake to find her gone and "[can] nowhere find [her]" (uus5). He must
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éhdufe literally what Jane imposes upon herself figuratively: "you
shall, yourself: plﬁck out your right eye; yourself cut off your right ‘
hand"l(SOl). Only after Rochester éghfroﬁts himself and becomes one for

whom "the conviction of the reality:of‘all this seized him"-(4395 is he

able to franscend;thé world and find-é mode of communion, and ,
communicat;on through Nature and the‘Spirit. In the presence of the doon

which he is able to percéive, still, only "by a vague, iuminous haze" hié

spirit summons Jane; and Nature "[is] roused, and [does]—-nb miraglé—¥but

her best" (425). Both Jane and Rochester can exercise the Romantié poet's
powers of making Nature the medium for the individual spirit. They can

make the internal external, and thé:externalyintepnal: "It seemed iﬁ me

--not in the externai world" (426). Jane then ieaves St. John to seek

Rochester who is now truly her "kindred." For Rochester, Jane is "not

[lying] dead'in some ditch" (439), she is‘fully human:

"You are altogether a human. being, Jane? You are certain

of that?" : o
. "I conscientiously believe-so, Mr. Rochester." (442)

. The moral),  socially responsible, practical parts of Jane and
Rochester allow them to live prosperously in the real wonid and -complete
them as human beings. Jane is a mystic.. This she shares in“part with

Helen Burns and St. John, but fbf Jane, it is always a part, not the.

whole of her personality. Neither Helen nor St. John can,be content in
"this world" which for Jane is "pleasant" (80).. Spirit,.zr Qord, without

i

flesh is "too solemn" for her. Jane needed to cdﬁfront reality and say
with Rochester, "Ah, this is practicél——thi\ is real! . . . I should
never dream that" (439). Shelley viewed thé poet as a contributing member

of society, a moral agent and legislator, involved in his generation, and
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able to exercise his reason and observe reality objectively. Yet this is
only possible when inspiration is ‘disciplined by form. 'The world of

. % .
universals can then encounter and enter the material world and become

reality. The imagination is expressed in word, and the imperceptible is.

made available to the senses. Through the filter of Jane's consciousness,
facts acquire universal significance. She thus“humanizes and personalizes

reality. 'She also synthesizes and harmonizes her world‘fhrough the action”

of her will and imagination. '

.

However, it-is precisely in the apprehension of the world that
the book runs into trouble, because although Jane seems to resolve all of °
her copfiicts and struggles,. the language and imagery.of the novel
frequently suggest a more ambiva;ent or contradictory impression. The
reader is not always sure that aanerhas truly -accepted the rules and laws
that she forces he;self to follow. She argues a trifle too vehemenfiy in
favour of their strlct observance, as though trylng to conv1ﬁce herself

°

of their 1ndlsputable worth

Laws and principles are not for the times when there is no

temptation: they are for such moments as this, when body and

soul rise in mutiny against their rigour: 'stringent are -they;

inviolate they shall be. If at my individual convenience I

might break them, what would be their worth? They have a worth

--~-so I have always believed; and if I cannot believe it now, it
" is because I am 1nsane——qu1te insane . . . . (3@1)

Is she‘insaﬁe?' In her book Charlotte Bront&: The Self Conceived, Helen

—

" Moglen suégests that the tone of this passage betrays Jane's feelings at

the moment when she is attémpﬁing to bury them.

She [Jane] consciously rejects the perspective of romance, but
» her 1mga551oned plea’ language belies the common sense of her
plea.l

e

fa

And later, after she has left Rochester and is fairly comfortably [
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‘owh" (423), just as she rightly exerted her will to leave Rochester and

=

- 35’
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S . . \'. . H .
ensconced in.the eminently respectable Qosition of village schoolteacher, ° (
Jane staunchly defends to herself her decision to.leave her lovgr: -"Yeé;
I féel~now that I was right when i.adhered to principle and law, and . ' i
scorned and crushed the insane promptings of a frenzied momént." But the
: . » : o J . T
) .. . ’ .l' ) ’ 4 “
next moment Jane is "surprised to find [herself] erelong weeping'" (36u4).
_ - ‘. i )

The other strong noté of ambiguity is sounded at the conclusion of the

novel. St;‘John represents the ideal of the moral hero: he exe ¥fies -

all of the social and Christian virtues that Jane reveres and, to éqme
degree, shares. We know that she has rightly refused to '"rush down the

3

torrent of_hié will into the gulf of his existence,vand there lose [her]

<J

discover an independeﬁf existence. We know that Jane could have
conceived for St. John "a strange, torturing kind of love for him:
because . . . there is often a certain heroic grandeur in his look . . ."

(421). It would have been a love based upon her grudging, yet entrenched

reverence for the values that he represents. Jane had felt that to

'please St. John she must disown "half [her] nature" (403). The book
’ Q . ' .

limelights St. John by eulogizing him in the last pages. Perhaps this
emphasis suggests that Jane, if she had not disowned half her nafure, had

disowned part of it, in not pleasing him "to the finest central point and

"farthest outward circle of his expectations" (409), as she knows she was

. .\4 . o i . . '.
capable of d01ngb\\qane experiences guillt and self-hatred when she leaves

Rochester:tb"ln the midst of my pain of heart, and frantic ‘effort .of

principle, I abhorred myself" (3?6), ‘Perhaps she also feels guilt,

albeit largely unconsciously, because she has rejected St. John.
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The fact that theé novel allows him [St. John] the last word
reflects its uneasiness about the victoby to which it brings
_ Jane. Rivers at least, the final paragraphs seem to proclaim,
- has not temporised with the world and the spirit, whereas the
novel has indeed negotiated such a compromise on behalf of its
heroine.l3' : )

It is possible that Jane is partly aware that she has failed herself in

~

not following, to eventual martyrdom, the half of her nature ?presented
by St. John. ‘

The haunting sense of ambiguity, the nagging fegling that the
schism is not quite healed, is mirrored in the novel's prose. If we
leave ideas, and tap the novel .at language, we can see, fifstly, how
Ch;rlotte manipulates language to infuse the reader's imagination with
images pertinent to the novel's ideas, and then, how she confuses the
reader in much the same. way that she suggests confusion through her
ambiguous resolution of the nével's central dilemma.

Margot Peters demonstrates in Per book héw Charlotte's unusual
use of adve;bs, édjectives, negatives, and syntactic inversi?n produces
a sense of conflict within a sentence; phrase or paragraph. The position,
’numbgr and kind oandvefbs and adjéctives used in the text govern the
 ‘ond and perspeétiyggof the story and dﬁtermine what kind of impreésion‘
tﬂe reader receivesffrom_the fe&fi In the follQQing senteﬁce, the
”adjective "unnotigéd" is emphasised by its p;;ifion within the sentence
and by its repeti%ion: "I did not waiézto be ordered back to mine [her. ..«
room]; but retreated unn%;icédg .as unnoticed I had left “t" (209). The
effect of the adjecti&e's positién and fepetition subtly but firmly |
reinforces thg view of Jane as a quiet, insiénificant observer, of little

consequence to anyone except Rochester and herself. Charlotte also

inverts the normal flow of subject and verb, person and action to create



an impression within the reader of being inside the consciousness

of the narrator, Jane. The order and type of words and expressions used
control the way in which we accept and process the ir ‘'mation that is
being offered. When our perspective follows the subjective view emerging:
from the interior of Jane's mind, then we are accepting ﬁhis information
%oética%Ly. Charlotte Bronté€ manipulates our approach to the facts she
presents in the novel through the language she uses, and she uses language
like a poet. As Margot Peters points out, "despite al; theorizing abbuf
what sh&uld'bé the 1deal form of prose expreésion, in fact, inversion is
a characteristic’ of poetry rather than prose."lu The tone of the novel
remains subjedti?e, and personal, even when it is appapenfly concerned
with. objectye and impersonal facts. Peters further argues that
Charlotge's beavy use of negatives creates a feeliﬁg of conflict and
tension. The languag; controls the emotions and opinions of the reader
~which are almost always those of Jane. Like a 1y;iq poem, the no?el
approaches the world fr;m the perspective of one individual consciousness.

The book's setting is Jane's feelings, thoughts and internal conflicts.

I looked at my love: that feeling which was my master's--which

he had created;. it shivered in my heart, like a suffering child

in a cold cradle; sickness and anguish had seized it: it could
not seek Mr. Rochester's arms--it could not derive warmth from

his breast. Oh, never more could it turn to him; for faith was
blighted--confidence destroyed! Mr. Rochester was not to me

what he had been; for he was not what I had thought him. I

would not ascribe vice to him; I would not say he had betrayed

me: but the attribute of stainless truth was gone from his :
idea; and -from his presence I must go: that I perceived well.
When--how--whither, I could not yet discern: but he himself,

I doubted not, would hurry me from Thornfield. Real affection,

it seemed, he could not have for me; it had been only fitful
passion: that was balked; he would want me' no more. I should
fear even to cross his path now: my view must be hateful to

him. Oh, how blind had been my eyes! How weak my conduct! 1
(298-99) : ' : :
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There are twelve negatives in this passaée, about eight incidences of
sentence‘or phrase inversion, and while thepe are only four sentences in
the passage,dnot‘iﬁcluding the t;o final‘exclamatory?ones, the general
.effect, pyoduced by the heavy ﬁﬁnétuation, is of a rapidly moving, choppy
pace. Margot Peters comments that Charlotte Bront& '"uses more punctuation

. . than do ;ﬁsten, Emily Bronté&, Thackeray, Eliot or Dickens . . R
‘The profusion of punctuation within a sentence‘in the‘above quoted .
passage (éég) evokes a'feeling of unéase or dis-ease, of the meaning
behind the words being at odds with the ordering principle controlling
them. The verbs, adverbs and adjectives in the passage further the

impression of conflict, disharmony and dis-ease: '"shivered," "suffering,"

"sickness," '"seized,'" '"seek," "blighted," '"destroyed," '"betrayed,'" 'gone,"
"doubted;” "seemed," ”fitful,"'"hurry,"""balked;” "want," ”fear,h "cross,"
"must," "hateful," "blind," "weak.' The advepbs, verbs, and adjectives
carry the rapid, restless emotional movement of the passage, and are y
lfberallybinterspersed with negatives. ,Chérlotte'S'choice“of words, her
use of negatives and ﬁhe jerky effect of the punctuation witﬁin a sentence

impress the reader with a sense of enormous frustration. This is because

what is being expressed is in conflict with how it is being expressed.

Finally, the close seriés of independent clauses, heavily
punctuated, imposed upon Bronté's style a feeling of restraint.
. . . While the adverb lends an emotive quality to Bronté&'s
prose, this quality is countered--checked, bridled, and
disciplined--by barriers of semicolons, colons, and periods.
Sentence structure enforces a stringency that the adverb
frequently denies, and tension is generated' from these
.conflicting parts.

The union that was on the eve of its consummation has been balked. The

 words are balked within the sentences by colons, semi-colons, commas and

dashes. The frequent employment of a negative directly before or just
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after a verb, ég:h as '"not seek," '"not derive," "not ascribe," "not yet
discern," "not say," ”not-have,"v"doubted not," affects the reader withla
feeling of a strong bfake being administered. The heavy punctuation also
imparts this feeling, not only of frustration, but of tremendous lﬁ

restraint, as though powerful forces are being rigidly checked.

Rochester's'observation’ébncerning Jane's personalitjﬂthat "reason sits

firm and holds fhe reins" (203) is appropriate to this passage; we can

almosty see Jane‘gripéing the reins.” However, she is not sittfng very
/¥irmly, she seems to be fighting to avoid the Pwild chasms" (203) of a
diSéolute life with Rochester.

Before and after Jane manages to tame the "true heathens' (203)

(the passio;s ane not naturally Christién), there are passages like this
where we fegl that Jane is, if not actually losing control, struggling‘
very hard to retain it. ‘We are aware of the power of the passions and

"the imagination and we realize the strength of the despctism necessary

for their strict government. St. John repfésents‘fhe unyielding tyranny,

et

but more importaﬂtly, it is also within Jane. Possibly the»critical
moment of self encounter in.Jane Ezré occurs on the day she discovers
Rochester's duplicity. She is made completely conscious of what itrméans
to be committed to a true, unromantié awareness of'reality. Yet shg is
also aware of the denial of humanity inherent in the unyielding adherenée
to moral and Christian virtiie at all costs. “She has felt a strong,
“intuitive recognition of the underlying tragedy or denial of life in the
life disciplined tétally by principle. Jane has this feeling in the
presence of Helen Burns and St. John, and Rochester experiences it with
Jané. Sometimes the pain escalates to the point where it is felt as

torture, as when Rochester feels tortured‘by'Jane; or Jane by St. John.
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However, when Jane fully realizes that she must leave Rochester, she
begins to understand the conditipns of her commitment to two contradictory

worlds. The qualities that she had fostered in herself to become '"quite

-

a lady" (93) assert their supremacy over the half of Jane that is
completely passionate. Jane experiences self torture.

S

But, then, a voice within me averred that I could do it; and
foretold .that I should do it. I wrestled with my own resolution:
,I wanted to be weak that I might avoid the awful passage of
further suffering I saw laid out for me; and conscience, turned
tyrant, held passion by the throat, told her, tauntingly, she
had yet but dipped her dainty foot in the slough, and swore
that with that arm of iron, he would thrust her down to

unsounded depths of agony.
"Let me be torn away, then!" I cried. '"Let another help

A

me!" :
"No; you shall tear yourself away; none shall help you:
you shall, yourself, pluck out your night eye; yourself cut off
your right hand: your heart shall be the victim{ and you, the

priest, to transfix it."
I rose 'up suddenly, terror-struck at the solltude which so

ruthless a judge haunted,--at the silence which so awful a
voice filled. (301)

Jane is perilousiy cl;se to experiencing the "hell of [her] own.
meanness”/(375), a place devoid of life and passion. This is, in fact,
what‘happgns. Shé moves from "heaven" (277), union with Mr. Rochester,
~ towards the possible "hell" of union with St. John in India where she
woula be "grilled alive'" (420). Marriage with St. John, énd the
associated act of becoming one flesh with him, would have been the
complete surrender Qf the passionate and imaginative spirit to form,
and the consequent death of that spiritl Jane is, initially, staunchly
unwilling to allow such a "martyrdom" (uloj. Howéver, under:the
influence of St. John, she feels,.probably more fully than at any

other point in the novel, awe for the ideals that he represents. She

almost capitulates. Jane is saved only by the intervention of Nature
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and/or Grace (it 1s‘1mplled that God works through the natural to: effect
w

the supernaturaig and her relatlonsh;p with Rochester, and thus to
herself, is re-established. Jane's near descent into hell, and her
narrow escape from it, are implied in the passage (quoted below, 325-26)
as she frantically departs from Thengfield. We receive the same sense of
two worlds colliding. After Jane ha; actually left Rochester she
experiences a fresh self encouﬁter. She feels that she has_betrayed
herself and Rochester precisely in that moment when she was trying hardest
to be true to herself. Before Jane had actually acted upon her dec131on
to leave Thornfleld she had felt herself to be hateful in Mr. Rochester s
eyes. After she actually leaves him she is hateful in her own. She is
"goaded" by the "fear" offﬁgehester's "self abandonment' (325). Jane is
afraia to let him live without hér influence. She is frightenedvﬁy_the_
prospect of passdion and imagination without the restraining, fulfilling

action of form. This fear she eventually leaves in God's hands. The

union of imagination and form is seen as an act of divine grace in Jane

£

Ezre.

