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ABSTRACT | . .

The purpose of. this study is to examine Anne Bronte s fictional

-

‘(workﬁ wiqp particular rcference to her use of imagery.v The initial
e /o ¢ :

o

considerations are to establish that she has been critically undervalued

and that. ﬁEr woﬁk 1s worth reading for its combination of societal

~analysis and the poetical embodiment of feeling. T -

'In two'major chapters, one on each of Anne Bronté's novels, the

exemination of. her method focuses on antithetical imggery which pertains
P2

to social structures and their inherent dichotomies Her analyses of

contemporary society explore the problems of inequality, isolation, ‘;\\,

:

infidelity and alcoholism through recognisable structural images which
connect external setting‘yith internal reality. Anne Bronté's strategy

is to use linked images of enclosed and open spaces to realise emotional

states and to trace the psychOIOgical an&'spiritual'development of
character.
Although the stated purpose of‘her novels is didactic, her use

of imagery exploits the complexities of language as’an instrument for

depicting and re-defining the human condition. The subtle redefinitions

within Anne Bronté's texts are advanced by her- use of structural imagery, ;

which with its reference to contrasting seasons and'settings, and its

implied'comparisons of inner .and outer worlds,‘builds thematic patterﬁs>

£ —

and gives her work its organic unity.

A\g\ose study of Anne Bronté's novelswreveals ohe heuristic
vigour‘and penetrating authenticity of her work and establishes the

strength of her unique contribution to fictional narrative. .

: L4 . . .
. ' \ -
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I saw that they Wwere sundered now.
The trees that at the root were one:
THey yet might mingle leaf and bough,
' .But still the stems must stand alone. , .
The memorable image of a '"sundered", tree is central to Anne

Bronfé'g autqbfogréphical poem "Self-Communion." It is an imagé which

she uses to-assert her own identity as something separate from that of

. . . > - .
"her two sisters. Although their creative activity "yet might mingle leaf

+

and bough, " hhe points out that "the stems must stand alone.

A Y

The symbolic tree is doubly useful. In addition t0»providinglﬂ

an exampie of Anne Bronté's effective use of imagery to define character

development, it also makes a plea for the first step in establishing a
; ‘ ' ’ 2 : :
critical reappraisal of her work: ' she must be allowed to stand -alone.
Ifione accepts Edward Chitham's claim that this poem is a

crucial g%cord of Anne Bronté&'s development, then it is curious that his

final comment. still maintains, the sense of conditional approval which.has

80 often been reserved for the youngest of the Bronté sisters: he refers

L%

to her as "one who ‘might have been able to c%itribute material of high -

‘ value if she had lived."3 The implicatiop that she had not yet written

material of high value may be true of her poetry but her fiction is

A}

¢

another matter.
The early death of any writer leads to speculation about great

works of art which might- have been, .and, in Anne Bronté's cése, there are

1

—
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not only those sorts of reductive, speculative ¥omments to contend with,
. N

but also unfavourable comparisons with the "bright twin stars" of her
sisters. 'Agains; their brilliance one short-sighted reviewer saw Anne

Brdng% swimming into view as a "third mild-shining star of the tenth

magn;QGQQ. which otherwise would have remained invisible." Certainly,

-

. Anné Bronté's deéth at the age éf twenty-nine, leaving a modess literary *
legacngf onily two novels aqd fifty—niﬁe lyric poemé,_myst ﬁrompt
tantalising questions about unrealised pbtential._ However, despité many ,
critics’ stétements to the ;onfrary,“her anFistic skill and vision were
not unp;oven. Her achievemenf, albeit sméll in quantity, is manifestly
‘substantial in quality. She is not merely one of- the lggion of Great~-
aftists—who-might—have-been (although she has,oftépfbeen réq;;ated to

their silent ranks). In.reaiity~she has left solid‘ﬁroof of her

accomplishment in her two ncvels,”@gpes Grey and The Tenant of Wildfell

‘
- »

Hall. . . .

P from the outset confusion was rife about which of the "Bells"
wrote which novels # The confﬁsion about the pseudonymous brothers Bell
was wousened éignificantly by the efforts of Emily and Anne's gns;rupulous
publiéher,-Thomas Newb?f’ Newby, whom Charlotte later dubbed "needy as
'well és;t;icky,"s boldly attempted to capitalise on the sucgeés of
| .. Charlotte's Jane ‘Eyre by offering the American rights of The Teéant to a
New York firm, claiming that it was fet another work by the saﬁe-Currer

Bell who had coincidentally been the author of Wuthering Heights and
. . . - ;

-

Agnes Grey, having changed his name slightly as work progréssed.6
When Newby had originally published Agnes Grey, its comparatively
siim size (at least by Victorian standards) allowed him to append it as

a third volume to the two volumes of Wuthering Heights. The novels were
, - - ~

——
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inevitably compared--io the detrime;t of the former. The reviewer from

The Atlas felt that Agnes Grey lacked "the power and o:iginality of

WUtheriqgvHeggbte" and that it "leaves no painful impression on the mind

--gome ﬁey think it leaves fho imﬁreesioe at 3112"7 An unsigned notice by
G. H. LeQ\ ~in the‘we;;ﬁinster Review of January 1848 judged Jane Eyre as
"decideély\ihe_best ﬁoVel efvthe'season,"‘and'the tehdenef to perceive

Acton as thefieast powerfel of the ﬁell bro;h;fs became established.8 To

the present dai_this view of Anne,BfonfE as a diﬁinhtion of her brilliant
\ sisters-remains the ‘standard yardstick by which to'measuré her work.

. In one of Anne Bronté's rare letters there is a self-revelatory

I

phrase which may give some insight into the differing roleg adopted by

the sisters. 1In a letter to Charlotte's friend Ellen Nussey, Anne Bronté
pictures herself as someone who {s "deficient" in her, "organ of language,"
and about to be "engulphed in a letter of’Chafiotéé”%."g This amusing
remark sums up what ultimately %appencd~to obscure her talent: she was

- 'somehow "engulphed' by her sisters' literary reputation. This was not,
. P , - N ‘
hawever, because—her "organ of language" was in any way deficient: 1if

P

“anything it was fully proficient, but it was of a different order.
It is a moot point whether one need look no. further than this
same sister Charlotte to find what Derek Stanford calls the "evil fairy"

in the story of Anne Bronté's literary reputation.lo Charlotte Bronté's

»

own comments prdVide' evidence that she did indeed initiate & luke-warm

s

reaponse to her younger sister's work. Wriiing to W. S. Williams in 1847
and 1848, she uses such phrases as ''simple pathos' and "quiet description"
to describe the novel égnes Grex, whereas Emily Bront 's work merits the

>
Anne Bronté's

much sttoqger ‘epithets "vigorous" and "original."11 Afp

- 7 g
death, it was Charlotte who vetoed the publication of The Tenant because,

* .