The passage quoted earlier (299) evokes feelihgs)q%'ffustrated
passion end imaginatiye energy ruthlesslj harnessed By socialuend moral
values. The folloWing passage begins byfkkcitingvd similar feeling in
the reader, but moves towards a differeet feeling. It does not end wifh

"fear" and 'weakness." Jane is indeed "fearful" and "weak,'" but the word

"hope" follows these adverbs. .

o

Oh, that fear of his of his self-abandonment . . . how it
goaded ‘me! It was a barbed arrow-head in my breast: it tore
me whery I tried to extract it: it sickened mé-when Remembrance
thrust it further in. Birds began singing in brake ard copse:
birds were faithful to their mates; birds were emblems of love.
What was I? In the midst of my pain of heart, and frantic
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effort of principle, I abhorred myself. I had no solace from
self-approbation: none even from self-respect. I had injured
--wounded--left my master. I was hateful in my own eyes.
Still I could not turn, nor retrace one step. God must have
led me on. As to my own will or conscience, impassioned grief
had trampled one and stifled the other. I was weeping wildly
as I walked along my solitary way: fast, fast I went: like one
delirious. A weakness, beginning inwardly, extending to the
limbs, seized me, and I fell: I lay on the ground some minutes,
pressing my face to the wet turf. I had some fear--or “ope--
that here I should die: but I was soon up; crawling forwards
on my hands and knees, and then again raised to my feet--as
eager and determined as ever to reach the road. (325-26)

The '"cord of communion' has been snapped, and the "bleeding internally"
begun (254). The prosevimpresses us simultaneously with a sense of
fragmentation and continuity. Jane walké "fast, fast" then "fglls," then
is up and "craﬁling.” There is a sense of being, of Life, ¢oerced into a
vice-like strangle—hoid.of mutilating rep}ession in the words "goaded,ﬁ
onrn," "wounded," "injured," ﬁfrantic-efforf," "stifled,"‘"tramﬁled,”l
"weakness," "seized," "solifary," "fear,”‘”preséing.ﬁ; However, because
‘we know that the'verbg and adverbs carry the poetic.aéd emotional meaning,
and therefore the greatest'import in the novel, we know that although
Jane is érushed, she is "eager" and "determined": Qé khoglthat she does
v ; . , '
"stand up" finally, and "reach the road." This is the final truth about
‘-Jane.’ Afﬁer éach temporary_defeaﬁ,‘after each little_deafh, %he epitaph
"Resurgamﬁ (83) is as appropriate for Jane as‘it was for Helen Burnms.
The germ of poefic truth is contained in the factual lines of piot. Jaﬁg
. does fall, but the'following'vérbs are "crawling" and "raised." It is
.possible to take thg &erbs, adverbs and adjectives out of context and
 from them_reconstruét a microcosm of the novel, because these words focus
the poetic meaning in the prose. In Jane Eyre the movément wgrds, verbs,

carry the important action of the plot. ‘The words that describe movement,
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adverbs, are more important still, because they communicate the state of
mind and heart of Jane where the action originates or is being perceived.
In Jane Ezre verbs are less 1mportant than adverbs, nouns less- 1mportant

Yol

than adqectlves. What is happening is less important‘than how it is
happening and what is seen is less importént than how i% is being seen.
The ;hbw' points stréight back to Jane, the narrat&r, creator aﬁd author
of her own life. Iﬁ thé passage quoted above (325-26) the émotions and
thoughts of tﬁe narrator decide the conclusion of the évents; The germ
of poetic truth is contained in the factual lines of plot. '"What
happened" answers the question "what will happen." What Janeldaes
directly reveals what she is. Poetry has the power to prediét the future
‘without intentionally intending to do so. In Shelley's'V\Defense of

=

Poetry" Poets are,

. . the hierophants of an unapprehended inspiration, the
mirrors of the gigantic shadows which futurity casts upon the
present, the words which express what they understand not; the
trumpets which sing to battle, and feel not what they inspire:
the influence which is moved not, but moves.

The languagé of poetry always reveals more than it appéars to.

| Charlotte's use of syntactic inversion also leads the reader
‘into a symbolic understanding of the information thak'is presented. For
example in the sentehce, “Still I could‘not turn; nor retrace one step,">
the stresses of the sentences fall upon "still" and '"nor" emphasising‘
Jane's resolution to continue on; and exposes the divided will which
inifféxes'fhe resolution. If the sentence héd been constructed in a more
conventional manner reading something like, "I still ¢ould not- turn or
retrace one_step," we would not be left Vith as strong an impression of

resolution and irresolution co-existing within Jane. Consider, as well,
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how Charlotte's manipulation of syntax and punctuation highlight the

symbolic nature of Jane's action in the following couple of sentences.

" A mile off, beyond the fields, lay a road which stretched in
the contrary direction to Millcote; a road I had never
travelled, but often noticed, and wondered where it led:
thither I bent my steps. No reflection was to be allowed now:
not one glance was to be cast back: not even one forward.
(325)

The object of the first sentence, "the road," is stressed by its placement
in the sentence before the subject, "I'": ."tne road" has symbolic value

as Jane's destinykwhich she, the "I," follows. The’placement of

negatives at the beginning of each phrase: "No reflection," "not one
glance," "not even,f rivets-our attention upon Jane's blind obedience to
the demands of her déstiny, fhe ”roadf" The verb:'"bent" also has
metaphoric significance as it conjures an image of pérsonal wiii bending
to a greater will, in this case, Jane's surrender to the dictates of her
Fate. As well,‘Chaflotte's use of "bent" is reminiscent of Rochester's
conscious choice of thé word ‘to d;scribe his determination to love: 'mot

my resolution (that word is weak) but my resistless bent to love

faithfully and well . . ." (320). Charlotte's choice of the adverb

[

|

"contrary" instead of the Qérdb”opposite,” which would have been a more
'conventional word to use in the confext, attracts the attention of the
reader. The road that Jane has taken is not'simply‘in the other‘direction
to where sne has been; but it is contrary to it, it is opposed to it.
”Gpposite” has denotative significance compared to "contrary" which
snggeéfs human experience or feéling in connection with the verb that the
adverb is modifying. The connotative, poetic word.ié also prophetic.
Jane's experiences witn St. John will be completely at variance with her

. . . . \ . .
existence with Rochester. The impressions that the reader is left with,

N
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produced by the choice of wo%ds and their placement, both hint at da e's
state of mind and her fufurg experience. B | i
Prose begins and ends in poetry. The most poetic passages in
the book lead to a major re&elation of factual fruth. In the scene with
the "gypsy," the dream—like world of poetry is perfectly expressed in the
language which flows between Jane and Rochester. Sitting together beside
the fire, Rochester descgdbes Jane's personelity and destiny:‘ Jane's
charactef and fortune are seen to be one and the same. Both Rochester
and Jane find themselvee existing in a kind of delirium:ﬁ "Where was I?
Did I wake.or sleep?lgHad I been dreaming? Did I dream still?" (204).
Rochester's speech, his lapse into poetry, exposes his character at the
same time ‘that it delineates Jane's.‘ His language builds an emotional
‘ﬁomeptum that elmost propels him into declaring the truth coneerning his
feelings, intentions and identity. (ThHe obviously aural elements of the
language, the alliteration aﬂd\repetitive sounds and words have been

underlined to attract attention to their increased use towards the end of

the speech. Also, the language becomes more figurative})

""Well said, forehead; your declaration shall be respected. I
have formed My plans--right plans I deem them--and in them I
have attended to the claims of conscience, the counsels of
reason. I know how soon youth would fade and bloom perish, if,
in the cup of bllSS offered, but, one dreg of .shame, or one
flavour of remorse were detected, “and I do not t want sacrlflce,
sorrow, dissolution--such is not my taste. 1 wish to foster,
not to bllght——to earn gratitude, not to wring tears of blood——
no, mnor of brine: my harvest must be in smlles, in endearments,

in sweet--that will do. I think I rave in a kind of exquisite -
delirium. I should wish’ now to protract this moment ad
infinitum; bhut I dare not. (203 y)

Jane realizes, as the "gypsy's" eonversation becomes increasingly poetic,
that she is Rochester. The speech ends with a revelation of .true identity.

When St. John briefly (for fifteen minutes, to be exact) surrenders to
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passion, dream and delirium, his language becomes increasingly sensual
and figurative. However, his speech, after yielding to the power of

poetry, ends by stating fact.

”Fancy me yielding and meltlng, as I am doing: human love
rlslng like a freshly opened fountain in my mind, and

- overflowing with sweet inundation, all the field I have so
carefully, and with such labour, prepared——so ass1duously SOWn
with the seeds of good intentions, of self- ~-denying plans. And
ilow it is deluged with @ nectarous flood--the young germs
swamped——de11c1ous poison cankerlng them . . . . (377)

St. John continues in his poetic language, although his imagery radically
alt%rs, until he‘finally concludes his gelf—revelation to Jane, with the '
simple assertioﬁ of who he is: ﬁknow me to be what I am--a cold, hard
an" (379). Poetry leads to reality--meets reality, and yields to prosé.
It exposes litefal,’prosaic fact. The poetryvpxposes'truth, it leads to
a conclusion about.reality, and then having ripped the veil away, lets it
stand,'naked,‘for a moment. St; John, as ”fi;ed‘as a rock, firm set in
the depths of a restless sea," points to the conclusion that he is a
"cold, hard man." Rochéstef would continue the dream, the ‘delirium "ad
infinitum,” but external reality intervenes and the poetic laﬂguage ends
with the $tatem~ . "I:dare not." In both cases poetry has penetréted
disguise and revealed the man "simply" in‘"[gis] original stafe,
stribped . . ." (379). Fact is revealed through poetry, jﬁst as poetic
truth is, in Shelley's terms, a "germ," contained within fact.18 Poetic
language leads to =.7 exposes a»;iteral truth and the féct that is
pfesenfed in the Etory mus?, in turn, always be understood symbolically.
The pivotal word for a ﬁoetic understanding of Jane Eyre is
impressiun. The extensive use qf imagery, simile, symbol and personification

in the novel conjures picture after picture within the imagination of the
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reader: "Impression follows impression'" (203) through the book. We are
. . 5 . L3

more or less aware of the effect of Charlotte's figurative language, just

as Charlotte is conscious of it. At times, Jane informs the reader that

her language is metaphorical and is to be understood as such, as, for

o : ,
example, inlher preface to the description of the ruined Thornfield Hall:

"Hear an illustration, reader" (429)., At other times Jane expresses her‘
feelings metaphorically without directly calling our attention to the
fact although it is indirectly understood that we w1ll understand her to

be speaklng flguratlvely

Jane Eyre, who had been an ardent, expectant woman--almest a
bride--was a cold, solitary girl again: her life was pale, her
prospects were desolate. A Christmas frost had come at
mid-summer: a white December storm had whirled over June; ice
glazed the ripe apples, drifts crushed the blowing roses; on
hay-field and corn-field lay a.frozen shroud: lanes which last
night blushed full of flowers, to-day were pathless with
untrodden snow; and the woods, which twelve hours since waved
leafy and fragrant as groves between the tropics, now spread,
waste, wild, and white as pine- foreSts in wintry Norway. (298)

Charlotte, ' like Emily, frequently describes a state of ﬁind, a mood, a
feeling, in natural terms and paints a landscape of the‘heaft and mind.
Uniike'Emily, Charlotte employs an enormous.amount of personification.
Frequently she personifies parts of a hharacter's personality hr
personifies feelings within the character. This tendency enhanceshthé
reader's impression that a character is torn by intérnal conflict and

ravaged by a series of inner voices struggling for supremacy .

But, ~..-, a voice w1th1n me averred that I could to it;
and foretold that I should do it. I wrestled with my own
resolution: I wanted to be weak that I might avoid the awful
passage of further suffering I saw laid out for me; and
conscience, turned tyrant, held passion by the throat told
her, tauntingly, she had yet but dipped her dainty foot in the
slough and swore that with that arm of iron, he would thrust:
her down to unsounded depths of agony. (301)
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_&yCharlotte has dramatised Jane's feelings.  She presents a troupe of
' characters within the one character enacting the play of Jane's
personality. Charlotte also personifies abstractions. In the following

passage Rochester seems to acquire the attributes of Bunyan's Christian

from Pilgrim's Progress:

"Go," said Hope, "and live again in Europe: there it is
not known what a sullied name you bear, nor what'a filthy
burden is bound to you. You may take the maniac with you to
England; confine her with due attendance and precautions at
‘Thornfield: then ‘travel yourself to what clime you will, and
form what new tie you like." (313)

The allusion to Pilgrim's Progress is all the more powerful when it is

.

discovered that Hope's counsels are false. Rochester is not journeying

to Ce}eétial City, althougg he believes he is. Rather, hg is, indeed,

"péving hell Qitﬂ énérgy"-(lSB). The irpny serves the purpoée of‘ o
revealing fheléssenfial self—delusion‘that is'a major charéctef tréit of

' Rophester's. The figurative language keeps the reader constlantly aware
of the central concerns of the book, the allegorical journey of wandering
pilgrims on the road to ;elf;und;rstanding aﬁd self-fulfilment. This
language enables‘the reader not éimply té learn about Jane, Rochéster
and St. John, but*also allows the reader to uxperiencebthem first hand,
to feel,. see, énd hear what they are liké.’ We are not given information,
we are given expérienée. Charlotte is aware that she wrote figurativel&
and the readef cannot help being aware of the ébundance of metaﬁhor and
personfiication that characterises her language. 'HOWEQer, what we may
not be so aware of (as Charlotte herself may not be éware of) is-how
impressions.emerge continually through her syntax. The small liﬁes of
ﬁlotvmirror the‘destiny and‘character of J;ne as much as'the broad

" strokes. Gateshead, Lowood, Thornfield, Moor House and Ferndean, the

inheritance of.independence, of education and marriage éymbolically
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signify Jane coming into her own, Jane becoming Jane. But the tiniest
< } 1

scene in Jane Eyreé symbolizes the same theme;’so that Jane felling
SsLLL y = 2 ne :

Rochester's horse, Jane meefing Rochester in the twilight, with her veil
‘ .- ‘

down "com[iﬁg] fromfthe.abode of people who are aead"'(247), Jane simply
entering‘or.leaviné a room, or walking between Thqrnfield and the road,
tells the.stéry'of J;ne Eyre: not concretely through image, but
suggestively}"thréugh impression. We find that our understaﬁdi?g éf the

book relies as heavily upon our intuition as upon our imaginationm. And'CJ
. - . , : . :

like most true intuitive experience, intuition is based on fact,'fact’
that is not immediately perceivable as fact. In the world of. Jane Eyre

the readéf must agree with Jane that.

,Ppesentiments are strange things! and so are sympathies; ahd so
are signs: and the three combined make one mystery to which
“humanity has not yet found the key. (222)

¢

N

The "presentiments," "signs" and "sympathies," the symbols and impressions
A \

of.the novel, reveal truth, the inner truth of'the;chapacters':liVes, and
1§thé egternal, prophetic truth concerning theif %ndi;iduai'fateé. It is

the awareness of impression, buiiding upon impression that reveals fact.‘

Ironically, impreséions are not as readily disce?nible as symbols, yet

they linger in the mind of the redder in a way that colours his reading -

S J—

of the book. The concrete symbolism of Jane Eyre is more/accessible to
_our observation and analysis than its impressionistic nature. Perhaps

initially, the reader is not aware that almost every descriptien of

chgpacter and landscape is an objective correlative for Jane's state of

mind and heart. In some cases, the symbolism is easily noticed. The

. -, N o )
frozen, sterile landscape,mirrors Jane's sentient, waiting life before
o . v ) ;

she first encounters Rochester op the road to Hay. However, sooner or

- K
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later the reader usually finds himself knowingthat Georgiana and Eliza

©

are important only as symbolic extensions of Jane's character, and that

«

the hot, humid climate that surrounds Rochester when he discovers his
mistress' infidelity wreflects his dissipated lifestyle. Critics have
noted the implausibility of the book's plot line, notably Jane collapsing

~upon the doorstep of her unknown relatives. Some critics have perceived

the poetic intent‘éf the plot as it closely informs the theme. However,

% the symbolic texture of Jane Eyre is so closely woven that few crities,
and most readers, are not aware of how Charlotte Bronté makes the prose

of her novel ap objective correlative for the poetié consciousness of her
: - IS "‘-}‘\
heroine. The novel's -language is largely résponsible for the

impresgionistic nature of Jane Eyre. The extensive symbolism that

approaches us from every corner of the novel, coming in particles; rather
than parts, leaves its imprint upon the unconscious as a series of

impres§iohsl Unconscious speaks to unconscious. We'respohd unconsciously
to w2§; Jane tells.us uqqonscioqsly.

'f The'finél impressioﬁ{ébmmunicated by theufinished whole is not
.of_% completed incarnation. Osfensibly, Charlotte's iastAimage of the
nove& is Jane and Rochester's child. Probably, a more appropriate image

o

is the crippled Roctester himself, "a ruin, but an entire ruin" (2?9).
, - !

Jane has apparentlv made her peace with St. John, with the values Qf the
Victorian world, and remained herself. And yet, we still feel the

awareness of ambiguity because St. John's victorious, dying presence

dominates the last paragraphs of #fe book. The reader still meets, in
.ﬁfhe'lést pages, the divided will, the fragménted self. When the child

Jane reflects, after Helen's speech on the "separation of spirit and

flesh," that "I felt the impression of woe as sze spoke, but I could not
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tell whence it came . . ." (70), we can ultimately only conjecture about
Jane's feeling. .Probably,gd spis fair to surmise that it comes from a

and from an awareness of the primacy of

sense of Helen's impending ‘#ea®H,

death in Helen's doctrine. Finally, however, én\impression is a mystery.
We can say what fﬁe result isVSQt we cannot pin down the\sogkee.