)



as she wrote again to W. S, Williams at Smith,-Elder & Co., "Hiﬁﬂf!ll

wl2
)

Hall it hardly appearé to me desirable to preserve. . . Whatever

the reasons, this decision of Charlotte Brontd's resulted in a kind of
literary banishment for the effectively silénced younger sister.

, Adopting what became the comﬁonly-held._dinmisﬁive approach,

] . L e .
' T.'W. Reid wrote in 1877 (in his monograph on Charlotte) that neither “af

#

_Anne Bront&'s novels “will really repay perusal."13 In the marketplgce
of literary economy, he suggests, Anﬁe'Bronté is worthless currency; such
a stateﬁent would guarantee her pronct a dearth of intereﬁt. especially
.1h the context of Victorian obsess#ons with the idea of rewafd forheffort.

As George Moore-later pointed out, Anne Bronté then became the

"Cinderella" of the'Bronte'sisters.la In "leaving Anne in the kitchen,"

as Moore puts it, what the critics missed was the possibility that her

novels might '"repay perusal’ tenfold if treated to 'a more imparfial

i

reading of the text. Anne Bronté's novels demand that the reader

determinedly put aside critical preconceptions of "weakness' and "lack of

colour"15 and focus on the narrative strength and analytical tone of her

s

fiction. Her peﬁetrating stéry—telling technique builds a recognisable

world of images which both deséribe an existing order'and seek to

redefine it. \

Both Agnes Grey {2@ The Tenant contain coﬁ;elling analyses of
contemporary society and suggest possible responsestqthé problems of
inequality, infidelity, isolation a?d alcoholism. My view-1; that the
subtle re-definitions within Anne-Bfonté's texts are advanced by her use
of structural imagery, which, with it; r;ference to contrasting seasons

.and settings, and its implied cdﬁparisons of inner and outer worlds,

builds thematic patterns and gives her work .its organic unity.
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. The "sundered" tree imogo; which 1 quoted at the outset, is one

' example of nature imager; which Anne Bronté uses in her fiction (no less

N

than in her poetry) to trace the peychologioel and social dovolopment of
eharhct;rf- Throughout her novels much of tne narrative tension is created
by the juxtopoui:ion of two major image clusters: images of the natural
order (or natural structures) and images of the social order (or social .
structures). The movement betw!euathese separate and often opposing '
areas of nature and soclety emphasiees thematic concerns which cEﬁtre'on
the pull of opposites and the co-existence of dualities--restraint with.
freedom, creativity with stultification. and acceptance with rejection.

“.

Anne Bronte's method, then, although frequently antithetical, -~
is.not merely that of the morality play. To see Arthur Huntingdon in The
Tenant as Vice personified, or Agnee Grey aerLatity. would be to
;rivialise the content of both novels.¥§ In contrasting, say, the
unfriendly heargp oﬁ(ihe "grand ladies" uo at the manor, oith the‘warmth.
'of poo; Nancy Brown's cottage fire tn Agnes Grey, or the traditionei-glbw

of the fireploce at cosy Linden Car with the empty grate at lonely
Wildfell Hall in The Tenant, Anne Bronte indicates not-only broad social

‘ differences, but also the dilemma inherent in reconciling personal needs
with social expectati?ngﬁ Her use of]metaphorieal contraees gnd Efoss_“{ (

f
- referenced images in&ﬁiyéi the reader in a complex personal enquiry,
nather than simply offering (4s some critics would mainteinj a baid moral
tract. Although, as Inga-Stina Ewbank points out, there is a definite | .
noqal purpose in Anne Bronté's novels, it 1s the way in wnich shevemplo§§
image to shape and refine the nanrative which elevates her fiction above b

the level of writing such as that of Hannah More's Cheap Repos{BQ:y

‘% %@acts.' . - ' - ) -4’:>
s » ' _
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| As she doocribes the somet imes g;eat;’oomctimol subtle, “‘
differences between fmages of lighz and darkness, rock ond -and lcnd ond
sea, colour and pallor. enclosed buildings and open viotac.actlggy

b

oorland and cuitivated parkland Anne Bront! simultaneously reveals the -

‘

gtreuoeo anﬁ reoolutione beneath the changing face of oocioty*:o a wholo .

and her characters in particular. Because of’the often oblique way in

which these both contrasting and parallel images ¢and ‘he/{piritunl and

social dualities which they imply) are incorporateiﬁinto the organic

P
structure of her fiction. Anne Bront# 1s ultimately gesturing beyond -

apparent conflict Qr ‘bequality toward;\understandin;,and reconciliation..

articulation of the

3 A
' concept of holkistic balance: a human order whith mirrors the openness

> 4

What she-Succeeds in presenting to the /reader

-
h3

and creative power of the natural ogder ~ -
“% The imagery -of field and fell, house and hearth, flowers,
L t

seasons and weather. defines character.and suggest! interrelationships

7

The surface.realism of Anne Bronté's novels is structurally underpinned-

»

by these intef)ogking symbolical elements. Her use of imaéery is poetic.

[ ] . .
In focusing on %er image pytterns one sees how the images stand as (in
o : , e ‘
Agnes Grey's word®) "pillarS(Si\witness set up, in travelling thtough the

!
vale of life, to mark particular occurrences" (Agnes Grez. 16l1). 18 Agnes's

reference to the reooncﬁliatory, consoling function of poetry contains a
timely metaphorical comment on the process§of writing as an attempt t

‘ . b ,
reconcile spirit with experience: 2, : T~

1 still preserve those relics of past sufferings and experience ,
set up, in travelling through the vale of life, to mark N
particular occurrences. jg '

The footsteps are obliterated mow; the face of the country
may be changed, but the pillar is still there to remind me how
all things were when it was reared (Agnes Grez, 161)



Anne Bronté's use of inagery performs a similar function ix;reconciling

"the illusory evanescent spirit world with the "pillars" of experience.
My approach is to concentrate on these major image clusters

which:I have called structural imagery‘ for two reasons.‘ f?rstly, Anne

Bront“'s use of 1terat ve images establishes the SOcietal and natural

structures ofva reaiﬂ world in which her characters move and grow.

Secondly, this 'real"world exists éimultaneously with a symbolical world

'on which the spiritual dimensions of the text are structured. Anne
_Bfonte s imagery, then,,hoth offers a psychological structure and

| C o 3 e = o B S
provides. an artistic structure for her novels. -

- | | a s
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_ Lanne Bronté, "Self-Communion,'" in Edward Chitham, The Poems of

- Anne Bronte: A New Text and Commentary (London: Macmillan, 1979),

p. 157,.11. 204-07. All further references to' the poems are taken from

‘Chitham ‘and appear in the text.