The ch%id image is another example of fﬁe mysterious‘core at
tﬁe centre of the novel's poetic texture. Jané“sfrecurring dreams about
a little child\have several concrete references within,the story. Fairly

~early on we can assume that the litfle child is a-symbol of ?er love fér
Rochester,. and the romantic child, an drphan lost in the 'real world.
However; liké a.trpq‘ﬂchéngeling" the child continually changés form and

defie§ definite ideﬁtification. The little child pervades the book,

firstiy as Jane herself, "the sickly, wHininé, pining thing" (234), the
, / ‘
orphan from another world. The little girl, Adéle, Qriefly becomes the

child figure, and her childhood poignantly stirs Jane the night beforé'
s -_

her wedding“day.

With little Adéle in my arms, ﬁ&wgﬁched the-slumber of childhood
--so tranquil, so passionless, so¢ innocent--and waited for the
coming day: all my life was awake and astir in my frame; and

as soon as the sun rose, I rose too. I remember Adéle clung to
me as I left her: I remember I kissed her as I loosened her
little hands from my neck; and I cried over her with strange
emotion, and quitted her because I feared my sobs would break
her still sound repose. She seemed thé& emblem of my past life;
and he, I was now to array myself to-meét, the dread, but

gdored type of my unknown future day. (289)

e

!

We can almost see the sleeping chil.ren’at Lowood, Jane and Helen, lying

with their arms around each@:her'. re::s; and -the child-woman, Helen;
leaving Jane before dawn "to iee- e dreadf ’ lored, type of [her]
unknown future day." Jane leaves the chilu. - nd symbolically

legxes her own childhood forever. Léter, after ..aving Thornfield, Jane .

<
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again becomes, briefly, %he romantic child of nature, this time more
compietely and desperately than before Lowood. She is once more oﬁtcast,
mistrusted, and exiled in a world that will not allow her to be herself.’
Education and Christianity once more save her and restore her independence
in the forms of the viilége.schoolhcuse and St. John. The child as a

recurring image in Jane-Ezre impresses the reader with a sense of death

-as well as birth, with loss and despaif as well as hope and renewal.

Jane and Rochester's firstborn cannot quite dispel this flavour from our

image of the child symbol, and contributes to our sense of ambigﬁity at

the end of the novel. There is a strong relationship established between

reason, feeling and the imégination. /Eéternal and external réalify.do
8 '

meet; dreams become facts, presentiment and sentiment prophesy future

events, poetic and factual truth are shown fo be mutually reflective.
However, we know that some feeling, finally, is not rationally released
in Jane E e. Ultimate&y, no single interpﬁetétion of aﬁy image is
possible because of the variety of impressions tﬁat becoﬁe associated
with that image,‘symbol or metaphor. N
St. John, tﬁroughiJane, inviteé death in-khe last lines of the

: ) \

book: "Amen; even so come, Lord Jesus!" (MSS). ?g% book ends on a note
that réminds the réader of Helen Burns' joy in martyrdom. This sense of
a glory in death follows Jane's expression of her marital bliss, and the
announcement of her first born. Birth ié very closely followed by a
reminaer of death; Jane's union with Rochester is closely followed byian
account of St. John's heroic mission and Jane's reaction to it. We sense

that the two worlds have not met, but continue to follow separate

5 : . .t
existences. Only in Jane do:the two worlds meet, and if we trust our

impressions, there is evidence that she herself is not yet whqgleheartedly

a resident of either world. She remains "full-of strange contrasts' (318).



CHAPTER III

WUTHERING HEIGHTS: A LANGUAGE OF UNITY

Like her sister Charlotte, Emily Bronté wrote a book concerned
with concepts and problems which one would normally expect to find
expressed in poetry. The interior life of the self is usually expressed
poetlcally because 1ts experience strains agalnst the demand for factual

truth associated with prose. Actually, the central COHCérn§;ff Wuthering

Heights are found in Emily's poetrynr Why then did she write a‘noyel to
. . ‘\.\

communicate those ideas, beliefs, and emotions that had already been:
effectively expressed in her poetry° ﬁmily was able to invest the inner
life of the self with an authent1c1ty and power unequalled in fiction.
She does thlsilnot in splte of the prose form of her book but because
of it. ’

Emily, agaln like Charlotte, confronts the almost unsolvable
problem of the‘self attemptlng to find a home in a world essentially
:hostile to that self. As in Jane Eyre, the world's misunderstanding and
rejection of this self makes it alternately mad or ghostly. However,
instead of naving the frustration of not being allowed to be expressed

in a language of conflict, Emily uses the tension between opposites

creatlvely in a language of paradox symbol and-allegory. In the process

oL

‘she- uﬁ!fles the little world that the novel presents.

§
V

Wuthering Heights explores the nature of Nature and human nature.

Personality is described in terms of the natural world: Edgar is the

"foliage in the woods," (81) souls are "lightning," "frost"zor."fire"‘(BO),

52
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according to-their natufe. The book confronts the fact that conflipt,ié
inherent in humanity's dual urge to live éuccessfully with the impersonal
forces of Nature, fate and the universe, and also, to’live harmoniously
with themselves and each other. Frequently there is a confrontatioﬁ
between what is known,'or understood, and what is unknown or misunderétood,
in both these worlds. And, as V. S. Pritchett points out, "There is also
a recurrent and disturbing suggestion that_the depths of man's nature are
in some way alién to him . . . Man is both at home and not at home in
,nature.”l The fusing of the alien and the familiar, the impersonai and
the personal, controls the central action within the self and outside of
the self. The'deciéive events in thé book are instigated by Catherine
and Heathcliff. 'E. M. Forster, in his short essay ”Prophecj,"‘claims
'that the whole thematic thr;st of the novel is governed by %hé whims,

. By S . -
embtions, decisions and problems ofvthesevtwo characters. The cosmos of

Wuthering Heights is shattered by their estrangement and 'separation: it

is fused by their reunion. The novel "has no mythology beyond what these

N
two characters provide." €}
: \

Truth in Wuthering'Heights is discovered in parado%. Terry

Eagleton suggests that the crucial difference between Charlot%e's fiction

and Emily's resides in Emily's ability to view reality paradoxiSiiiy.

The difference lies in the paradoxical truth that Wuthering \
'Heights achieves its coherence of vision from an exhaustin&= \
confrontation of contending forces, whereas Charlotte's kind |

of totality depends upon a pragmatic integration of them. '

In Wuthering Heights the self expresses itself in a serie& of oxymoronic

constructions. The juxtaposition of contrary concepts or things,
suspended in the imagination as one, represents a sort- of marriage of

heaven and hell, which is sometimes seen as thé essence of poetry.
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W. B. Yeats believed that "poetry is the result of a quarrel with

ourselves . .. . .”& In A Vision, Yeats outlines how conflict between

opposing forces elevates the artistic consciousness. Conflict is also,

traditionally, necessary for drama. In Wuthering Heights this is

particularly true. ' The imagery and language of the book rely heavily on,

' contrasting andiconflicting views of the elements of reality, the parts

warring within and with the whole. The content of -a ﬁiece of dialogue is
often at war with the tone that the speech %s delivered in. As Rqsalind
Miles says, "Many of Emily Bronté&'s images are built upon the ancient
pfinciple‘of coptraéts; not, in Her case, the gradationé of tone or
subtle shades of meaning, but that of stark opposition."5 Poetry can
excifevthe emotions into accepting the irrétional as though it were
ratiun&l, or make nonsense appear.more seﬁsiblp than Sense¥ An important
aspect of the no&el'slpoetic.nature is‘thaf it communicates‘its esseﬁtial
facts, its most §¥¢ense'emotions, through impression and implication.‘ g
What is not said is eventually mofe important,than,whét is. '"Unlike the

fuller and more explanatory plots of Victorian novels," ##ites Rosalind -

' Miles in her essay, "A Baby God,”"”the.actibn of Wuthering Heights depeads-

on the unspoken.”6 The‘paradoXical; impressionistic effecf of the novel
is largely due to the narrative sfyle. Two observers, two-spiés,'a
servant and a tenant of‘Thrushcross Grange, tell.the story. Iroﬁiéallj,
keeping_thé e&ents’of the novei fi;mly in the perspective of a relativeli
detached third party, focuses tﬁe reader's attention ﬁpon the déeply |
personal, en%irely subjective feelings Qf the main characters. According

o
to Barbara Hardy, "Emily Bronté&'s narrative device of reticence and

S
~- - ¥

implication pérmitS\the feelings to appear before the observer, without

moral or psychological analysis.”7 There is litsle explanatory dialogue
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or descriptive language in the book. Catherine dges not explain why she
has betrayed herself and Heathcliff when helacpuses_her of deception.
Heathcliff does notvtry either to justify or to rationalize his own
actions. In‘fact, rarely does Nelly, thé most‘analytical of allbofAthe
characters, explain why‘éhe thinks, says, or behaves’' in the way that she
does. The implication is that feelings and actions are more important.
There is not enough time or space in the novel to devote to a close
scrutiny of why what 1is exists .or behaves as it does: it 31mply is.. But
perhaps for Emlly such expostulation, justification and analygls are
irrelevant. The characters and events of the novel generate their own
power, the energy of being who and what they are, and this ﬁeeds ng
apélogy or excuse. When the self does express itselfvif'is‘less an
explanation than an affirmation of that self. Even wheﬁ\Heafhcliff
offers an explanation for his sfrange behaviour near the end of the novel,
it-is_léés an effor% to éxplain himself\fhan to expréés himself and
temporarily end His self-imposed isolaﬁion. .The language of this kind of
self—gxpressioq%is péetic-rather than factual. When Catherine attempts
to feveal herself, she doés not tell us about herself, she does not
+ deseribe heféélf ﬁhroggh faﬁts whicﬁ seek to inform. Rather, she shares
herseif,through ianggaée that gives the reader,las Catherine says, "a
. feeling of how I feel" (79). If the reader expects factsvfheﬁ hé:will be
diséppointed. But fru{h'ié conveyed thréugh the way in which the
language affects us. With the lines, |
> . |
"I've dreamt in my life dreams that have stayed with me ever
after, and- changed my ideas; they've gone through and through

‘me, like wine through water, and altered the colour of my mind"
(79) = N

we’are'dreamiﬁg. The music of the language, the repetition of sounds and
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words,vphe ordered syntax changes too 'the coléup of [our] mind[s]." Yet
if we accept the words only lit;rally, only factuaily, we are left not
understaﬁding. Thi; is one of the priméry‘conflicts of the book. The
conflict befween opposites exists atvabvériety of ievels in the.stofy,
but is mast cleab;y expressed as a struggle for supremacy bet;een opposing'
sensibilities. |

The poetic expression of internal reality, the truths abQut-the
. éelf; makes sense only when ;qceptéd poetically. When the self is
‘ éxpreésed to a mind that cannot or willlnot éccept this information
:ﬁoeficall;, that i3, thfough fhe a&enue of the imagiéation, poetry's
" source ‘and home, then there is misunderstanding and finally conflict.
This is true of the gelationship between Nelly and Catherine in wpthefing .
Heights. Tpe e#change Betweeh Catherine and Nelly in the nihth chapter
illustrates perfectly the active imagination of Catherine and thg passive
or répressed imagination of Nelly'asishe refuses to '"make any s;nse" of
Catherine's 'mnonsense" (82), her séhse of herself. Unlike(Jane, who
"[has] no wish to talk nonsenée" (iE, 139), Catherine finds that to falk.
"nonseﬁse," i% Nelly's.terms, is the only wéy she can express.herself.
The conflict is not within Catherine, as it is primarily witﬁin Jane; it
is between herself and Nelly. It is also between what the two |
personalities represent, thelpqetié, passionate sensibility and ;he
practical, common-sense sensibility. Catherine attempts to tell Nelly
"[her} secrét," the sécret of who she is (805. ‘It is a secret whiéh

Nelly, who is usually nosy, is both reluctant to hear and unwilling to

keep. . ‘ C ‘ '
"Nedly, will you keep a secret for me?" she pursued, kneeling
down by me, and lifting her winsome eyes to my face with that
sort of look which turns off bad temper, even when one has all
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the right in the world to indulge it.
"Is it worth keeping?" I inquired less sulkily,
"Yes, and it worries me, and I must let it out!" (77)

Catherine then proceeds toﬁtell Nelly that ﬁdgar Linton has proposed td
‘her,. However, her intention to marry Edgar is not the secret which she
wan%ed to tell. Her.ﬂiecret" is the mystery of who she,is. But Nelly
does not want to know Catherine as inti@ately as Catherine wants to be
known. Catherine does, indeed, exist ig{a "frightful isoiation" (153);
She‘and Nelly continue to irritate eqch other as the talk
progresses and the essential incompatibility of thelr natures becomes

increasinglx.apparent to the reader. One gets the impression that they

require a translator to alter .the language of one into the language of

the other.  Each believes that the other is continually missing the point.

Catherine requires the symbolism, the irrational logic of the unconscious
lin dreams to describe the truth of who she is and what she needs.
Forbidden by Nelly to use dreams as a frame of reference? her self-
éxpression is limifed to consgiousness and the restrictions of Nélly’s
éensibility. ngcausé she is forced to communicate in a form alien to the

experience she wants to describe, Catherine finds release in metaphor and
. ‘ ) ,
paradox. .

"This is for the sake of one who comprehends in his person my
feelings ito Edgar and myself. I cannot express it; but surely
you and eévery body have a notion that there is, or should be,
an existence of yours beyond you. What were the use of my
creation if I were entirely contained here? My great miseries
in this world have been Heathcliff's miseries, and I watched
and felt each from the beginning; my great thought in living is
himself. If all else perished, and he remained, I should still
continue to be; and, if all else remained, and he were
annihilated, the Universe would turn to a mighty stranger. I
should not seem a part of it. My love for Linton is like the
foliage in the woods. Time will change it, I'm well aware, as ~
winter changes the trees--my love for Heathcliff resembles the
eternal rocks beneath--a source of little visible delight, but’
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necessary. Nelly, I am Heathcliff--he's always, always in my
mind--not as a pleasure, any more than I am always a pleasure |,
to myself--but, as my own being--so, don't talk of our
separdtion again--it is impracticable; and--"

She paused, and hid her face in the folds of my gown; but
I jerked it forcibly away. I was. out of patience with her
folly. (81-82) ‘
Catherine expresses the inexpressible. Literally and logically she is
not Heathcliff. 'Neither can Heathcliff literallyﬂcomprehend in his being
Catherine's feelings for Edgar and herself. There can.not be an existence’

"beyond you" that is "yours." Poetically and spiritually there can.

That somethlng ‘can be itself and yet somethlng else,”or more than itself,

sxﬁultaneously, makes sense only within the context of a poetic sensibility.

Catherine uses the language of paradox and simile to simulate in~Nelly's
imagination her experience of herself. She uses language -as fhough she
shared Wordsworth's conviction that emotion is more important fhan its
formal release; whether this releaSe‘fakes the form‘of action or“wordsf
"the feeling tharein developed gives importanée to the action and
situation, and'not the action and situation to the feeiing."& Feeling
detarﬁines form and gives it meaning.

. What Catherine attempts to do does not work. Even withaut
referring directly to the ﬁnconsc&ous and its dream imagery, she has
appealed to the imagination with its specific kind of sense. helly is
frlghtened of the power of the 1mag1natlon; 1ts peculiar loglc and )
experléﬁce. - She links it 'superstitiously with fantasy, anarchy and
madness. Truth does not exprass itself to her in dreams, or in dream
language; as it does to Catharine; and if it aid, it is a kind Qf "truth'
she wants nothing to do with. Like Lbckﬁood's experience with the

nightmare, Nelly is'alternately horrified or simply irritated by anything

1

v
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not directly fulfilling thewconditions of common sense.’ Catherine's need for
a confidante compels her to find language for that which it is difficult to
find language for. Similarly, Heathcliff confides in Nelly at the end of
the book when he nears his crisis of choice, or perhaps more correctly
non—cnoice, and demands that she not repeat what she has heard. "But

you'll not talk of what I tell YOu,7and my mind is so eternélly secluded

in itself, it is temptlng, at last, to turn it.

a.andther' (323).

i "'A.A‘»s,
F,

confidence to Lockwood;'and Logkwood tells Q;.T Nelﬂkieontinnally exposes
secrets, she makes the'prfnate public, jnst es she demands that poetry ﬂe
put into prose.