¢

21n an exemplary plece of scholarship on the poems, Chitham f
arecommends the study of "Self-Communion" in particular, and his' recommend

s tion points to a critical approach which has only infrequently been '/5
.applied to Anne Bronté's work ""What Anne says in this poem ought to be
studied with microscopic interest if we have any intention of arrivigg/at

a balanced view of her." Close study of her texts shows her on an eqﬁal )
footing with her sisters, although clearly separate from them in herf

approach ‘Chitham, p. 3. St

3chitham, p. 194. o
. @ :
AAngus Mason MacKay, The Brontés: Fact and Fiction (London
Service & Paton, 1897; New York: AMS Press, 1973), Reprint 9@ the 18@7
edition p. 21, : //

e J

5Letter from Charlotte Bronté to W. S. Williams//September 13,
. 1850. - Reprinted in'The Brontés: Their Lives, Friendships and Correspond-
~.ence, in 2 volumes, ed., T. J. Wise and A. J. Symingto (Oxford: The '
. Shakesperae Head: Press, 1980), Vol. II, p. 157.7 All further references.
to the letters are taken from this text and are cite as Letters.

6The controversy about the "brothers Bel}" caused more than a
ripple in the literary world, particularly in Norgh America whege,
. interestingly enough Anné Bronté's powerful abiYity was discerned in all
- three sisters' works when her identity remained/unknown One E. P.
Whipple, writing for the North American Review in 1848, exemplifies the

confusion about the Bell "firm." He refers to/"Acton Bell [sic], he
author of Wuthering Heights, The Tenant of Wildfell Hall, and, if we
mistake not, of certain offensive but powerful portions of ‘Jane Eyre, .

Acton, when left together to his imaginations, seems to take a morose .
satisfaction in developing a full ‘and complete science of human brutality."
One cannot avoid the suspicion that Anne Bronté's literary reputation
would have been altogether better if she had remained cloaked in the

gulse of brutal Acton and had never emerged as the gentle Anne. E. P._

' Whipple, from "Novels of the Season," North American Review, October 1848
cxli, 354-69. Reprinted in The Brontés: The Critical Heritage, ed. '
Miriam Allott (London: Routledge & Kegan Paul 1974), p. 247. Cited
hereafter as The Critical Heritage.

.- 7From an unsigned review, Atlas, 22 January 1848 59. Reprinted
in The Critical Heritage, pp.  232-33. : L

/

8Unsigned notice by G H. Lewes; Westminster- Review, January
1848 x1lvii, 581 85.. Reprinted,in The Critical Heritage, p. 87.

-




- 9Letter from Anne Bronté to Ellen Nussey, January 4, 1848,
Letters, I, p. 175, :

lOA‘da Harrison and Derek Stanford, Anne Bronté: Her Life end
Work (London: Methuen, 1959), p. 24l. . : .
11

Letters to W. S. williams, December 14, 1847, and July 31,
1848, Letters, I, pp. 162, 241.

)\' ' N
12September 5, 1850 Letters, . P-. 156.

13The Critical Heritage, _PP. A02—03

ll‘George Moore, Conversations in Ebury Street (New York Boni
and Liveright, 1924), pp. 260-61. kf ‘
' 15One Will T. Hale of Bloomingten ndiana, wrote of Agnes Grey:
"the barest sort of story, without colour and ithout humour ', Clearly,
: the comic subtleties of.Anne Bronté's. clever repnoduc ton of what Moore
calls Yorkshire "patter' -are lost on the u famiiiar ‘ear of Mr: Halej whose '
. scholarly opinion on the’ dialogue in. Agnes Grex is astoundxngly dim:. '
"Every one useg big words and sentences .t ,~’arertoo ‘stiffly articulated."
Will T. Hale, Anne Bront&: Her Life and. riting_ (Bloomington. Indiana, -
1929), p. 30. - S t ‘,_ p”,‘ .

16lnga Stina Ewbank links Agnes Grex with the Moréiitv ‘play,
but her insights into Anne Bronté's fiction are far ‘from trivial. '"These
themes are developed by simple conttrasts, as clear-cut as those in a
Morality play.'" Inga-Stina Ewbank, Their Proper Sphere (Cambridge,
Massachusetts: Harvard University Press, 1966), p. 64. Agnes refers

L3

- to herself as someone who aims for "that charity which spffereth long -
and is ‘kind, seeketh not her own, is not easily provcskeQ§ beareth all
things, endureth all things.'" Although she is long-sufferlng, her

humanity is never really in doubt. Agnes, like Helen, strives towards
~ the ideal (charity, patience, reforming'the profllgate), but Anne Bronte

demonstrates that both .characters are essentially flawed and both are -
. given a confessional voice which allows for a closer study of their
emotional .and psychological development. Agnes Grez, VII, p. 78.

l7Ewbank (as above), p 49,
' 18I have used the standard edition ‘of Anne Bronté's novels Agnes

Grey and The Tenant of Wildfell Hall, in The Shakespeare Head Bronteé, ed.
"T. J. Wise and J. A. Symington (Oxford Basil Blackwell, 1931), 19 vols.
(limited edition), Agnes-Grey, Vol. 8, The Tenant, Vols. 9-10. All
further references appear in the text” v o
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CHAPTER 11
y AGNES GREY: "PILLARS OF WITNESS" IN "THE VALE OF LIFE"

-

""All tru: HisforieS‘contain.1n5trugtionﬂ'r;ad$ the épening
.senténce of Agnes Créi. .This direct referéqge to truth a;d zzziory
guggests a didac;icism which:ras Anqe'Bronté is careful to d stfaté at
the outset, is tempered with an "eﬁtertaining" (leor witfy analysis of
social structures.' Shé addresses the reader,diféctly>in the opening
pafagraph, referring to the "kerqsl" pf'truth contaiped in the "nut" of
her "history": é history which‘she-thinks "might prove useful to some,
and éntertaining.tgnotheréd\(l). lIn this way Anne Bronté sets up the
- authentic base for her Story and~indic;tes.; cogently définédwbalance
bgtween art and moral utility. |
.The‘éryptic suggestiveness of the opéniﬁg "nut" image wofks
well in securing the reader S attention,.and it immediately becomes clear '
that the self- stvled honesty or directness of her writing is not to. bé
‘mistaken for simplistic mofalising or lackvof conceptual dépth,' There is
more ﬁo Aénes Grey than a sfmﬁie moral tale.x;:.‘ | \

After illustrating Anne Bronté's controlled stle and

intellectual purpose in the reference to the "1nstruction contained im o

©
1"

"true histories," the first sentence continues: "though, in some, the

treasure may be hard to fiﬁd, and when found, so trivial-in quantity that
i '

the dry, shrivelléd kernel scarcely compensates for the trouble of

crackingiithe nut" (1). This use of the nut symbol automatically : )
: ~ . ; ,

establishes that the imagistic "treasure" in Agnes Grey will be anything

10 - S
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but “dry" or "shrivelled." Evidently Anne Bront 8 use_of Aimagery is

vital to her statement, and a significant patt of her social and moral'