Metaphor and paradox expose the trutn about thejself.l Perhaps
the central penadox of the book which best represents the frustrated union .
between opposites isfexpfessed‘by Heethcldff in the scene before
_Catherine's death: "I love my murderer--but yours! How can I?" (160).
The itslicized‘"my" and "yours":make the contradiction obvious. . The

murderer of both Heathcllff and Catherine is the same person: Catherine.

Y

Thls essentlally represents the dllemma that they find themselves in. If
they are to llve phy81cally ‘and socially, they must live in the world.
The world's standards and expectations are represented by Thrushcross .

Grange, Edgar Linton and Nelly. Similarly, unless they are to live

o~

totally within themselves, they must express, at some point, who they are
and what life is like for them. The attempt to live in the world

according to its demands breaks first Catherine, and then Heathcliff.

v -

The normal ordinary confines of language cannot' contain the expression of

U
ey

el
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who they are. Catherine's need to marry Edgar is similar to her need tév
confide in Nelly; and this need strains the accepted perimeters of °
language. In a sense language‘breaks in the use of paradox. The
conventional meaningvof wordé is strained by the necessity to express the
inexpressibie. Ultimately, Catherine and Heathcllff ex}ress themselves
and then unconsciously, commit suicide. Their self-destruction is the
result of their need for self-expression. Tﬁus the coﬁcept of paradox.

A Y

itself becomes an image for the $elf in Wuthering Heights. The meeting

of contrary concepts in language represents, on a different level, the

-

meeting‘of contrary existences. When placed‘fogether the opposites

des v the separate meaninglof each to form a greater truth. Heathcliff
de - -ove by murder. . The two meanings, in a seﬁse; die iﬁ.the union;
but,togethep fofm a gfgater coﬁcept‘of bdth love and murder; VThe sdurgef
of life for Heathcliff becomes fhe rgasoﬁ for death. Similarly, for

" Catherine, the expression of her love fequires her death. The |
conseéuences éf their union are dramatised‘in their last embrace before

Catherine's death.

An instant they held asunder and then how they met I hardly
saw, but Catherine made a spring, and he caught her, and they
were locked in an embrace from which I thought my mistress
would never be released alive. In fact, to my eyes, she seemed
directly insensible. (160) o

The union of life and death infuses the novel, making the image of the

grave the central iﬁage of the novel.

. . . The grave, in [Emily's] wérk, stands too for the paradox

of life in death among the mourners beside it, for the strength

of the spirit after death, for the walking ghost the memory

that is the ghost, so strong that it lives on, and for the dead,

who, Banquo-like, refuse to keep their graves or take eternal )

rest--as against the livipg death of being confined, constrained,
- tormented. ' ' s
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Heathcliff is consumed by a need for ggvenge until Catherine's ghost
_upstages the ghostly presences of Hindley's criﬁe and_his’rejection by
her. Heathcliff does not have to seek the.empty sHape of his life,
'Cathefine's corpse, after Catheriﬁe(s unseen spirit reaésures him of hef
continued spiritual existence (289-90). It is as if the form he

frantically scrambles after has less life thap, the ghost he cannot yet
. N - '

see. For Catherine, this life in death becomes more real; more desirable,

than her previous existence which had been a death in life.

"And," added she, musingly,‘”the thing that irks me most is
this shattered prison, after all. I'm tired, tired of being
enclosed here. I'm wearying to escape into that glorious world,

" and to be always there; not seeing it dimly through tears; and
yearning for it through the walls of an aching" heart; but .
really with it, and in it. .Nelly, you think you are better and
more fortunate than-I; in full health and strength--you are
sorry for me--very soon that will be altered. I shall ‘be sorry
for you. I shall be incomparably beyond and above you all. I
wonder he won't be near'me!" (160)

XY

Heathcliff too muSt_yearnifof something he sees "dimly." For him also,
, the body becomes a prison. He is walled in by a broken heart and prevented

from living by his "health and strength."

"So much the wofse for me that I am strong. Do I want to live?
What kind of living will it be when you--oh God! would you like
_to live with your goul in the grave?" (161)

. . 10 .
Here is De Quincy's "llterature of power" " working. We are moved to

abprehend the foolish, the nonsensical, the melodramatic and contradictory

v

as th@ugh they'had more reality and substance, more meaning, than the
reasonable approéch to the'wofld., We know what_HeatHéliff means, just as

we also know whaf Nelly means when she declares she does not know

4
.,.‘.

Heathcliff. We know them both very well. )ﬁmliiﬁBronte makes the. paradox

of Heathcliff and Catherine's existence reflect the paradoxical position

£ ' %
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of the reader, who finds within himself a powerful sympathy for that - ,

\
whlch he does not understand ratlonally, while 51multaneously agreelng

‘W1th Nelly's judgement that Heathcllff is not a member of "[our] own
spec1es" (160).  The reader finds himseif in the same state of confllct'

§ . §

that is the major thematic concern of the novel. We too stand off in
W :
"great perplex1ty" (161) ' o : \

\

Just as paradoX expresses the trutP about Catherine and

Heathcliffls relatlonshlp, so simile reveals Fhe truth about Heathcliff's
. ' . J . \ l » . ‘
relationship with the rest of humanity: - \

He flung hlmself into the nearest, seat, and on my approaching
‘hurriedly to ascertain if she had falnted,\he gnashed at me,
and. foamed llke a mad dog, and gathered heri to him with greedy
jedlousy. I -did not feel .as if I‘were in tne company of a :
creature of my “own spec1es, it app?ared thau he would not
understand, though I spoke to hlm,*so, I stood off, and held

my tongue, in} great perplex1ty,\\(169i61) \

i . i .

. . . B N X :
Ironically, what is presented here as metaphorlc is almost literally true.
‘fHeathcllff does not "understand" Nelly s language; and 1n thls sense they
! \ ‘e \L

are not members of the same spec1es Agaln, poetic expression exposes a
\ PSS .

T

I\ .
grnater and deeper tr) th than prose aLong,ls able tod Here the metaphor

i ‘\

demonstr&tes that the dlfference between Nelly and Heathcllff is not’
31mply a dlfference’o personallty, but of being. x
Virginia Woolf claims that Emiiy Bront¥& was a greater .poet than

-

Charlotte because she gttempted to heal a more ruthléss set of
contradictions, and did not confine herself to an expression ofvher‘own

private experience.

=,
)
» 3

Wuthering Heights [is a more dlfflcult boék to understand thanix :
Jane Eyre because Emily was a greater poet than Charlotte . . .- '
Emily was 1nsp1red}by some more general conception. The

impulse which urged her to create was not her own suffering or
her own lnvurle: She - looked out upoﬁ a world cleft into

l - : / o v o




63

}

glgantlc disorder and felt within her the power o unite 1L in
a book.1

1

{
. The story is an allegory of a universe fragmented at every le 1.
i

Ex1stence is fractured w1th1n the 1nd1v1dual between people, and w1th1n
the,sog}al and natural world of the novel. If it is an allegory, it is a

/Shakespearean allegory where characters dramatise, rather than personify,

. RO ey
the truth about;themselves. In a Shakespearean allegory the characters

/

and events of the drama.are symbollc rather than strlctly allegorlcal

N

The personalltl s in Wuthering Helghts have symbollc 51gn1f1cance for

"gach other. Th y are described in absolute terms as .though they represent
more thdn what they are. On several occasions, Heathcliff is referred to
"% - as "'the devil" (334) or "a devilh (136) by himself and others. He calls

Catherine Earnshaw "Her" or "that sleeper” (289) and he is "He" or "Him"

(160) for éatherlne. Nelly is ' called ”[the] hldden enemy." 'Heayen and

i

Hell are relatlve terms and are also v1ewed as absolutes They are

relatlve beoause they are det srmined by the sen51blllty of the individual

character; "and ‘absolute because they are not relatlve for&that individual.

R

. ) ‘ . : " . . . . . ':’ .A“_ . L . .
Catherlne Earnshaw's heaven is always her heaven, just“as Heathcliff is
P o . _ )
eternally the completlon of herself. = Not only is the‘world‘a‘divided

plac%z but w1th1n the framework of Emlly s cosmos _heaven is not a place

where the lelSlonS betWeen men are healed Heaven, like home, is

i’ o
< i.)‘

deflned as the env%ponment.where one ;s:most oneself 5 It emphasises-the
ley-j§\m . ‘ .
‘heﬁ than ellmlnatlng them. The universe is a

'ples of . frequently opp051ng perspectlves. Even-

kS

puzzle broken 1nt'

~between those of llke pq?ébnallfles there are barrlers of -pride and’ _
‘e T 1;

"’ —_

conventlon whlch allenate klndred for example, between Edgar and Isabella

i
o

apid Catherlne and Heathcllff These'are the’fragments that Emlly»Pronte

! '. T B
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attempts to unite into a unified vision where all the conditions governing
existence are satisfied.
The setting of the story also has symbolic 'significance in

relation to humanvegperience. The moors between the Grange and the

Heights are a kind of twilight zone between two antithetical characters -
and their respecfiVe en%dybnments . They are & place of pOSSlblllty, of -

chance meetyngﬁjbetweih the two spheres of ex1stence. The moors are a

.,-’

realm of freedaﬁ where 01v1llzatlon is Superfluous'and courage and w1ll
essentlal. Thb@r plnnacle ;s WUihérlng Helé%%s the helght, or hlghest\

, -

polnt, of*the monrs The ghost chnlﬂ Catherine 1sulost on the moors,

unable to come home untll Heathcllff facgl;tates her entrance into the
‘J

1nterlor world of the Heights w1th hls own death The place, Wutherlngjw

‘Helghts, and the: person,,Heathcllff are 1mages for each other._ Thef’

L “ o

: tlnternal world of the self and the external world of nature meet and

unite in the deaths of Catherlne and Heathcllff " They become one with

" the enVironment which defines and expresses them.- Like.the 'moors,

. i
]

windows are openings‘between WOrlds in the book" Slgnlflcantly, the.

w1ndow is open when' Heathcllff is found dead, and the corpse 1s washed
/ "
with ithe rain COangsln from out31de. Before Catherine dies she forces
the windoonf'her bedroom open’to“gaze out onto the moors; She opens It
C . :
. By

‘in preparatlon for her splrlt to depart and roam the moors When, as a

. ghost Chlld -she attempts to enter Wutherlng Helghts durlng Lockwood's

- ¢

nlghtmare, she tries to come in through the w1ndow , He blocks the w1ndaw
/ "‘b"

with books ‘the symbols of educatlon respectablllty and sodial acceptance.‘

w

She struggles agalnst the barrler and Lockwood becomes cruel Nelly had

sought to suppress a revelatlon of ‘Catherine's soul flrst by pleadlng
superstltlous anger generated by hen conventlonal opommon sense, and
G Fe ol B
LI o ‘_‘“ R . N 3_9 L ‘ -,:0., . :

.t
Rar ATy
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later during Cathefine's madness, she suppresses her with cruelty. Nelly

closes windows: "I hasped the window" (335). The moors, and windows,
divide the two places tnat represent life or death, a home for some, or a-
kind of purgatory for others. Catherine:and her daughte: attempt,to make .
goth dwelleng placee home, bu_.Jnly the youngerﬂCafhy s ter 7 The‘ :
£

servant EllenlDean moves between the worlds and acts as a disruptive and,
Qccasionally; as a conciliatory force,.in both. The world of the Grange
and the Heights is a cosmos populated Qith eharaeters that dramatise the
human condition of self-estrangement and>the estrangement befpeén~sei§es
and nature.

*Heathcliff's humanity is constantly in questien. He is most
frequently described in non-human terms. He is a place, a, state of4mind,
a way of'being. He represents a condition in é%n, but is an nimself
seen to be' a man. His hnmanity is afse a relafive condition,'dependent

upon théﬂindividual'perspective of each éharacter. Certainly he is not a

o
'

normal person. He cannot be appealed to on the grounds of sympathy and
"“"common humanlty" (148) In the sense that he is 1nhuman he is- also "
inhumane. As Catherine riéhtly . 3serts to Isabelia, for her, Heathcliff

1

would not be a "man." It is only, to please Catherine that Heathcliff

17

/
e

consents to be humane at all, and is thus, for her,,human. For everyone

else in the bcok he represents somethlng allen or bestial and is

consequently inhdmane to those for whom he is inhuman. .,

_ Y ‘° ! i . .
"Nelly help me to convince her of her madness. Tell her what
Heathcliff is‘-an unreclaimed creature, without refinement--

w;fhout cultivation; an arid wilderness of furze and whlnstone C |
(102) ' ' '

!
f

/ Yet Heathcliff is also very human, as;human as Othello, Iago,

. . - * .
Hamlet or Macbeth. He expresses something known and understood as human.

i .
| -~ - ¢«

st
; @
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Furthermore, his need for revenge, justification and self-expression
attests to his humanity: '"Well, Hareton's aspect was the ghost of my

immortal loye, of my wild endeavours to hold my right, my degradetion, my
, v | )
pride, my happiness, and my anguish" (324). Like a,Shakespearean villain

or hero, Heathcliff is simultaneously more and less than human as well as

expressing through his existence a recognisable human experience. He
;

dramatises the paradoxical nature-of-humanity's inhumanity to itself.* He

).
.“\e,mad or unbalanced without the humanlzing influence of Catherine——just

{;ﬁm_gglherine becomes unstable when access to the other side of hers lf/ .

-
e

Hed c;&Tf 1o,den1ed her. And Heathcliff has an "existence beyond
[himself]" (82). He yearns fer the fulfilment that union with his other
self weuld'previde. In.a sense,«ueatncliff and Catherine could effect an
incarnation»tﬁreugh their‘union, but Catherine prevents it. By marryingb
Edger, Catherine~indirectly,kills herself end Heathcliff. Heathecliff and
Cathenine‘s meaning for each other ie dependent upon tneir marfiage.,\

Tneir marriage eannet be platonic and unsocial uhile they remain flesh

and blood. This is Catherine's miétake, her "wrong" (lél), from

Heathcliff's“perspective. When she denies their sexual, social and
4

temppral union, she denies them both fulfilment as sp1r1t§ made flesh

" She is guilty of relegating Heathcliff to a. completely symbolic, elemental
existence as ''the eternal rocks below" (81). In fact,’ Catherine falls
into the tnap that many critics have, that of seeing Heathcliff as only g
repreéentative, a symbol of natural forces, with no real independent,
autonomous life of his own.. Heathcliff is fully hunén, of‘rather, he is .
capable of being fully hunan, because he is an incernation,ia fusion of \
idea and form, or flesh and spiritﬁv He demonstrates nis phyeigel realitv

forcefully in the scene before Catherine's death.  Some critics have
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claimed that their relationship is completely asexual. It is difficult

to imagine such passion between a man and a woman,.expressing itself as
physically as it does in this scene, mithout it béing at least peripheraliy
sexual. The exchange between the couple here convinces the reader that
they are trying, desperately, frantically, to:impress their physical
presenices upon each other, as though this has been the one'thing that has
been denied them, and the one aspect of their relationship which has heen

ignored. ’They seem to be tearing each other apart, not in combat, or not

. only in combat, but also in an effort to establish contact aftér a long
period of deprivation from anything but soc1al and friendly ties, and in

the face of a long period of depfivation which they know to be ahead of

v them

R A movement of Catherine's relieved me a little presently:
“she put up her hand to clasp his neck, and bring her cheek to
his, as he held her: while he, in return, cover[ed] her with

frantic caresses . . . . (161) -~ , _ .
' % , '
Because of Catherine's denial of reality, her union with

-

Heathgdiff can be achieved only after their individual incarnations, as
spirits dwelling in bodies, have been dissolved 'in death. This is why

Catherine ultimately finds her body to be a prison, something which denies.

her self- fulfilment Life means death for Catherine and death means life.

P

\

4 fﬁe normal understanding of.w?rds and their meanings is reversed. In the’
Jﬁg?brrifyiné scene folloniné thé%decisire qnarrel’between Edéar and |
Heathcliff, Catherine s self—zmpo%;d 1solation~becomes her own self-
estrangement from the phySicaa and 5001al wodia ﬁgpresented by her

.

'marriage to Edgar. She no longgr wantg Edgar and bEComes haunted by .

f -
herself. She does not like what she has become as a consequence of -her
ATy 8 .

o

marriage. The gigantic sch1201d disorder,of the world. is presented in

- : ¢ ’ 1



Catherine's madness, self-estrangement, and abstinence from food and

social intercourse. Catherine does not recognise her own reflection:

[y

"There's nobody here!" I insisted. "It was yourself, Mrs.
Linton; you knew it a while sirce."