RN

ObseryatiOns promises to be contained in the shell of images which she
’constructs., | -
_ | Within the image patterns of her narrative are subtly inter--
twined thematic motifs which operate cumuI—tively in the reader's mfnd_
and create progressively deeper shades of meaning. It is in this use of

. imagery that _the poetic aspect of Anne Bronte 8 writing lies, az? here
her\work shares certain similarities with that of Eﬁily Bronté& But

Agnes Grey and The Tenant differ ‘from Wutheriggrueigh;s in their-

N — e
detailing of a spiritual passage-towards,a moral end. Anne Bronté is
: ~

~.

painstakingly careful to point out immediately in the\first lines of
\
Agnes Grey. that hef‘illustrations of this particular pilgrim*s\\\ogress

have an instructional purpose. Yet, at the same time as she,preseﬁtsu\

~
~..

fiction as anvinstructional tool, she clearly’exploit8~the complex

B ,allusiveness of‘imagistic languagesand its embodiment\of feeling. The
combined expressive and sgructural function o} her imagery sinultaneously
gives her fiction moral and poetical qualities.‘

Anne Bront"'s interest in the poetical aspects of language is
.clear. from her COllection of lyric_poems, and, at a climactic‘point in
Agnes Greyfs spiritual developeent, she emphasises.the mediational value
of poetry when Mlong oppressed by any powerful feelings which we must .
keep to ourselveS\{ . ~apd which, yet we cannot, or will not wholly.
crush" (161). In the chapter appropriately entitled "Confessions" Agnes
. describes poetry as both "penetrating and sympathetic"‘and explains how
- she uses it as an.experiential analysis, to recognise and copegwith life's
‘ changing patterns: _ - .“" -

i, ‘ '

[ 2N
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'Before this time, at Wellwood House and here [at Horton Lodge],
when suffering from home-sick melancholy, I had sought relief
twice or thrice-at this secret source of consolation; and now
I flew to it again, with greater avidity than ever, because I
seemed to need it more. I still preserve thosé‘relics of past

o sufferings and experience, like pillars of witness set up, in
travelling through the vale of life, to mark particular
occurrences. (161) . o

oA

- \The "vale of life" throngh which Agnes travele on her journey to self-
diScovery is described by the'images of different*houses and the spaces

between them. These images of enclosed or open spaces are the
. ’ t . ’ . : .
metaphorical "pillars® of witness' which are '"set up" to mark her progress

v

as she moves from the "old grey parsonage" (14) of home to the grander

establishments of Wellwood House and Horton Lodge, ano, finaliy, “a
reSpectable'looking housed (207) by.the sea. The landscapes‘and elements
which form the open spaces between the houses create the emotional
atmosphere of her passage and mark the psychological and spiritual
significance of each step‘along.the way.
| o ‘ As Anne Brontégmaps‘out.the particular "vale ofllite"“through
which Agnes trdvels, the imagistic "pillars.of‘witness" which are u:éo to.
chart her progress‘gipe greater insight into the individuel psyche than
was'common in other works.of the governess type.2 Unlike other -
protagonists, Agnes Grey is not a stereotype' she expresses an .
egalitarian indiJ;dualism which is, like the landscape of her native
. hills and rwoody dales" (118), roundly defined. In discriminating between
‘Agnes's vigorous enthusjasm for the freeéom of the seashore and her sense
of "petrifying" (i08) in the dark\recesses of her employers' great houses,
',Anne Bronté‘refers to natural topography -and seasonal change to~Hllustrate

a major thematic concern with the‘houndaries and limita{imposed on the "

captive spirit by the social strugtures. ‘Anne Bronté identifies herself.
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as a "captive dove" in the poem.of the samé name snd her two fictional

lheroines are equally represented as captives until{they escape from the-

drudgery of a gpdlless existence'.3

Characters and relationships are repeatedly given definition,
4

-~ then, by a system of reference to features of external setting. The

choice of weather imagery for this purpose is one which Anne Bronté

shares with her sisters, particularly Emily, and, as in Wuthering,Heights,v

weather patterns are carefully schematised thnﬁpghout Agnes Grez anh The

4
-Tenant.

Agnes's relationship with her employers'and with Edward Weston

can be charted according to clearly linked weather images Upon arrival
at the Mufrays' house the weather assures Agnes of a severely limiting,
‘{ce~bound experience She is shown rising "with some difficulty from
under the super—incymbent snowdrift," which has g!en deposited on her by
a "most bewildering storm" (62 -63). The heavy load of the snow points to
the bewildering and heavily-taxing experiences which await her at Hortqn
Lodge. Agnes is trapped by her social inferiority in- the hurrav household
Sust as she is restricted in her md%ements by the freezing snow.

ihe varying intensity.of Agnes's'felationship with Weston is
also indicated byrthe.weather. /From\the "bright sunshine and balmy air"

-(118) which sets the mood for their happy encounter over the primroses,

the weather changes to "one the gloomiest of April days, a day of -

ithick dark clouds, and he_vy showers" (147) when Rosalie Murray
determines to "fix that man" (145), and seems to ‘be securing Weston's
interest. Significantly, towards the close of the novel the mounting
apprehension and emotional "heat" which Agnes feels when she and Weston

e-discover each other ¥s displayed in the reference to "the heat of the

+
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‘weather" (214).' The emotional tension.of their reunion is then
apprbpriately'released ds both the weather and Weston's silence break.
His explanatory statement, "it was not my way to flatter and talk scft .
nonsense” (218) and his tonfession of love for Agnes both take place on

a day when a "thunder-shower had certainly had a most beneficial effeet-,

upon the weather" (211). Agnes 8 growing inner sense of calm resolution

1’l'.

is correlated with the change in the weather. "y heavy and protracted

-~

thunder,shower during the afternoon had almost destroyed my hopes of
seeing him that day; but now the storm Qaa over, and the sun was shining

hrighcly"‘(Zlf)...In this conciyding chapter Anne Bronté recreates a

9unnyica1m_after the storm and her use of weather imagery to this end

" presents the'gbrtfof~reconciiiarory solutien to life's probkems which is
not to be found invEmily BrontE's novel.

| Wind imagery is also'used in Agnes Grey for the delineation of

character. Images of a wind which blows both hot and cold define an

”

imbalance in certain characters and often do so by 1ndicating methods of

‘,1 -
communication. When Agnes arrives at the Bloomfield residence the

weather is‘unseasonahly cold andkwindy for September. The implication is
_that winter shas begun early and; in‘emotidnaI.Eerms, rhe wintry mood .
accords with Aénes'sxnew experierice. hlthough her spirits are high with
expectatlon, the miserable weather makes the journey noticeably longer
and harder to bear:‘ "the heavy clouds, and strong north—eaa‘erly wind -

conbined to render the day extremely cold and dreary, and the journey
seemed a yery long one" (15). The image of a cold, biting wind serves to ¢

~- |

{
underline Mrs. Bloomfield s bitterly unwelcoming reception of the new

governess. Mrs. Bloomfield's way of speaking to Agnes is expressed in
imagery which describes an emotional winter. She~is "chilly in her °

~

-
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. manner" (16) and to her newly-arrived goVerness she directs "é succession
of commoqpla;e r;marks, expressed with frigia formality" (17). .