"Myself " she gasped, "and the clock is strlklng twelve!
~It's true, then; that's dreadful!" (124) -

/

Sooe Catheriné will literaliy be, and have,’no body. This‘scene.
foreshadows the time when Heathcliff will be haunted by his other self ~
and will see her image mirrored everywhere around him, and in.his own
features. \

" Together, HeathEliff and Catherine‘drahatise how the frﬁsfra;ion
of desire becomes the frustration, or negation, of self. The deeire .

outwards, to fuse with otherness, a yearning which can only be described-

and understood poetically, becomes the essence  of self in Wuthering

"

Heights.:
The truth that the characters enact about themselves refleig;

the truth about the human condition. The personalities of the novel“é;

brepresent and - centaln lelSlve and unifying forces that ex1st both within
.the 1nd1v1dual and w1th1n society. Nelly is the fopce that seeks to keep
things safe. She admonishes the‘younger Eﬁthy to avoid going tee‘far'gg
the moors, the place of danger, riskrand faée.: Whee Nelly acts as
mistrees and'not as servant, she‘is a tyrannicai life—destroying presence:
"'To hear you, peopﬁe might think XQE were t%e mistress!' [Catherine]
cried. 'You want setting down ie yeur.fféper Place!'" (lll). But her

,hlart is won by the love between Cathy and Hareton, and in this union,

"Nelly represents a healing,‘mediating power:1

T : .
[ LRI

"You see, Mr. Lockwood, it was easy enough tbfwin Ars.,
Heathcliff's heart; but now, I'm glad you did not try--the
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crown of all my wishes will be the union of those two; I shall
efivy, no one on their wedding-day--there won't be a happier
woman than myself in England!" (316) :

Time, chance, plaee, circumstance, nature and social class; all that
affeﬂts or controls man, and which is forever indifferent to him, ylelds
. to the power of a fearless love. The younger Cathy accompllshes what her

mother could not, She offers Hareton back his self-esteem by asking his
. A .
: Y

forgiveness and by enabling him to become\socially adequate. Her
| . :

sacrificial approach to Hareton achieved what Heathcliff's enormous pride

and strength of will could not. At the nd\ of the book Heathcliff and
i

Catherine exist outside the world and outside of the body: they. are more
& ’ ' ’

effectLvely symbollc than human Haretonland Catherine craft the

1ncarnatlon of themselves and of&the world th ough thelr uplon.f‘ngether
: R

Cathy persuades Hareton to plant gardens arqund'the Heights and to

9

cultiyate.and control himself through educat on.and self-respeéct. And
. witnal,‘they are still freé 'Rusticity co—ei&s s with civilization,
manual labour uith education. 'The‘union of se ity and freedon initiates !
growth within theﬁself and the world. Heathcliff and Catherine's marriage
had the potential to tnwart‘the-iife;denying in s ences of fate, society«

and human inhumanity--the "misery, and degradatiom, and deatly; and [all]
. - 3 . . . - .
that God or Satan could inflict," which Heathcliff -identified as being

"unable<to part them (lél). ‘For Hareton and Cathy ‘this power 'is a reality.

i
\

"They are afraid of nothing," I grumbled\ watching their
approach through the window. "Together they uld brave Satan
and all his legions." (337) V _ A

o . . K \ _
it

”fCatherlne s desire for temporal and social fulfllme is attained by her

" nephew and her daughter The two are klndred llter lly as well as -
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splrltually, whlch was not true of Heathcllff and Catherine. Their

v L ! ,-".

iy
literal phy31cal and social union 1n1t1ates the "change" (324) that

facilitates Catherine and Heathcliff's spiritual union. Hareton and
Cathy's marriage fulfils the deepest desires of both Nelly ggg_Catherine
Earnshaw. In thisaunion, Cafherine could ask Nelly "is. it righth and
Nelly can both gnderstaﬁd and respond: "it is." IWhen Hareton and éathy
wander betweep'Thrushéroee Grange and Wuthering Heighfs they are not
trespassing upon private e;operty; all parts and éettings of t%e world
are home'for fhem. Their union is the healing of the little cosmos that

/ ”
Emily Brofité has set up in WUtherlng Helghts Above and below the moors,

all are at peace and in heaven The novel can be seen as allegorlcal

~

because every aspect of the story has 51gn1f1cance beyond its-immediate

purpose. Allegory in Wuthering Helghts ls‘a kind of inner symbolic.

structure. It‘stresses the uniquely humen capacity to find or create the
symbolic nature of reality hidden‘at the centre of things. Nelly, the
narrator and spy,'hae discovered and exposed the secrets of human existencej
The narrative style of the novel grounds it in a paradox1cal
 structure. By juxtap051ng the 1nternal'exper1ence of self and its lawq
Qith the external world and its social and moral laws,;Emily Bronte sets
the action of the story within a fension bet@%éﬁ conflicting interests.
She successfully conta}ns‘human experience, exéressed in poetfy, within-
the external worla of facts.u The book is so carefully controlled that
the conflict becomes the premise for‘the drama. It is uséd creatively
through the frame of a paradoxicel‘view of reality. .Thus the paéSionate.
love and hate of Catherine and Heathcliff, their anguish, despaif and:

(]

madness occur in the context of the rustlc1ty and practlcallty of the

farm, Wuthering.Helghts. Catherlne and Heathcllff 1nfgrm the reader ‘about
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who they are; fhey attempt to express "the lightning" of their souls (80),
through Nelly's prosaic wo?ld view. - Both the.spatial setting of Wuthering
Heights within the story, and the narrative setting, Nelly's recounting

of the story, become home, the place for the expression-of'thg pogtic

>sensibility. In Wuthering Heights, poetic E€xperience is most itself,

ﬁ;St clearly expressed through prose.” Wuthering Heights is Catherine's
héaven. It is the place where shefcan be most freely herself. She would
not have the pathetic, vifél, terrifyihg personalify that she has for fhe
reader without the interposing filtertof Nelly's consciousmess. Without
Nelly, Catherine would appear simply mad, or theatrical.~ Ironically,
throﬁgh Nelly"s limited vision, Cathefine's passion appears sane and ~
intensely alive. Without Edgar and Léckwood to act as f@ils for Heathcliff
and Hareton, they would simply appear brutal and, particularly in the

" case of Heathcliff, unreal. Their contrasting personalities make Hareton
and Heathcliff:appear ;trong and courageously independent as well as

Brutal and abﬁormally a%%i—social{' And especially when-compared w}th
‘Loé%yood, they come acréss‘as strangely unartificial. Without'Lockwoqd, -
the stranger, "and Nelly, who is a_kind‘of*spiritUal stranger at Wuthering
Heightsb got‘only would we literally not have the story (the two compriéing
the nafra??fﬂgnéﬂthe audience), but we would not have thé,poetry-prose“‘
balance which, in Virginia Woolf's terms, "fuses the fragménts of
disparate;realifies;"12~ Emily's choice of form embodies her theme
-perfecfly.';Poetic truth éssumes the force and credibility of prése. The
expectatiénsvwith whiéh the reader apprbaches prose are fulfilled by the’
poetic‘sensé of thg novel,

| | Perhaps the major.parado§ of the novel is this reversal of how

reality is pepceived. The greatest humanify remains with the almosf__
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completely symbolic hero and heroine. Symbol seems more real than fact:
the ghosts contain more 'life' than those remainlng alive The reader

aels that the "steady, reasonable kind of body" (61) distorts reality

".’ W
' %.,
more than the passionate, wilful spirits of Catherine and Heathcliff. At

times, they are more "steady" and "reaSonable" than Nelly.

The light flashed on his features, as I spoke. Oh, Mr.
Lockwood, I cannot express what a terrible start I got, bv the
momentary view! Those deep black eyes! That smile, and

.- ghastly paleness! It appeared to me, not Mr. Heathcliff but .
¥ a goblin; and, in my terror, I let the candle bend towards the
wall, and it left me in darkness

"Yes, close it," he replied, in his familiar voice.

"There, that is pure awkwardness! ) Why did you hold the candle
horizontally? Be qulck, and bring another."
. I hurried out in a foolish state ofdread . . .. . (329)

Nelly is terrified of what she does not understand. Significantly, she
is "left in darkness" by her own fearful reaction to Heathcliff'
approaching self-fulfilment. Again, she is too close to the dreamlike
‘ consciousness where Catherine and Heathcliff are most themsel;es, and
‘feels terrified oi a reality where the rules she uses to govern existence
do not apply. Fnrthermore, at this point in the book the dream-world is
dominating theﬁlife at the Heights It has become more . rezl than the
reality that Nelly inhabits, and it affects her so strongly that she has
’ troublelremainjhé rational. She starts tordrift‘into the w. .d of
" imagination. Nelly reflects-upon her irrational feeling that Heathcliff
has' come from another world and entersda‘kind of trance state, where she,
like Catherine, prophesies the fnture: "And I began, half dregming, to
weary myself'with imaging some fit parentage for .him . . . . That came
true," but, she continues, "Dawn restored ne to common serise" (330). The
poetic sens1bility With which Nelly has Beef conflict throughout the

~

) book rapidly dominates the Heights. Cather}ﬁe comes home. The poetic
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imagination assumes the ascendancy. Charles Morgan maintains that it is

in this meeting of two worlds that the novel is most like Emily's poetry:

For whoever wrote the poems wrote Wuthering Heights, the same
unreality of this world, the same greater reality of another
the poems and the novel are twins of a unique imagination.

The people who inhabitl”this world" are woefully inadequate inadealing
with the other. Nélly, in effect, becomes Catherine's mistress béfore

} 2r death. Nelly manages her and opprésses her. But Catherine had
declared that .she would be '"beyond and above" Nelly after death, that she
would be ﬁéorry for [ﬁer]” (160). As Nelly approaches tﬁis'otﬁer world
near the end of the book we r;Qlize why Catheriné'wéuld be sérry for her.
Nelly has no adequate way of deal@ﬁg with the world where Cafherine it at
pome.' When the yoﬁld'that Céthefine inh@?its assumes a ''greater reality"

Nelly>is incapable of rationally dealing with this reality.

The prose of Wuthering Heights is poetic, but not in the same
way that Jane Eyre's is. The text is not full of passages heavy with
figurative "language, syntactic inversion and persdﬁifiéétion.lqRather,,

the language of Wuthering Heights is poetic for other réésons. 'Margaret

Willy, in her book, A Critical Commentary On Emily Brontd's: "Wuthering

‘Heights," explains,

To say that a novel is 'lyrical' or 'poetic'--as many critics
have called Wuthering Heights--does”not mean that we should
expect to find in it passages of long and elaborately 'fine'

" descriptive writing. Rather the reverse. The true poet uses
words with the strictest economy and precision in order to gain
its effects. Emily Bronté was a poet--the|author of some half-
dozen of the most magnificent mystical poe%s in the language;
.and in her one novel she wrote prose with é'pogt's fastidious
skill. 1% ' ~ .% '

In her book, Willy offgrs numerous exampl;s of Emily's use of repetition,

§

~ o KN TN

assonance and alliteration. Emily 'paints' her scenes with colour.and
’ ) - e A . e



texture, delineating them with a careful attention to detail. We are

given the portrait of a landscape and a dwelling place in the following

‘passage:

1

: |

: Wuthering Heights is.‘the name of ‘Mr. Heatycliff's dwelling,
"Wuthering" being a signifficant provincial adjective,
descriptive of the atmospheric tumult to which its station is
exposed in stormy weather. Pure, bracing ventilation they must
have up there, at all times, indeed: one may guess the power of
the north wind, blowing over the edge, by the excessive slant of
a few, stunted firs at the end of the house; and by a range of
gaunt thorns all stretching their limbs one way, as if craving
,alms of the sun. Happily,. the architect had foresight to build
it strong: the narrow windows are deé€ply set in thé wall, and
‘the corners defended with large jutting stones. (2) '

Willy draws our attention to Emily's precise selection of words and their
appropriateness to the feeling she wants to evoke in the reader as well

, a o ) .
as the picture she wishes to conjure up:

Notice how effective are the adjectives there--'stunted' firs,
'gaunt' thorns--in conveying the force of the north wind blowing

-;around the house; the pictorial aptness of the image of the

“trees seen as beggars 'craving ‘alms of the sun'; the strength

- of the verb 'defended', and the adjective 'jutting', to 1
communicate the feeling of the house besieged by the elements.

The repetition of "s" sounds in "guess," "excessive," "slant," "stunted"
and‘"stretching," suggesting the sound of the wind '"blowing," verges on

onomatopoeia. We have a'picture of a fortress, buttressed against the

o

hostile world, with "yretched inmates" truly '"[deserving] perpetual ..

isolation from [thein] sﬁeci%F . . ." (7). And, of course, sometimes
» . o T o 4 .
landscapes are poftraiﬁs of people." In particular, the passage where

Cathy describes her version, and‘theh Linton's, of a perfect place to be,

is almost pure poetry (ekamples'of assonance and alliteration have been

underlined):



75

He said the pleasantest manner of spending a hot July day was
lying from morning till evening on a bank of heath in the
middle of of the 1 moors, - with the bees humming dreamily about among

the bloom, and “the larks 81ng1ng high up overhead, and the blue -
sky and bright sun shining steadiiz and cloudlessly. That Was <
his most perfect idea of heaven's happiness—-mine was rocking

in a rustling green tree, with a west wind blow1ng, and bright,
white clouds flitting rapid_z_above, and not only larks, “but ,
throstles, and blackbirds, and linnets, and cuckoos pouring out
music on every side, and the moors seen at a dlstance, broken
into cool dusky dells; but close by, great swells of long grass
undulating in waves to the breeze; and woods and sounding water,
and the whole world awake and “wild with jo joy. He wanted all to
lie in an ecstasy of peace, I wanted all to sparkle, and. dance

in a glonious jubilee (2u8)

1 o u .
~ As ip Jane Ezre'the movemert-words, the verbs and adverbs, carry the mosx
significant information. Movement delineates'Cathy,'she is the "rocking,"
Jrustling,” "blowing," "bright," "rapid" action of her world. Action

4 i .

defines her. The repetitive sounds of her description of heaven make us
‘1\; r

hear and see nature sti d nature‘alive and 1n the throes of strong
emotion, "a;ake and'wild with joy." Cathyﬂis_ﬁirrored and affirmed by
. this picture of one of tbe masks of nature. She is what she enjoys and
loves. 'Similarly, Linton is understood through what he desires. Willy
notes how Enily's alliterative use of "m" in the description of his idea
of a perfect day "e;actly‘convey[s] the desired impression'of lazy
somnolence."ls ‘The passive inactiuity of his "ecstasy.of peace"
accurately characterizes him. The poetic use of language in describing
- a particular character'is important'to the purpose of the book in
ealing thernature of man. 'By showing‘us Cathy and Linton through
description of what constitutes heaven for them, the writer makes
2e, feel and hear them; ‘We hear Cathy'in the wind blowing'and the -
rushing water, we hear Linton in the humminé bees; we see the'one.in the

undulating grass’and the other in the cloudless sky. We encounter them,

. we do not simply know about them. The poetic~soundS‘and images of the
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langﬁage enable tLetreader to participate in their individual personalities

. | :
just as they -participate in the natural world which reflects and shares

their being.

|
LA

o

v

: | ’ ' . Lo
However, 'often the language that Emily Bront¥ uses has the most

emotional and imaginative power when it sounds most prosaic.

It is

precisely- the starkness and terseness of the language, her use of

‘understatement and irony, that is the most evocative and the most

‘v

dramatiqallyfhohhelling. Catherine and Heathcliff's 'prayers!
. \ .

y

’ . ~ ' - . \ . s . N -
other can be seen to assume the dimensions of dramatic soliloquies

because they have both the straightforwardneas of prose and some of -the

rhythm of poetry

NN

to each

~ the passages to end each line, the metrical flow of the language becomes

apparent:

-Not there——
not in heaven--

o~

"™May she wake in torment!
"Why she's a liar to the end!-
Where is she? : « oo £,

N,
a

Al

not perished--where?

- Oh! you said you cared nothing for my ufferlngs'

" I repeat 1t till my tongue stiffens--

And I pray-one prayer--

24
Catherine Earnshaw,“'“

may you not rest, as’ long as I am 11v1 g!
You said I Killed you-— - . -

‘haunt me, then!

The- murdered do haunt. thelr murderers

I believe--

I know that ghosts have wandered on earth
Be with me always--

také any form--

drive me mad! ‘

only do not leave me in this abyss
where I cannot find you! -«

Oh, God',lt is unutterable!

-I-cannot live without my life!
. I cannot live without my soul!" (167)

If viewed in'a poetic format, using the punctuation of

\
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The .dashes, ‘exclamation marks and commas, the absence of colons, gemi-
s - . o Sad S o

'colons‘and periods, give the above passage”the hurried abandon of

unchecked pa331on The relatlvely long sentences in the passage,

4.-

suﬁrounded by shert excl matlons and imperatives, make the speech sound\-i
. v ) ’ ‘
like a- serie: -of long notes. 1nterspersed and contalned w1th1n staccato

beats. The sound of the speech corresponds wlth Heathcllff's state of T L.