‘ Agnes's exposure to the "bitter wind" has iefﬁ her hands numb
‘and "almost palsied" (17) Shéiié shown to be blighted'on more than one .
;evel: by the actual physical cold without and the emotional cold within
-aa'cqld‘which~freezes her faculty of speech and reduces her’ to an1
iqaftiCulate nonentity. Agnes later recalls that the little she did say
. was "gspoken in the tone of one half—dead or half-asleep" (16) Her |
description of her impaired function emphasised the numbing effect of her
passage to this alien place. "Myuﬁaﬂds are so benumbed with the cold

L}

that I can scarcely handle my knife and fork" (17) Mrs. Bloomfield's
'

reply maihtains the icy imagery: "'l dare say you would find it cold,’
replied she with a cool, immutable gravity that did\hot serve to reassure
me" (17). ‘ | |

‘There is a wry humeur in the forced ceremony of this scene, in
which Agnes, "sensible that the awful lady was a spectator to the whole
transaction," feebly attehpts to cut the tough meat (17). Anne Brontg's
'choice of formal languagé in the use of such words~as»ﬁspectator" and
"transaction" sgggests that there are two disparate levels which create
a touching pérody in this passagé. On oﬁe level sits Agnes with a fork .
in her fists, "like a cpild of two years old," grappling with her dinner;
on the other stands the "awful’lady" growing increasingly grandiose as
she‘witnesses the pitiful "transac;;on" (17). 1t is largely through her

p—

use of winter imagery that Anne Bronté is able to keep the humorous aspect

«

firmly contained within the context of oppression.
) Agnes'él"palsied" (17) hands and inability ‘to converse refer

isymbolically to the recurring theme of freedom versus restraint. The

w
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A

. . { ) .

power of self-expression is taken away from Agnes, ‘§nd her active self is
. b ) o

held {n check, prevented from any‘freedom of expfesiiée actig{ b& the
"_iﬁé . . L i) s .

'A i)

s

deaﬁenihg bonds of aoc;fl tyranny. Her hope of e
reasoned communication with her pupils is likewise}%¥
Y2
outset: "I talked to my little pupils as,

render myself agreeable: but with 1itt55

PRy

mother's presence kept me under an unpleasant réstr#in?“w}18). .

Images of a stormy wind are used to indicate the }ll-placeﬁ.
destructive energies present in some characters. Those dho‘have a ;ild.
ungoverned tendency to verbal excess of one sort or another (such as Mr.
Murray and Rector;ﬂatfieid) are also those who exhibit moral shallowness

) _ .
~or spiritual paucity. Thus Mr. Murray is described as a "blustefing,
roystering country squire" (66) and Hatfield is pictured "gsailing up‘the
aisle” and "swee’ing along lige a-whirlwindf (90). Both men are c;;ght
up in the pursuit of materialism and have little or no time for the
"Bapless dependents" (67) who look to them for'so&ial or spiritual
guidance. |
| “In their case wind imagery 1s employed to suggest the harsh

: v .
tones of a meaner consciousness. Anne Bronte's poem "The Three Guides,"

written in the same year as Agnes Grey, refers to the spirit o

which is, like Murray and Hatfield, locked in the '"stony-hearted gras
(1, Chitham, 144) of materialism. Tts voicé is identified as "harsh"

"droning" as it drowns out the flight of the poet's soul on its heavenward

r

path:

If, to the breezes wandering near,
"1 listened eagerly,

And deemed an angel's voice to hear
That whispered hope to me,
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That heavenly mutic would be drowned

In thy harsh, droning voice, \ \_,,

ﬂor inward thought, nor sight, nor sound “
Might my sad soul rejoice. (vi, Chithsm, 148)

———"

Within the image scheme she‘hss set up, Anne Brontd consistently

presents the divine messsge as the "still, small voice of Heaven" (1. 50,
Chitham, 145) which cannot be picked up by the dulled senses of tﬁe
materialist. Mr. Murray, Mr. Hatfield and Mrs. Bloomfield are thus
associated with cold or stormy winds and harsh, materialist voices,
rather than the gentle breezes of the poem, which carry a spiritual
"angel's voice." Derek Stanford suggests that Anne Bronté is critical of

excessive "output" in these terms: "Anne criticises this view of life

also for its want of an interior semse. it ‘is all external action, all

bustle and 'output.'"5 v -

¢

The way in which‘certaiﬁ characters communicate (or blow hot
and cold, like the wind) is an open indication of their inherent distance
from, or proximity to, a golden mean of spiritual balance Terence

¢

stkes points to the discoveries of semiotics in the designation of man's,
' . ;»0

role as "quintessentially one of communicat-ion."6 At least to some
degree‘one feels thst Anne Bronté came to a-similar realisation, notably
in her analysis of:the way different oharacters communicate. Encoded in
the way they speak or maintain silence is a wealth of information about
role, power, gender and intellect. While Mr. Murray, a red-faced and

: "nearty bon-vivant" (66), blusters and puffs away stoutly at one extreme,

he is, at the other extreme, almost devoid of expression when it comes to

¢ o

addressing a lowly female*minion such as Agnes. Hatfield, too, is all
energy and presence as he comes "flying from the pulpit in such eager

hsste to shake hands with the squire" (89), or sweeping along like a



al s

- | 18
whirlwind, with his rich silk goﬁn flyfhg behind him, and rupciiné against

the pew qfors" (90), but he has barely a word of comfort for the famiiy

“of his dying parishioner "poor Jem" or for a sadly troubled Nancy Brown

(106=07). L. T o -

Mr. Murray's inability to communicate in any way other fthan by

extremes suggests bo:h his limits as a man and hgp positiogat the head

wl 'G~

- of the Squiréarchy His taciturn greeting reserved for Agnes barely

acknowledges her existence and represents a form of silent dismissal for’

that female sub-species, the governess. His "'Morning Miss Grey,' or .
some such.brief s;lutation," i1s delivered with an "unceremonious nod"
(67), whereas his "blustering" personality is one which Agnes knows only
from other sources and frqm the sogpd of hisAraucous léughtef in the

"‘ ) . ¥
distance or his voluble and frequent blaspheming against the hapless male

' servants. Agnes remarks that she never sees him "except on Sundays"

(66) when he éées to church. The irony that these two uncaring figures

are regular churchgoers and highly-respected‘mémbers of the community

" cannot be missed.

Mr. Murray, 1Tke Arthur Huntingdon in The Tenant, is a

representation of what Juliet McMaster refers to as "the masculine ethos

of the Regency"7 and, as such, it is appropriate that Anne Bronté shows

his lack of dialogueé with the earnest governess offset by the rough

hostility of his speech with the male sérvants.. It is not simply a
question of Agnes's being culturally unworthy of his conversation: what
Anne Brénté ihplies is, rather, a socio-inteileétual dysfunction on thé,
part of.the_MurrayS‘which prevents dialogue. This culfural inability tg

speak the same languége as their employee places them firmly in the dld

" order, whereas the enlightened governess, with her concepts of equality



“19

and moral integrity, heralds a new era which is altogether foreign to the

Murrays and thetr ilk. Thus the only sounds which penettate Agnes's

|

E . - ,\
isolated world echo an intemperate brutality which violates the gentle’

humanitarién values she holds dear. In A nes Grey, then, theylack of

real dialogue between master and servant, mfstress and governess, -
indIcates the "hireling' s"‘(69) -upposed inlignificance. it demonstrates

the voicelessness of those who do not’ signify within an unbalanced social

structure.

Another external manifestation of inner being is explored

through the visual imagery of facial colouring. vAnne Bronté's examination

*
Y

of facial colouring i8 closely linked to the analysis of communication
using wind and weather imagery. Just as the cold wino or winter weather
suggests an emotional frigidity, fire in the countenance’indicates
something of the fire.within and vice versa. Again, this use of imagery

points to thematic emphasis on the need to balance}excess with restraint

. /
according to a divinely ordained natural order. :

Those who cheat in this game of personal interaction may well
hide their feelings, as Rosalie Murray does with practised ease, but as

Anne Bronté's instructive images show, there is a price to be paid for

., . @ N

‘extravagant show or artifice of any kind. Rosalte says of her rejected
' ' !

suitor, Hatfield: "He looked me full in the face; but I kept my

countenance so well that he could not imagine that I was saying anything

more than the actual truth" (134). Hatfield's hot and misguided pursuit
» . )
of Rosalie has ended disastrously and the first indication of his pain is
. S ‘ -
in his loss of colour, which implies his loss 05/1253, in contrast to the -

T

coquette's controlled dissimulatign. Rosalie recounts: 'You should have

r

seen hoy his countenance fell!" He went perfectly white in the face" (133).



' L ' 20

There are, of_course, many such imasea of facial colouring in
literature. Yet, Anne Bronté is giving a slignt twist to thp‘iymbolic
1ink between warm calouring or fire and the life ferce. In these |
characters who exert an unhatural or ungodly‘tont;ol'over others. the

heightened colour of their facea. at certain points, 18 an 1ndication of

imbalance or unhealthy excecs. Mary Ann Bloomficld. who is pronc to
excessively violent passiqns and "insensate atubbornnese" (33), 1is

identified by the "high colour in her cheeks" (18) - When Rosalie first
»
rushes to meef’:gnes with the news of her deceitful conquest. it is with

"buoyant step, flushed cheek, and radiant smiles shewing that she, too,

was happy, 1in-her own way" (132) . We are immediately made aware by'that

¢

qualifying phrase "in her own way" that the fiush of Rosalie's cheek 1s ~

similar to the unhealthy flush of "distemper" which colours Evé's cheek
<
after she has eaten the fruit in Paradise Lost 8

At this early stage in the game of dissimulation, Rosalie has

the upner hand, but, as the changing visual images shqy, this misuee of
poﬁer eests her both strength and nappineee. Her ultimate loss of
vitality is reflected in her loss of facial eolpur. Anne Bronté also
indicates the lack of vigour which results from a life of denfuchery when
she paints an unflattering portraitwof Rosalie's 111;ch95en husband,
whose face is 'pale, but somewhat Blotchy, and disagreeably reg about the:
eye-1lids" (292). Her choice of language ;lluétrates that their
destructive merriage has had the effect of diminishing the«young briderr
by "reducing the plumpness of her form, the freshnessfef”her eonplexion:7
the vivacity of her movements, and the exuberance of her spirits" (193).

This list of‘Rosalie 8 formeteglories, preceded by the word, "reducing,

has the effect of a flashback and demonstrates, within the structure of
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. . o bt 2 . ¢ . X -
5% the text, a viSible'modificationrgf her earlier self. .Rosalie (like Eve)

is finally seen as a woman who has been cut down. Although this study
leaves the character of Rosalie in a relatively sympathetic light, the

continued imagistic pointers to her materialism unobtrusively inform the -

3y

i"reader about the value:- of a thinking woman (Agnes) set against the
: ‘4\",_'
dubious worth: of one who is frivolous and unprincipled.

w

With equal subtlety Anne Bronte uses an 1mage of heat to suggest

a-moral gulf—-this time between two men: 'Weston and Murray. She makes

instructive use of the fire image to,revealva social paradox. Mr. Weston,

)

. <) 5 : .
the ideal of manhood, whose character, as Winifred Gerin says, "emphasises

ithe»sileﬂt worth of a deeply charitahle nature; ? exempllfies (as does

. Agnes)‘the thematic interest in Balance. With'@qre than a hint of irony,y
Anne Bronté describes Weston s fiery defence of Nancy - Brown s lgét cat in
”the face‘of the angry~sguire Murray and his gamekeeper. . Weston, ’J
“supposing that Mr. Murr§? is Maccustomed to useﬁrather strong lgﬂguaget
then hefs heated"l(ll&),mexplainshhis confrontation with the greedy

landbwner ip words which imply that his warmth is of an,altogether'

. ; A&
: : ) : . $
, ~different genus thanuthat'of the hot-tempered Murray:
"Miss:Grey; said he . .'.“"I'Wish'yOu Would make my peace with

! the squire, when you see him. He was by when I rescued Nancy's
/;///  cat, and did not quite approve of the deed. I told him I
Lol thought he might better spare all his rabbits than she her cat,
for which audacious assertion, he treated me to some rather o
ungentlemanly lamguage, and, I fear, I retorted a trifle goo z ,
warmly.' (113-14) 4 C ' %

» .

“Taken 1in context, the heat image becomes more than an indication

of temperament?' it takes on far #ore widely-reaching'social and m6ral

- 'implications. Clearly Murray s heat has nothing to do with the warmth of

concern for fellow beings of the kind evinced by the three characters who

. 7

§ . N ) . _
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sit discussing the incident in the warm glow' of Nancy's cottage fire. It
. . . B ' ¢ Y

is; instead, the unbalanced heat; of a cgfleric and unreasonable tyrant, a
oo ' ;"" " , ' ' ‘

sign of his excess in contrast to the harmonious gesture of one who would

-

make his peace. Weston is the sortgof'character whose life is blémeless

as Oppose8 to»thoée in the MUrraynfamily,“whosé unjust use of wealth a9d
: N :
position gdemand more than an apology:. Weston's egalitarian mentality -

_will allow the possibili;y f conciliation, but the squire's extreme

nature and position will not. Weston has the fina . ‘e, “nt: '"then with
: ' . N 9 . . . '
“a peculiar half-smile, he addedy 'But never mind; imey ne the squire
~ has more to apologise for thas I.' And left the cottage" (114).