Ly
v

mind. ,The prayer exhorts, exclaims; begs, depands, questlons and states.

" The \and angu&sh mixed with the grlef rob the passion.of" sentlmentallty

. R :
His pain truly does not”evoke ”compa551on "oit ”appall[s]" (167)

*

ﬁfs words do not comg from self plty but emerge frqm a deep

Slmllari
2
d‘i;sr"nay at"s own ablllty to suffer Thve la_nguage is- stern.; There are
few ﬁigur%§§of sp%ech. When Jane Eyre first‘beholds‘the»%uin'of”?hornffeld
: . . , o .

,xHall she offers the reader an- lllustratlon in ari effort to describe her .
. . 3

feellngs and in some w§§ enllst the reader S understandlng and syﬁpafhy
) [\
] ! ! .o Y

The flguratlve language of Charlottéﬁk prbse is obv1ously poetlc.
T ’% ..‘:". ° v .

Heathcllff does ndt want“our sympathy, hor our understandlng, any moreymlg

."
\

than Catheilne wants Nelly s tears (166) ”My soul' andg*myzilfe”’could

at’ flrst be taken as metg%borlcal - But thevdlrect proia;c language df

\

the rest pf the passage as well as ﬁeathcl;ff's personallty, make“these

o - !
{

'figures.of speech' sound literally true. They havé the ring of fact.

N ~ . . B . . - . - ’ 0"
Neither Catherlne:nor Heathcllff ever referstxreach other asp"my heart'

. B \ L
. or "my dellght v or 1n any ‘other conventlonally poetlc or romantlc . N

'concelts Thelr pa851on is never sentlmental Because they do not play at

“‘emotlon Catherlne toyp with feellng when she declares that she loves

- -
.
. 's -r

VLlnton, "because he 1s,handsome, and young, and cheerful and PlCh"/LlBl;

. & g . w""”“\\_
: Catherlne/and Heathcllff are each other s llfe, because the self in " °
" b

N . M,l . 0“

Wutherlng Helghts is deflned by its relatlonshlp to other selves They
‘ . o L

o ,
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-dre e%ﬁh other's heaven ind hell. Nelly's Christian pla%itudes and

A

‘fact. Her prosalc'ﬁpproach to events’ ‘and character@‘ln the novel

;’.)',.' “ € G
. ggfrequently has ﬁ:thlng to do w1th the realsgy‘%& the SZaracter or
. 4
. - .
. s1tuatlon that she addresses *3Iny€athgp1n: TP Rer to Hegghcllff during

¢

+ what Nelly terms her "1nsan%$§," Gafherlne pro‘ﬂjsies the future; Like

.- ? .
exhobtations to Heathcliff and Catherine sound unreal in the face of this_~

Shelley 5 poet Ca%herlne belongs to a realm where she sees more’than she-

. S¥ , . )
can ratlonally understand or explain. 'llke‘Jane,‘she has becomela
L. ’ R

”hlerophang" of an unapprehended 1nspiratiohl"lg
« "Look! . . that 's my rpom? ‘with the candle In 1t,
and the ‘trees swaylng before it . _,

. A
el
cw S

“'

and- the other candle’is 1n'Josephﬁ§ garret 5%5 »"_,' o ulﬁ,:

Joseph 51ts up late, doesti't he? : s .
He's. waltlng tlll I come home that he may lock fhe gaTe T
Well he'll wait a while yet. Ty - glzk
‘It's a rough ]ournéy, .and a sad heart to travel 1t : g
and we must.pass.by: Glmmerton KlPk , . . : Y
‘Tf”go that jouimey . S S o o -~ a
#€ve: braved its: ghosts often together, . EY
apd;dared ‘each other to’stand . SR ' S L
-among the graves ‘and ask. them to-come .
But® Heathcllff lf T dare you now, s .
will -you yentyre?., " - _-,,-',” o F
Vs Ifyou do, 1 keep Vi Ly R B -
Y I'1%, not.lle there by myself ‘ ’ ‘ o ' -
. . . . s L.
: /. "they™may bury me’ twelve feet deep, ~ - T ot
% " and throw the, church Wn over me, E : .
~but I won!t rest tills you are w1th me . .

I never w111'

Y .. . He's con31der1ng e e e
" he'd rather.I'd come to hlm' N .. N we
'Find a way, then! ' L ' L Lo
‘not through that. KlrkYard o .. oo . v
you are slow' » e e C
. ) Be content, B ‘ . "
. - . you always followed me! - (126-27) . : :

.
]

Again, there is little—descripﬁ&ve language. The tone is convefsational.

The pauses, -marked by dots, are followed by statements endlng w1th

exclamatlop»marks- The speech 1s both contemplatlve and exclamafdry As

- . R ’—;\\ .
] . ; . “ . .
B ‘ AT : . . <

o
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' _ frequent use of exclamatory sentences in both speeches attests to the

ll the dots for pauses instead of 8ommas glve the 1mpre351on that

(‘. N N

qatherlnewis in fact conver31ng with Heathcllff as though he.were on the‘
. o
other ‘end of a prlvate.llne The dashes of Heathollff's speech and the

dots of Catherlne s reveal the state of mind of the characters The

"," iy

Y
pass1on of each The punctuatlon the iise of words and , syntax, enable

*

the reader _to 'hear the speakers We . get a “feellngpof %pw [they] feel"
‘Lt

+ . "5\

i {?9) Thq.90und of the language appeals “to thé rmaglnatlon as: muéh as

R

 world and alter‘lt. Heathcllff and Catherlne s pa351on Edgar s

«

does 1ts 1magery : ‘; ; S S “'fadﬁ ‘ '%E?L:i .
- . . RO ey
In thls passage Catherhne s, 1nsan1ty is a klﬁd of S
i p: ‘”%-
K81ghtedhes§ Her v151on extends beyond death and the llmltataons of . 1me

\ ~ ‘{4

A'She foretells the future a@fherself add Heathc%iff Her

o A

and chance.

éﬁollloquy 1s a conversatlon w1tth§athcllff UnllkerJana-and Rochester s

'\0
supernatural‘exchange, éatherlne spéaks to a_non- present Heathcllff 1n ‘a

A

completely matter of-fact manne Her tone derscores the truth of her
R ne updersc ,

"orlglnal assertlon that she 1s Heathcllff;_ Agaln what at flrst could be_-

S - Y
taken as a metaphor to descrlbe a feellng actually states a llteral fa§§

l

“the -same way' that ph§s1@a§“phe\ﬂmena mr{

&

e recognlsed They enter the

;serenlty, Nelly and Lockwood s complacency, correspond with elements and
- ‘ \
‘moods of the.natural world. The passions are the wutherlng helghts of

emotion: Emily Bronte's cosmos is an emotional landscape internally and

externally,dominated by;passion “she 1mag1nat1vely unites _the forces of

@ . " -
the phy51cal world w%th thelr human counterpart The union LS not ? .
expressed,in 'pathet fallacy.' The elements do not sympathise with or'

reflect maﬁ, Rather, they'are,shownﬁgo‘be part of the same stuff that

&

v .

- . : £“~f'

[ I
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constitutes the rég}ﬁties of human personalities ang existences.
P2 . %

:.[-/Catherine de”Heathpllff become most themselves when theyﬁéfe actually a -+ -

ijﬁﬁarﬁ of'thé life of tﬁgrmoors and ‘the heig ts.' They no longer yearn for

&Y

\this‘life thro:gh the confines of the p' ‘ical body and sécia},gQﬁiﬁ ;ia';
They have come‘hom;.' Places and persc er.successfully unit;;L
And symboi and. fact -are suCa;ssfuiﬂy”unifed. Emily Bhonté

presents the melodramatic‘with;the élauéibilif} of(fhe cohmonplacé: éhe
;roves ?hgt thi boetiq)sensibiiity Can'ggvevthé credibility of the prosaic‘

El

. '=-and perhapa more,



CHAPTER IV

;f' ‘ . - CONCLUSION: A COMPARTSON BETWEEN

WUThERINGVHEIGHTS AND JANE EYRE

The poetic nature of Emily an Charlotte Bront&®*s books can he .

ftudied-at three major levels: tthﬁaxhem tic, the stylistic‘and the *

structural The novels are thematlcally poetic because they are concerned
R' e o fsw R

as Scarglll p01nts od% w1th questlons and issues which are normally

¥. addressed in poetry. The novels are styllstlcaliy poetlc because in

varylng degrees and ways.the language of both novels is aura%&y and

w -

71maglstlcally suggesfﬂwgb”%i§0etry ~ The novels depend.uponwa symbollc

P 3 N

. 1nterpretat10n of events anﬂ charac;ers 1n order tggmake sfﬁ@e 3
Structurally they are largely unlfled by thglr allegorlcal dlmenségns ﬁﬁ

. o
" ."Both Wutherlng Helghts and Jane Ezre are allegorlcal in a Shakespearean

. £
sense. The timeless and the unlversal is 1ncarnated in the: concrete and

0

the'specific. The novels can also be,considered as Shakespeagean'partly

“

because they both follow the general outllne of a Shakespearean tragedy
\z -\1-

where "all passion [1s] spent" - that 1s, the aﬂfﬁon of the story moves <
g . >

from pas31on, confllct and dilemma to resolutlon and pe%ce A __—
’ . : . FONIR

- Jane EyYe 1§ the record of an intense splrltual experlence, as'
. powerful in. 1ts way as-King Lear's.ordeal of purgatlon, and it

ends nobly on a nate of calm. 2 . ) //;//
’hﬁxﬁnotefofﬁcafh" unded e%en\mgme conv;ncxngly 1n Wutherlng Heights
s s
. . - . ‘a‘? 3"

G

when Lockwood declares that he cannot lmaglne unqulet slumbers for those .

sleepers in.the earth.

81
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‘The novels are also;very different, and sometimes are most

. . . 3 . :

- RN ., .. o
different at precisely those points where they are the most similar.

- -
v -

The subject of Jane Ezre* “Jane's maturation and v1ctory over

her lelded self and the hostilg world this self ex1sts in, corresponds

J

to her literal geographlcal,@nd chronological journey through‘this world.

Thus the exterior.states of Jane's progress, Gateshead,  Lowood, Thornfield,

Moor Houseiand'Ferndean,:symbolise and reflect Jane's interior states of

Y mind and spirit. An external_fact is almost alWays'symholic of an’ .
Voo, ! y: G
¥

1nternal fact in Jane Ezre and thls is ‘what comprlses the” book's allegorlcal

E Ry

a “ s
./‘. Py

dimension. Slm;larly the novel! s narrat1ve~s% ucture is 1nd1catn§e of AdtsT 1ﬁw
'thematlc purpose. Jane is the_tentrai?domlnatlng consclousngss'of her‘ % o
mstory Thls consclousness changes and matures as’ the book progresses.

\A

ga{:tlon of Jane 5 1nner llfe.' The.events of the E%Or'-

" 1ndependently'of thlS llfe are so coloured by Jane 3 pérceptlon of. %gii,eand '
her emotlonal or mental response to them, that lt LS _sometimes dL”flcult

v

to tell what is fact and what is the fiction emerging ‘from her imagination.

This is precisely the point.' Jane unifies_and controls the étory just as
. she attempts.to-control and‘unite all the'rationai and %rrational, OrF
. emotional and imaginative, parts of herself. Plot is theme;mf: ‘, .
The narratlvevstrncture of Wutherlng Helghts also has been

shown to be allegorlcal Nelly Dean and Lockwood represent thexex ernal

world from which the 1nternal/yorld of the Helghts and the Grange s-

»

%’J

-v1ewed The 1ntensely personal f}equentlydlrratlonal drama of the ‘tl

passions is told from a perspect1v€gy%;ch 1s,for the most part Qﬁgi&

Ry . .
dlspa531onate, sen81ble and 1mpersonal The narrative structure is

K}

,symbollc of the struggle that is the primary concern of the story Also,

.J z
I"’:" .

N g
N
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the Heights andnthe Grange are‘symbolic of human inner states,

just as the

83°

places that Jane journeys through reflect the stages’and nature of_her

L)

JY‘,lnnethourney towardsvmaturlty. WUtherlng Helghts, like»Jane.Eyre; is
. &

- v L

@'; about the self attemptlng to fuLfll 1tself w1§h1n q hostlle,environment. ‘

B v S0 ,(&

NS
! R

.

makes an individual unlque. Both books assert the 1mmutab%11ty of what

iy &
|

- to tidy him up: ‘%
| ki L . s,

i e
“ ML 4

;"3 other words, I must- waéh for Edgar Llnton's great~hihe’ - i
eyes arrd even forehead," he replled "I,dp--and .that won}t_help

. me to them." (WH 56) - N
: ‘.J * - ‘z ?:?i : 4

‘And Jane decla?es“a

-

-~ . N 4 . " .
o I ¥

4 h

y;'

The thlng
to his’ correct a

av

- (JE 403) A P A -
S : Ly

e

w

As well there are many similar characters whlch 1nfluence or control the

self in both books Nelly Dean is very much llke Be351e or Mrs.

v vy
.\ia’r-...-(‘h - .

andxthey dramatlze 51m11ar prlnc1ples in each book fhockwood is comparable

,,,,

e el

vy - . v [ ‘-‘LQ* .

\"-c«*" o . . ““' - ) : o ‘." a,, \\TE:‘ :
'ble as to-mbuld my 1rregular featqresfg. o
lassic pattern,.to give:to my: changeable .

9

o

>,
."

I

©

green eyes the §ea‘blue tint and solemn~1ustre of hlsuown S

Vs

Wi

W

vFalrfax,

%fyto Mr, wMason and he serwes as an effeotlve f01l for Heathcllff and

Hareton in much the same way that Mason does.for Rochester.\

.
Joseph,uthe

' canting hypocrite, is something like Mr. Brocklehurst, the canting’

hypécrite. Zillah is like the suspicious Hannah.. The external social

>

\p/@orld of others is well represented in both novels in order to contrast

MY

effectiveiy with the internal world of the passionate self where the

)

determining action of the novels is dramatized.

-

<;\Yet the differing narrative styles of the two books change»the;

-allegorical nature of each book. Jane Eyre is- an: allegory of the

~

g -

It is therefore concerned with the nature of persoaal;ty;’what it is that .

, : A
, the self uncompromisingly is: ﬁﬂeathcllff mutters after Ne&ly has attempted

i

¥

nﬁﬁﬁs-tried-to_form%her*;o flt hls puﬁposeq'



e

oo . . - v
S wwg . . ” x\3 5
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‘“;" - ",‘ d-".. C . ]

paraélsé the struggle of the whole human face to fulfil itself in an

‘L' Lo . N .

ST ' : g
shares its be\ng The narrative technique of Wdtherinngeights balanced&.

N 0
‘the passionate w1th the pre01se, ‘the unlversal with the partlcular. The-

v

‘extreme orderliness .of detail in the novel as it has been carefully

- . . AN s

examined in C. P. Sanger's essay "The Structure of Wutherlng Helghts n3

o

allows the ‘madness, q@aos and COnfu51on within the stbry to remain

comprehensible.” Just as Nelly is frequently in cbntrol'of the events of =~

. .the story by relating or°withholding information, so Emily Bronte'is‘

'flrmly in control of this seemlngly wild tale. of excess\and abandon.
A & R e

Emlly as artlst waits on her novel.ln a fashlon s

0y

e _ G 50
~serves the characters of the book. She keeps her no*s‘

‘is dﬁﬂmatized Within‘order; -DaVidéCecil in. his essay "Bmlly Bronté and
' % .

Wuthering Helghts J\ns.,],alms that the irrational pa331ons and emotlonal

confu81on occur w1th1n a story whose "general outline is as loglcal as,
-

that of a fugue “4 This balance serves the allegorlcal dimension of the

Vo @

“beokw E M. Forster 31m11arly states that Emily's "llteral and cargful

Vi

1mportant than what 1s said. nd “he confusion and confllct w1th1n the
I : 'ﬁ&mi

novel keep the reader readlngﬂbeveath thé “surface of the facts and prevent

AN : .

—
him from acceptlng what ohcurs 15 the novel at face value.

lmlnd 1ntroduced muddle, chaos, tempest because what is- 1mplxed 1s more

»

‘

We then come to Emily ronté's prose style. Her prose is
W . N AN <
. poetlc,because it almost always im S more than what it actually says. .

The tone of the prose often balances the nature of the’ 1nformatlon that

' is being imparted._ The allegory of the book deals in the universals of

a.
-

f;\\

L5 S



with'his, ."soul‘ imthe. grave" (161'). The childish game of conjuring lup ‘

" life and death, fate and time, nature and society, morality and instinctt'

Yet freeuently the prose makes these larger than life forces come down to

earth. Often the actual discussion or description of them is understated

in order to make them sound as though they were inconsequential in
comparlson w1th the towerlng experlence of the human self. Consgﬁzr the
passage prev1ously quoted where Catherlne "speaks" to Heathcllff\Whlle

talking to heg®elf (126;27). The overwhelming 1mpre851on left by her

words is of her humanity, of the poignant weariness of her.search for her

heaven, for the place ﬁhere she:can be herself. The facts of death and

_ time“and fate become insignificant in relation to her need to be herSel%.

S b
The "while yet" is éighteen years. The "rough journey" ﬁs the voyage

fthrough the*hell of 1solatlon, madness, frustratlon and death before the

¥

nmflnal attalnment of peace. She‘ls, in fact, "daring'" Heathcliff to. live

splrlts in the graveyard 1s played in "frlghtful earnest" (121). Irony

forces the reader into feellng the truth about‘Catherlne and Heathcllff'

_ condltlon, ratherqthan percelving them from the distanced perspective of

Nelly Dean. Like some passages in Jane Eyre, thlS speech can b& llfted

. from the text and understood to represent, in microcosm, the WhOLG novel

The stark brev1ty and honesty ‘of the speech by Heathcliff which

follows:Catherlne's death’t16777‘also quoted earlier, expresses, the

Nl
condltlon of man divided against himself by an act of bet ayal. }n this

® . ' g A L
speech he is not mourning atherine. Edgar mourns&for‘Catherinef

“ ~

PR

'Heathcllff is raging agalnst the loss af meanlng, the loss of his soul’ -

and thus, the ioss of his humanity. For the rest af the book untll he ¢

is agaln dlverted by Catherlne from his course of 1nhuman1ty when her {

FARRG

ghost appears to him, he is indeed more lika a "mad dog" (160) than a

P

I
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human being. He wanders, l@st through the’ second Half of the novel,

locked in "The Dungeohlégggthe] self n® unable to rest anywhere or dﬂ%

‘ anyone. HlS deep restlessness is similar to Hamlet s or Lear's. It

Al

.,,, .,_

eone who is loved,and trusted Th1s seems to be part of the pattern
9

mythic dramas that portray a divided cosmos, a fragmented and self-

allenated human race, as the condltlon of the world and humanity. Hamlet
R iy
is betrayed by Gertrude and Ophelia, Lear by tao of his daughters -

(prec1sely those daughters who clalmed.tOJlove him the most)- Samson\is
T . -
@ betrayed by hlS wife, Klng Arthur by Gulnevere, Julius Caesﬁr by- Brutus,

\

Christ by Judas, Adam by Eve. ~To some extent in all of these 31tuatlons'

death’ enters the world through the breaklng of” trust the dlsloyalty_of a

o
lover or frlend © WBecause mlsery, and degradatlon and é%aéh and r& SR

that God or Satan cqpld 1nfllct would have parted us,

' w1ll did’ 1t” (lGl) The point - here is that Wuther;ggrHelghts*presents

3

the unlversal truths about human ex1stence as an’ eplc drama because it is
essentlally)the story.of man's fall through his own will, hiSICOnsequent
death, and the final redemption of man through forgiveness and sacrifice.

. . ' . .

‘The narrative‘style which gives the story lts objective impersonal.ﬁ h ey

' quallty, and the careful balanc1ng of tone and content 1n the prose of

L ~

’ “
the novel heﬁp glve the book this mythlc stature. ' ’ i, ‘

n
o The distanced pos1t10n of the reader in relation to the story
J . .
also alds in g1v1ng the main concern. ofq;he book the sancﬁaty of
'nk_.r

/
personallty, én aura of a unlversal truth Lyke Charlotte Em1ly dlsplays

'a reverence for the 1mpenetr _llityfof the mystery bﬂﬂselfhood. She ‘o p

‘a

keeps this mystery intact by approaching individual personalities thrOugh

the vells of metaphér, for the self cannot be described ‘directly. Unlike



a3

Charlotte, Emily does not requ1n§>only one point of view to give the >

gl

self‘this quility of sanctity. We know that character judgements in the

book are the tesult of one person's subjective opinion and therefore

.

never the final word on.that character. We are not tempted to support

uncategorically any-onecifsessment of a character or personality in

Wuthering Heights as we ar. in Jane Eyre. Jane's point of ‘view is almost

invariably our;point of view, we think as she does, we experience her

world the wajmshe does because we are given no real alternative
i s

What is quite strange is- that although the two books are o

7

hostile to that self and although they frequently express this subject iw ®

Py

-.concerned with a similar. problem the role of the self in a world largely g£"3

w Fags

-‘h\u

.

similar imacery, they actually leave‘the reader With radiqally different_

./-*\ . -
“ .g‘...

L8
impressions about their subjects. If the prlmary power , of poetry 1s the .{

T ik

impress1on l§5t upon[the imagination of the reader through the content

3

and. form of the language, then- fhe novels communicate two almost opp051ng
s t‘ m
views and ekperlencesxof the self. This is strange because there

f K i .
BN o

are many striking parallels between Emily and Charlotte's treatment

ofthe_self—alienated self. For example the red‘room;episode in
£ : o

Jane Eyre is remarkably similar to Catherine Earnsh':is fit while she is
 —

~ L
- N
. e

'locked up alone in her room ay Thrushcross bGrange. “Neither'Gateshead nor’

v e»—:' e b a

the.Graﬁgﬁ‘aqg-plaaes where the heroins of either- book belong .They are -

~

both "ex1les," "outcastg,f "strangers" (WH 125) they“are both "llke

X ~rl,

nobodyvthere”.Qgg 15).. The panic and desperatlon of the gelf—allenated
. _ ( | ‘
“hergine is port;%yed in similar imagery. Jane,rlike Catherine, does not

sgg-the'image in -the mirror to be a reflection of herself. 'She aiso'e -

feels "haunfed;"_'Catherine, like "Jane, could say: "I was a trifle’

beside myself; or;rather out of myself < . ." (12). And both heroines
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"

experience the utter frustration of being unable to make those around

, v
them understand their fears, their urgent ‘needs, their tremendous:desire

- to be liberated from the suffocatlng conflnes of thelr prisons. For both,

to be locke 1nto the self, surrounded by those who either do not
K .
understand them are frlghtened by them, or are actlvely hostile towards

them, cogitltutes madness and eventual death Both Catherine dand Jane
could sagsw1th the younger Cathy: "You have left me so long to struggle

agalnsggdeath, alone, that I feel and -see only death' I feel llke death'"v )
/(wH 29% ' -, '. ‘ » o £l . )

8

AN

,And there are many patterns of 1magery commen to both: books 5o

s\
LA S
|| -

notably, the imagery surroundlng chlldren the moors, w1ndows, blrds and
. - &
animals., As well, Charlotte s poetlc language reveals the truth aboumg

h»

,:'w-

B

‘ the characters and the nature of Ihe workd as it is revealed in the novel. . |
et S . s v
through what is’ 1mplled rather than through What is actually sald The" f?‘
g

sound of the language, the tone and rhythm of it, express\more “than does

I

S
the actual content. The content of the language is often prophetlc, o S
. 5 | 3
allegorical or symbollc of a larger, more unlversal truth than what 1s
N

being immediately communlcated The 1magery-1n the language also tends R

[ .

to indicate or expose the greater’ truth behind the facts that are belng
. s ) ; . ..
glven ThlS is where the two novels strongly dlffer ? :

L

In Jane Eyre the reader feels as thodgh the de51res and needs A 'f'g

of - the characters, the’ true 1ncllnatlons of their natures .are belng torn-
from them agalnst thelr will through the power\pf poetry, the language of

- N v,

:the unconsc1ousl When St John and Rochester reveal (JE 377 ‘WH 203- 4)

r -

the truth'@bout what they wanst in’ the prev1ously quoted speeches thelr -

language.becomes progressively less fact&gg and more'poetlc They reveal

% T - .-
. ”~

themselves unconsciously. Margot Peters in’ her book Charlotte Bronte

-




uJane seems

“'Ua ‘ 5 he L
2 . et
- ; D o _4«,-

sel£ d1v1ded agalnst herself Thls 1mpre§slon is strong because 1t is
'_"unacknowledged. Jane-is ostenslbly dlrect honest and 1n contrpl he

ltakes pride. in these qualltles, and is unw1ll1ng to belleve that she is

89

-

- Style and the-Novel'discusses how in the same way, Janevbetrays herself

R

through the poetic elements of the novel, the 1magery and sound of the

prose. Jane' s language--her’ word choice and How she says what she says--

reVeals more about what Jane actually 1s and wants than she is wllllng

v -

' ;o fadmlt - At tlmes the reader senses . that .what she wants,‘

J
'and hoh she actually feels, are at odds w1th what she professes .to want

@

‘ w
or feel. .There are 1nd1catlons in Jane Eyre that at tjmes Jane herself
A ! * ' K - - . - ‘ ’ ) .
S ’ #"
1s aware ‘of this dlscrepancy .. . . :
: gy B ,t%?‘ . R ’1) -
: S S A : ' . SN

. He was fond and’ proud of me--it is what no man bes;des wlll
rever be.--But’ where an. I wanderlng, and what am I Saylng and,

I\

above all, feellnﬁ - ' "
Yes; I feel %@ that I was rlght/whea/iyaghered to o
prthlpIe and l§§9 ‘and, scorned and crushed the insane <

promptlngs of a frenzied moment. God directed me‘to correct
vch01ce *I thank His prov1dence ‘for .thé guidance!. 4 -
Havlng brought my egentide musings t& this point, I -rose,
. went to'my door, and loa *at*the sunset of the harvest- day,
and’ at: the guiet fields: pre my cottage, whlch with.the
 s@Hdbl, ‘was.distant halfH
. Were 51ng1né$the1r last stralns—- Yo .. ?ﬁ

kS . .v PR
. ‘The a1r was mlld he dew was - b&lm/
BN : & T
Whlle I looked I thought myself happy, and was surprlsed to- - ®
flnd myself eyplong weeplng-—and why° (36u) o e
A ; : . .
-,awareness that she 1s not as in control of herself

»

s shethife3 "to be nor as' fully a%are of her true de51res as
she thlnks she 1s Yet the 51ngle strongest 1mpre551on left upon theg,'
e . \-;-e .

,nh’

b.'reader by much of the prose ‘in. Jane Ezre 1s of an unawareness of th;s -
g .

-

-~rJ o L T . y
not. aLuays dlrect honest or in control of herself or the world The'

h E
"R,

facts of the book would lead the reéder to belleve that what Jane belle%es

PR

\

... . . . . - .
. . . ) . N . s

[ mile TOom the v1llage. The birds s -
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--%ppress 1t Perhaps the, novel is’ real

- ‘ ‘ . - 90

’F

about herself is true. The poetic language of the Hook %;vés the reader

deeper - truer 1nformatlon about the . narrator, and perhaps about the author

- ‘\

.»" - u :
of Jaﬂeﬁﬁzre. The conscious, ratlonal mlnd and the consclence of the central

épeak@r contlnually attempt to suppress an unconsc1ous whlch is- so

'powerful that it sbcceeds in domlnatlng the book—-often one suspects

: agalnst the will ofi the author, Ybt Charlotte ahd Jane both acknowledge

)

thecgreater verac1ty of the unconscious. Thus Jane s dreams, premonltlons
a .

and - ;maglnlngs are glven great credence andlfuthorlty. The book tends to

,osclllate betweén a defense of the 1rrat1§ha!§ and a dbsperate attempt to

_w'bout thls cdhfllct o

N . {f | . : e (‘

SuCh is not” ‘the casé in Wuthemng HGﬂlghts " The primary )
. or ow

§

»

7characters know who they are; thé" pervadlng consc1ousness of the novel is*

- s

not in confllct w1th itself, Nelly Dean does, not suppress much,\nor' : "Tg e
s P t) ]
doubtvmuch: ~but thls does not mean that she is 1ncapable of hypocrlsy
SEA Y /
Nelther does Oatherlne, Heathcllff‘ or Edgar Llnton Even when Catherlne
w L

B%trays herself and Heathcllff by ccepting Edgar s roposal of marr;age
F P I

;she does S0 knowlng who Sherls and what she needs She~does not -
, o
compartmentallze herself in the way that Jane does %kWe do not hear a .«
.)'c

.'varlety of voices argulng 1n31de of her as we dq,‘for example, durlng theé ,

,1\

'scene where Jane 1s dec1d%hg whether to be pershaded by Rochester to stay

} ,-. 5

._‘__.e:,

S 7l

she strug les wlth a confllct w1th1n herself “but the rea er senses that
; 4

< S

her dec151on is not made w1thout,an awareneSs’bf what she' ig d01n and
g

-
Ut

o

N ~.

why. We do not receive the 1mpress;on that Catherlne is hldlng parts of
N ,J e

’_herself from herself She freely: and unselfconsc1ously admlts her gullty

reasons for preferrlng Edgar ‘Linton to Heathcllff as a husband 'She:

o

u‘

knows that she is actlng 1n accordance uith the "satlsfactlon of [her]
. ; . . s o 4

. w1th hlm .or not (321) It 1s true that beﬁpre/cafherlne Iarrles Edga "*f \ﬁ,;
. . . 4}
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~
whims" (81) and that she is not being noble or altruistic or Christian.

Her motives are purely selfiéh,*purely practical. And, ironicaliy, it is
ih their practicality that they are the most unselfish: "Neliy, I see -
'%ow, you think me a selfish wretch, but did.it.never strike you tha: if

. Heathcliff gnd-I marrigd,~we should bé beggars? whereas,kif I marry

Linton, I canfaid Heathcliff to'rise, and place him out of-my brother's

power" (81). Perhaps her, blindness is centred in her naivete about human
nature and the rﬁality of the world rather than in herself and t = motives
she has for doing what she does. In this. sense she is still a child,

and remains one until her death. But she is never dishonest' about what
. ) ' 3 )
.ghe thinks, feels, wants or believes. Neither is Heathcliff. Regardless

of how socially or morally unacceptable his feelings, actions or desires
are, he does not lie about them. Lying is seen as a betrayal of the self.

Thus Heathcliff calls Catherine a "liar to the end" (167). In geting
> : i : ‘ i
against her own deepest self she has been dishonest. The reader knows s

- 4, “
that Catherine did not intend to leave Heathcliff:
B V . i ;'

"Who is to separate us, pray? Theyfll'meet the fate of Milo!
Not as long as I live, Ellen--for no mortal creature. Every
Linton on the face of the earth might melt into nothing, before
I could consent to forsake Heathcliff. Oh, that's not what I
intend--that's not what I mean!" (81). .