-

, CenU{gT\Qg\this middle cﬁapter—(XII) is tﬁc archetypal symbol

of the hearth or fireplace. From its obviousfy pivotal situatioh in the

& .

- narrative, it is fair to assume that the hearth ié a key image-in égﬂgg
ngi, j é; it‘is in.ThekTenént.' Thé heafth recurfeﬁtly'dtﬁiqggfnét T
’only the importance of family Qithin Anne Btongé‘s_scheme, but it also

" serves as a focus for her ethical inquiry into:the'contradicgiong of ~this
' soé;ety'whi;h houseé the frigid, over-indulged "supetiors" better than
'the'cafing, disenfranchised worke%&. o - /f“

/ Early in the novel, the warmth df loving devotioen which fuels

Agnes;Grey's'exégplary family is-suggested in the referencé to her
parents' bond: "if she would but consent to émbéllish-his.humble hearth,
ﬂé should be happy to ‘take her on aﬁy terms'" (2). The ﬁhﬁ&élyrespect
ekptesséd in her parents' marriage'is_of prime importance in'enabling
them to deal with'hisf;rtuﬁe, when thevhgarth would indeed bevhhmbled to -

the point of‘emptiness.‘ Agnes recalls the family's united response to a

period of ill-fortune: *
, ;- , ) o Doy .

A
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. . . then we sat with our feet on the fender, scraping the ,
~ perishing embers together from time to time, and occasionally’
» ‘adding a 'slight scattering of the dust and fragments of coal,
just to. keep them alive. (7) ‘

~Although short -of physical heat,‘Agnes's family is richﬂin emotionai
warmth and the close family ties are in some way heightened by their
meagrevrationsq In the Grey family the valued commodity of warmth is
"carefully’hushanded" (7) and beeausepthey look after the,@}re‘(as they
look after‘each other) the‘"perishing embers” (7) of fanilyilife are kept
aiive. | -

The warm farewells:of these loving people she?hasvleft_at home
add even greater emphasis to the bleakness of Agnes;s reception at
Wellwood.  Her "bright hopes, and ardent expectations" (12) are abruptly
shattered by the rude discovery that Mrs. Bloomfield is not the "kind,
‘Hmotherly woman" (16) she hopes will meet her. Her employer is as cold
and dreary as the autumn weather. - Again, when she arrives at Horton
Lodge in the snow -storm, Agnes discovers icy desolation. ‘The "kind and
. hospitable reception" which she is naively hoplng for is not forthcouing

(63). . The imagery stresses that this pilgrim has a cold and "formidable

passage’ (62) from place to place, and her movements are not eased by any

has b : : -

nurturing warmth from the establishment. K

o~

The harsh reality of the governess's enforced isoiation'and L
lowly status is immediately brought home to Agnes by the distant
situation of her allotted 1iving quarters. They are placed away from the

warm'core of the house: * "up the back stairs, a long, steep, double

flight, and through a long narrou passage" (63). Even more woéfully
1] : . -

suggestive of her reduced circumstances is the "small, smouldering.fire"

i

% . . - :
(64): there is no great blaze of warm comfort to greet the solitary -

. ,j)
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traveller. What awaits her is a disturbingly lifeless "wide, white

derness' of the "alien" unknown (65), and a cold little room, where

¥ames's sﬁirit must smoulder -like the fire.until, it is released, and

given the freedom to burn brightly ~

Mrs Murray s attitude and stance implicitl exclude‘Agnesvfrom
any vestige of warm acceptance. She is pictured standipg by the fire and

"_commenting tersely on the weather and the ' ramher/ro gh" (67) journey of

the previous day. Anne Bronte gives us the visual impression of the
o
mistress standing betweeé ‘her "new servant girl" (67) and the fireplace.

Aéhes points out that it would be perfectly possible and reasonable to

I3
@

offer comfort or welcome to the newcomer, as her own mother (also a
. \ ,

"lady'") would have done: '"my mother would have seen her immediately

after her arrival . . . and given her some words of comfort":(67).
Within the compass of Anne Bronté's;tale, hovever, the coﬁiort‘never
comes from the rith: ‘the gentlefolk are absent when a poor famiiv.needs
help. It takes the offices of a ;oor curate to provide the consumptive
labourer "poor;Jem" with,the life:sustaining warmth of a éood fire.
"Hacfield offers no help other‘than "some harsh rebuke-to’the afflicted

-

wife," or "heartless observat i, " but Weston reacts with thought ful

. . 1
generosity: '"when he seed how poor Jem shivered wi' cold an' what
pitiful fires we kept . . - he sent us a“sack of coals the next day; an’

'we've had good fires ever sin'" (106—07),
From Anne Bronté's differentiation between,the cottages' honest
'warmth and the frigidly "proper" (40) households_of the iilfbred rich
emerges a strident dialectit which runs beneath the suéiace of her

%garently quiet narrative. Contained in these images of the hearth and

fireplace is a discussion about an inherent division in the mainetream of
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‘Victorian sensibility. Contemporary belief systems incorporated a strong

sense of moral endeavour within an apparently incompatible stress an
material gain. The fireplace stood at the core of the Victorian home,

51id virtues and 1of)
so virtues an _z&%y, .

1deali§m‘which are noticeable by their absence from the rich houses of.
: : . * R

and became a,popula: symbol for the sort of

>

Agnes Grey. The 5ustéining warmth and streng:) associated with the
hearth are more likely to be found in the humble cottages of characters

such as Nancy Brown, than in the 'greatf houses of the Murrays or the

.

Bloomfields. Whereas the cottage fireside is closed to nobody, oply a
. . / g .

’prfvileged inner circle is invited to share the establishment -hearth.

T ‘implicit in Anne Bront&'s variations on the hearth motif is a

- recognition of society's failure to-reconcile two s Wﬁiutually exclusive

propésitions as that of loving one's neighbours and then exploiting them
either fof personal gaiﬁ or in the name of maintaining the established

order. The Evangelical emphasis on duty, which was so stringent a part of

Anne Bronté's consciousness, led to an awareness of the peed to conform

"socially. Yet, a'mind and heart attuned‘;o the egalitarian doctrihés of

noh-conformiét'theq]ogy could not avoid the troubling conclusion that the

existing structure was dangerously riven. The hearth, as the functional .

~ heart 6f,fémily life, is an effective focus for the examination of social

and spiritual divisions.