Yeﬁ, by avoiding the reality of how the world and Heathciiff actually
operate and what they really will demand, Catherine invites death and \

frustration to enter the world of the novel:

. Like Lucy Snowe, Catherine tries to lead two lives: she hopes
to spare authenticity with social convention, running in
harness an ontological commitment to Heathcliff with a
phenomenal relationship to Linton. "I am Heathcliff!" is
dramatically arresting, but it is also a\way of keeping the
outcast at arm's length, evading the challenge he offers. If
Catherine is Heathcliff, if identity rather than relationship

)
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is in questlon—-then their estrangement is inconceivable, and
Catherine can therefore turn to others without violating the
timeless, metaphysical idea Heathcliff embodies. She finds in
him an integrity of being denied or diluted in routine sogial
relations; but to preserve that ideal means reifying him to
Hegelian essence, sublimeély untainted by emplrlcal fact. v
Heathcliff, understandably, refuses to settle for this. He
would rather enact his essence in existence by becoming
Catherine's lover. He can, it seems,-be endowed with
impressive ontological_status only at the price of being
nullified as a person.’ : o

-

' The complex working out of Hindley's original sin, which was the <
dééradation of the child Heathcliff, prevénts Heathcliff from hearing'
wﬂat it would have been vital for hiﬁ to hear. Hié pride does not allow
him to l}sten after Cathering'; declaration that'‘it would '"degrade [per]
to marry Heéthcliff, now" (80). And his pride is so easily wounded
because Hindley has not permitted hiﬁ to develép a healthy self-esteem.
Catherine's sin is her immaturity and blindness, which may or may not be
self-induced: The joint rés;lt of Hindley's crime and Catherine's "félly"
(82) is the fall of Heathcliff an%rthe subsequent fall of the Grange and
the Heights:- unnatural marriages take place, and unloved children are.
born. - ' . \

-In contrast, Jane ne;er actually appears to act in contrédiction
to herself; she does'struggle, but always astensibly makes décisioné
* which are in keeping with her true seAf. Yet the language of the book
betra g a conflict that she may not be awaré of, or‘chOSSes not to be
aware lof. Catherine makes a mistake in listening to her head and ignoring
her heart. Jane also listens to her head and ignores hér héart in the
cfitical moment of decision, but the implication is that she-is thus
5eing more true to herseif by doing so. Still, we feel that she
rationalises feelin% oﬁly by dismissing what her héart is trying to tell

. o
her:
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I will hold to the principles received by me when I was sane,
and not mad--as I am now. . . . They have a wyorth--so I have
always believed; and if I cannot believe it now, it is because
I am insane--quite insane: with my veins running fire, and my -
heart beating faster than I can count its throbs. (321-22)

That Jane even mentions that she cannot "count" the beats of her heart
. : \ -

indicates that she is trying tc « would like to be able to. She wants

to impose her rational, factual, mcntal powers over her passgoné because
she believes her emotions ‘to be irrational and therefore wlbng. Jane
thus retains her pride“in herself and her ability to be in controi{ "I
felt, at the moment,-powerless as stubble exposed to the draught end glow
of a furpace——mentally, I still possessed my soul, and with it the b
certainty of ultimate safety" (322). Earlieg, Jane had admiffed to
feeling a sense of power, which borders on self-satisfied complacency,

over the irrational passions which dominate Rochester:

The present--the passing second of time--was all I had in which ,
to control and restrain him: a movement of repu131on flight, J
fear, would have sealed my doom--and his. But I was not
not in the least. I felt an inward power; a sense of influétice,
which supported me. The crisis was perilous, but not without
its charm: such as the Indian, perhaps, feels when he slips .
over the rapid in his canoe. (3086) . ' .

Or St. John feels in his rigid repression of Jane's heart and soul. The
same word "charm" is used to.describe St. John's attitude towards his

control and restraint of Jane:
«

She pushed me towards him. I thought Dlana very provoklng,
‘and felt uncomfortably confused; arfd while I was %hus
thinking and feeling, St. John bent his head, his Greek face
was brought to a level with mine, his eyes questioned my eyes
piercingly——he kissed me. There are no such things as.marble
klsses, or ice kisses, or I should say, my ecclesiastical
cousin's salute belonged to one of these classes; but there may
be experiment kisses, and his was‘an experlment kiss. When
giverr, he viewed me to learn the result; it was not striking:
I -am sure I d1d not blush; perhaps I might have turned a llttle

K
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pale, for I felt das if this kiss were a seal affixed to my
fetters. ‘He never omitted the ceremony afterwards, and the
gravity and quiescence with which I underwent it, seemed to
invest it for him with a certain charm. (403) : S

To some degree, Jane enjoys this same sense of power and pride that makes

St. John Rivers so loveless and ruthlessly domineering. Her inflexibility
£ .
during the scene where she informs Rochester that she is leaving borders

on ﬁecruel. At timés the reader coulél agree that Jane is bqing

‘zgishénest, either with herself*%r Rochester. We could agr?é with
Rochester that "You.make me a liar by such language" (321). However, the
book vindicates Jane: -she is never allowed by the events of the story or
by her own intellect actually to make a mistaké or commit a wrong act.
Jane‘chooses to be‘gdverned,by the stript Christian, moral code of her
society and if she digresses from rational or moral conduct or thought,
she rarely permits herself to admit it. She Jdoes not feel resentment. for

the peoplé of Morton who refuse her food and shelter: - .f
I blamed none of those who repulsed-me. I felt it was what was
td be expected, and what :«could not be helped: an ordinary
beggar is frequently an.object of suspicion; a well-dypessed
beggar inevitably so. To be sure, what I begged was employment:
but whose business was it to provide me with employment? Not, {
certainly, that of persons who saw me then for the first time,
and who knew nothing about my character.” And as to the woman
who would not take my handkerchief in exchange for her bread,
why, she was right, if the offer appeared to her sinister, or
the exchange unprofitable. (333)

Why does Jane work so hard to make the village's lack of compassion
excusable? Later, she allows herself to get angry with Hannah for her
hardness of heart, but only because she feels justified on Christian and

moral grounds. She reproves Hannah as though she were rebuking a small

child:
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"That proves you must have been an honest and faithful
servant. I will say so much for you, thbugh you have had the
incivility to call me a beggar."

She again regarded me with a surprlsed stare. “'I believe,"
she said, "I was mista'en in my thoughts of you:  but there is
SO mony cheats goes about, you mun forgie me." '

"And though," I continued, rather severely, "you wished to
turn me from the door, on a night when you should not have shut
out a dog." -

1 "Well, it was hard but ‘what can a body do? I thought
ébre o' th' childer nor of mysel: poor things! They've like
npbody to ta' care on 'em but me. I'm like to look sharplsh'”

I maintained a grave silence for some minutes.

"You Munnut think too hardly of me," she again remarked.

"But I do think hardly .of you,'" I said; "and I'll tell you
why~-not so much because yoﬁjrefused to give me shelter, or
regarded me as an impostor, as because you just now made it a

» " species of reproach that I had no 'brass' and no house. Some
of the best people that ever lived have been as destitute as I -
am; and if you are a Christian, you .ought not tp consider 3
poverty a crime." . -
"No more I ought," said she: 'Mr. St. John tells me so
too; and I see I wor wrang. . . ." (346-49)

Jane may believe that the only fqasén.she is angry with Hannah is because
the servént has been unchristian, but her comment that "you wished to
turn me from thé_door, on ; night when you should not have shut ocut a dog"
betrays her own resentment at being treated with such Harsﬁness. As well,
the fact that this line is possibly a refefence'to a comment by Lear
(King Lgaé, IV.vii.36-38) indiéates that eithgr Jane or Charlotte;%nteﬁd
fhe reader to bel¥eve that Jané has been deeply wronged. She is given
something of the tragic‘statﬁre of Lear,-an associatioﬁ which Scargill
. \

also makes in the light of her plight as betrayed outcast and "wanderer
on the face of thé earth" (230). Yét, if Jane or Charlotte.intend Jane
to have this kind of tragic aura, it is kept\a secret, implied but not
"directly sFated.A Furthermore; Jane'g conaescending tone and the sermon-

like de.ivery of the rebuke again reminds the reader of'St. John's'

character -and some of the dishones$ty he is capablé of:



‘"Formerly I answered, because you dld not love mej now I
reply, because you almost .hate me. If I were to marry you, you
would kill me.. You are killing me now. :

His lips and cheeks turned white--quite white.

"I should kill you--T am killing you? Your words are such
as ought not to be used: violent, unfem#nine, and untrue. They
betray an unfortunate state of mind the{ merit severe neproof:

., they would seem inexcusablej but that it is the duty of man to
forgive his fellow, even until seventy -and-seven times\" (417)

-

' Of course St. John has not forglveé her, and if Jane 5 wards are indeed

"yiolent and unfeminine" they are *ertalnly not»"untrue. St John needs

to be perfect and thus always rlght, ‘always in control. His reaction

upon hearing what he doubtless unconsciously knows to be, the ‘truth is

BN . . . .ot o
violently defensive. Jane recognizes defensiveness and the reasons for: -

it in St. John, but does she recognise this dishonesty based on the‘need

o

R

to be perfect and in control, in herself?

Catherine and Heathcliff unflinchingly cdnfront the tnuth-about

themselves and each other, even when this truth is judged as silly,

unconventional, sinful on,frignfening by the conventional, sensible Nelly

Dean or the worldlx/Mr Lockwood The courage and strength which /

characterlze Catherine and Heathcllff, and later Hareton and the younger

Cathy,“centre in this ability to be themselves. This- often places them

in direct conflict with the opinions of the contgolling forges in the
) : o . ) ,

world. Ironicaily, because-Catherine and Heathcliff, Cathy and Hareton,
v .
uncompromisingly remain who they are and express how they ﬁ%Fl, they are

free .to make major mistakes - and suffer the consequences of these mistakes.

2
Cafnerine Earnshaw betrays herself. Jane compromises with the world
' ’,

I

constantly and this eompromise never seems to affect her integrity. The

-

ir *

Vo

condltlons of the world that Catherine lives in demand that she die for

her mistake: "If I've done wrong, I'm dylng for it. It is enough!"

(161)
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"Catherine aﬁq Heathcliff pay the prjfe for being. themsel in the world

that the§ exist in. Reality is exposed. Heathcli?f has nothing but

contempt for Isabella's Self—inflicf%d blindness regarding his charactep

r . "She abandoned them under a delu31on," he answered
"picturing in me a hero of romance, and expecting unlimited
indulgences from my chivalrous devotion. I can hardly regard
her. in the llght of a rational creature, so obstinately has
she persisted in forming a fabulous notion of my character,
and acting on.the false impressions she cherlshed n (lSO)

-

Rationality here is defined by the mind's conscious awareness of the
- N | . ‘ o ) L .
'»workings of the unconscious.. Isabella is irrational because'she refuses

to see the truth. This is her folly for which she pays dearly If‘Jane
can sometlmes be seen to act, in these terms, 1rratlonally, she does not

fultlmately pay for her folly. ' Catherlne Earnshaw deerstands that love -

.

_is not always idyllic, that one's soul-mate is not always #'. . . a

! M (8‘2).’ : K

' pleasure, any more than I am always a pleasure to myself . .
. . ) . 'f\ 0

Heathcliff is not a source of "delight" for Catherine, but '"necessary"

~(82). Contrast this with Jane's summatiom of her relationship with

Rochester:
T have now been married ten years. I know what it is to
‘live entirely for and with what I love best on earth.. I hold
myself supremely ‘blest--blest beyond what language can, express,
because I am my husband's life as fully as he is mine. No
woman was ever nearer to her mate than I am:  ever more
absolutely bone of his bone, and flesh of his flesh. I know no
© weariness of my Edward's society: he knows;none of mine, any
more than we each do of the pulsation of the heart that beats
in our separate bosoms; consequently, we are ever together. . Tér
be together is for us to be at once as free as in solitude, as
gay as in company. We talk, I believe, all day long: to talk
to each other is but a more animated and audible thlnklng A1l
my confidence is bestowed on him; all his confidence is devoted
to me: ,we are precisely suited in character, perfect concord ?

_is the result. (u456)

Is "perfect concord . . . the result" because Jane is always a pleasure -
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to hefse}f? This could be the implication of this passage if they are as
fully each other's life as she claims they are. Isabella and Catherine
pay-fof the folly of their.wishful thinking with their happiness and

‘fheir lives. Jape's wishful thinking is rewarded by becoming fact. Even

) L
when Jane believes she Bms been indulgimg in wishful thinking at the

»>

expense of reality and Judges herself for it, she is later givenbwhat she

wished for: . o /
{

Arraigned at my own bar, Memory having given her ev1dence
of the hopes, wishes, sentiments I had been cherishing since
last night--of the general ‘state of mind in which I had
indylged for nearly a fortnlght past; Reason having come
forward and told, in her own quiet way, a plain, unvarnished
tale, showing how I had rejected the real and rabidly devoured

~ the ideal;--I pronounced judgement to this effect:--

That a greater fool than Jane Eyre had never breathed the
_breath of life: that more fantastic idiot had never, surfeited
*herself on sweet lies, and swallowed poison as: 1f it were

-+ nectar. (162) Lo )

'IaabellaAaha Catheriue Earnsbawvhave also foolishly deluded themselves,
yef tbeir delusion is real and has real consequences. Jane's’is not.
'fhe "sweeé lies"'turu out te be fact. Tbis is why Jane Ezge haa the
flavour of a falrytale, a p01nt that has been frequently made by critics
concernlng the‘Clnderella like quallbles of the novel. But the fact that
-the novel essentlallyjfulflls the demands of Jane's fantasy about Teallty
keeps.lt in conflletvw1th,thevosten51ble pretensions of the novel to be a
record of "tbe eVenfs of my insigﬁificant existence" (83), with the
1mpllcat1en that. the autoblographlcal -nature of the novel makes’ it based’
upon objectlve truth. Thus, as Margot Pebers has p01nted out, feellngs
and motives emerée from the text through the 1magery and sound of the

language, which in turn colour- the- 1mpre531ons of the,reader, but are not

consc1ously admltted as ex1st1ng, by elther the author or Jane
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Wuthering Heights, on the other hand, is less like . fairytale

.

and has more epic, tragic scope because it starkly confronts the reality

of man's condition:

Emily Bront& is more concerned with what is true than what is
comfortable. All of Nelly's admonitions concerning Catherine's
marriagé to Heathcliff or Linton are true on one plane--the
social and common-sensically rational. For Catherine--they are
totally false--this she asserts without defensiveness or
apology but with complete Felf—knowledge and .self-acceptance.

The poetic elements in Fhe novel point té the‘greater truth behind the
characfers and events of the novel, as they do in Jane Eyre; but beéauéé
the author aqg the characters in the book are fully aware of this truth,
there is no s%nse of conflict or ambivalence imparted by the language.
Emiiy Bronté él&ays knows exactly what she is saying, and she means what
’she says, as dé Catherine Earnshaw, Heathcliff or even Nelly Dean. These
'characters do not often make excuses for their feelings, or rationalise
their behaviour, and if and when they do, their lies or delusions are

- harshly exposed. Jane Eyre ends withvambiguity becauée the reader is not
finally sure that reality has been confronted or that passion has been
frational;& released. Jane's happiness is not finally within her contrql;
Shgirquires coincidence and fate to suppiy hér with the necessary events

that allow her to achieve her heart's desire. The facts that she

_ inherits méney, finds a family; and *that Rocliester's wife dies

I

“‘and he becomes suitably rebehtant afterwards, are not controlléd by
anything she herself has dqné. Cathy and Hareton, Catherine and
- Heathcliff,make -and earn their fulfilment and peace. By relinquishing

: : . . . ¢ :
total control of every situation, every emotion, deed and thought, the

Gentral characters in Wuthering Heights ironically acquire greater control

over their own destinies: and happiness. 'The novel acknowledges paradox,
. o . L‘"\ . ’J/ .

; -
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conflict and thé existence of contradictory feelings, modes of existence
. ) . . »
and belief, and ends with aisuccessful fusion of opposites. - xbe

. . . . l . . . ‘\
incarnation is effected and no one can "imagine unquiet slumbers for the

I

sleepers in that quiet earth'" (338). Margot Peters has appropriately )
'/

" . . 9
called Charlotte Bront&€ "unquiet soul."” Jane Eyre appears to endrwnthb
14 N ,, s
. . 1
"perfect concord" and in fact ends by imparting a sense of ambrvalence
a0
Jane still admires the heroic power of her cousin to "subdue aﬁd riale'
EU _\\

(423) Therefore, how can her concord be so perfect w1th someanégyho

JER IR

\

TG
manifests the opposite qualities of character to those she contlnugs ta -

revere?
Virginia Woolf sees Emily as‘the~greater poet. Perhaps she is
right, for Emily accepted poetry as the medium of expression for the self

yet did not make poetry somehow twist reality'into fulfilling the demands
'l

and needs of the self. The self is seen as an extension of the broken

cosmos: it shares and participates in the tempest and peace of the

‘ . | . : -
natural world where all matter ultimately dissolves into one unity of
being: A

". . . and yesternight, I was tranquil. I dreamt I was sleeplng
the last sleep by that sleeper, with my heart stopped and my
cheek frozen against hers." ’

"And if she had been dissolved 1nto earth, or worse, what
would you have dreamt of then?" I said.

"Of dissolving with her, and belng more happy stillt

(289)

-

: o : . ,
Catherine's ghost assures Heathcliff, in this scene, that he does not

need to delude himself into fulfilment and.peaoe. It is something that

nature promises through the Spirit that'"Changes, sustains, dissolves,

10°
creates and rears."

[

Perhaps, however, it is unfair to judge Jane Eyre in relation
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. ‘ e
to Wuthering Heights. The final impression of a divided will at the

conclusion of Jane Eyre is consistent with a desire to compromise--
_ somehow to fulfil the self“within a context of others. Margot Peters
suggests that this compromise is particularly relevant in relation to the

dilemma of the modern individual: 'the ambivalences of the author's 4
persoﬁality made her incapable of the kind of emotional rigiditf that

simplifies man's experience."ll Rigidity or honest realism? Reality'

seems to be defined for the reader by the understanding,of the author and

,

the impressions which are the result of her visidn.’;The visions of each

-
author become clear only through a reading of the poetry that exists in,

] e .
thpough, and under the prose. :
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