‘

‘Denied the nurturing warmt;zof the family hea}th, of acceptance

as an equal, or even of companionship, it is no small wondet'that Agnes
experiences an inner death and begins to fear for her soul under the

. o . . ri TR o
savage influence of the system:
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‘Already, T seemed ‘to feel my intellect deteriorating, my heart
petrifying, my soul contracting, and I trembled lest my very
moral perceptions should become deadened, my distinctioné of
right and wrong confounded, and all my better faculties be
sunk, at last beneath the baneful influerice of such a mode of
life. (108-09)

w ’ - e
P

o

 Speaking as it does of "peﬁrifying," "contracting,"~agon?deteriorating,"
this 1anguage sﬁggests the sort of factual observations which might be

used for scientificjpurposes to record the ioexoroble dés:ruction of life

[

by the "baneful }nfluenceﬁvof'blind extern%l.forces. ‘fhéogiatemeﬂ;'io
not simply that growth is.fghibiped in toe absonoe ofwwarmtﬁ or. Iight:
‘what makes the;imagéry memorable is that these objective'germs are’
applied to‘SOmething as intensely subjective as the internal anguish of a
soul .in torment. o |
: Anpe Bronté does, however, make it clear that there is relief
;aod sustenance for the "ooul conﬁracting" (108) in the living glow of

Nancy Brown's kitchen fire,gwhere "there's room for all" (112)} It

offers a.comforting respite from the artificial restraints gf Agnes's

""deadened" (109) existence in the frigid environment of the mansion house. -

By juxtaposition, Anne Bronté is able £5 demonstraté.how Agoés's cry from
the heart she feafo'is "petrifying," réoeives on immediate énséor in the
spiritwal and moral reassurance of thé'ﬁeartwarming'sceoe wherZ'Nancy's
‘cat is restored to hef by ﬁr;'Weston} Botthgnesfs~§nd Weston's .-
oommitment to a truly benevoient ideal of service takes them to the very

_heart of Nancy's predicament and ;;'a fireside which welcomes_all%—
regafdlesshof rank. The oonviction that all are entitled to‘sharo the
fire is born out in a series of coneerned protestations from Nancy' 8

SN

WWOn t you: come to th' fire, miss?" to Weston's "But it«strikes me I'm

keeping your visitor éway from the fire" (113)."Thisblove of the fireside
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(specifically mentioned in Thackeray s definition of a gentleman")
identifies the happy trio seated by Nancy's humble fire as closer to the
lofty ideals‘of well-bred gentility than anything evinced by the "angels

, of light" up at the manor.
Rosalie Murray's hunger for a title shapes a significant part

of the narrative and Anne Bronte comments quite scathingly on the ignoble

practices of those who, ‘1ike Rosalie, would wish to be ennobled. The
largesse distributed by the "grand ladies" is ‘entirely devoid %f Agnes 8

genuine benevolence: their charity is cold indeed.

I could see that the people were often hurt and annoyed-by such
conduct, though their fear of the 'grand ladies prevented them

. from testifying any resentment; but they never perceived it.
They thought that, as these cottagers were poor, and untaught,
they must be stupid and brutish; and as long as .they, thefr _
superiors, condescended to talk to them and to give them ‘"g,.
shillings and half-crowns,.or articles of clothing, they had a
right to amuse themselves, even at their expense; and the people
must adore them as angels of light, condescending to minister to
their’ necessities, and enlighten their humble dwellings. = (95)

‘~Anne Brontg adroitly emphasises the glaring absence of fine
qualities in her ladies and gentlemen by her technique ‘of ironic

-

signifying. The irony ‘gains its bite from the realisation that behind
the commonly understood image ("angels of light") lie; a reference to the
hurtful reality of hypocrisy which is neither angelic nor does it bring
light. The ideal of humility is rewritten in an instance ‘of humiliation.
For these ladies and gentlemen, then, the hearth is not the hub of solidly
virtuous, Christiaﬁ family life, Instead,_we see it in Anne"Bronte 5
.terms, as a focal point.fer the realisat}on that behindrthe‘eondescending
mask of virtue lurks a material beast

It is not an unexpected move on Anne Bronte s part go‘?se
animal inagery as a method of referring to the beastly or brutal aspects

.

-
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of the~'gentlefolks"rways, But thereﬁaﬁe two aspects to her interpreta-
tion of the word 'aninal':~ she shows hunan brutality as animal-like, yet

at'the.same’timé she also allows for the acceptance of all animals as «:
God's "creatures" (86). ln one system (the natural order) all are worthy,

- in the other (the socitl order) only the powerful or‘&he ‘beautiful signify.

From the debased value system of a class which prizes external appearance

. above all else comes young Master Bloomfield's classiticétion of speciles

with its built-in endorsement of%cruelty: "it's a pity te %111 the

prétty singing birfs, but the naughty sparrows and miee and rats 1 may de

what 1 like with" (22). Anne Bronté, theri, divides her animal imagery to
».

illustrate two separate elements in her thinking: the general admission

that all God s creatures are worthwh1le, set against the inhuman
beastl1ne§s of some human behaviour Agnes makes this distinction in her
comments on Matilda hurray:_ "As an an1mal Matilda was all right ﬂu: .
as an intelligent hunan_heing she was barbarously ignorant, indocile;y”atwﬁ
careless and irrati®nal" (72).

The roots of a disastrous social structure are suggested in the

- picture of ruthlessly destrugtive behav1our which Anne Bronté presents

through her references to animals. thtle Fanny Bloomfield is -

hopelessly over-indulged that she spits in the faces of thos- +, ome
her and bellows "like a bull" (35) when she is not humoéured ST Maioa
is "as rough as a young bear" (73) to the extent that he pru.«s t hs

"unteachable--at least for a governess under his mother’s eye" (/3,.
. : s - ‘ <
. That last, almost parenthetical, comment says everything about the

problems Agnes encounters with her charges and signifies the ipbalance in

society. The parents pass on tHeir debased values to their children, who,

. 1 T
in turn, pass them on to all they meet. Tom Bloomfield's father plays an



h o o

instructive role in his son's brutal treatment of the yqung'sparrows.

When young Bloomfieldﬁpulls off "their legs.and wings and heads," his

father's only comment is that "they were nasty things, and I must not let

them soil my trousers' (21). o ' ,

®
¥

! The stress of the animal imagéry moves towards the culminating -

sense that these unprincipled materialists are feally more like pre&atory
animals than civilised bei?gs.[«\ e scene at the Blogmfield house isa’ ud
curibusly redolent of a den ofxﬁgives; when visitors affive,the children -~
clamber over.them like a litéer of cubs. As Agnés_obse?ves, "they would
indecently and clamorously iﬁterrupﬁ’the conve;sation of_théir eiders,
roughly collar the gentlemen, climb thé%r knees uninvited, hang about
,’fheir shouldgfs, or rifle their pockefé, pull the ladies' gowns, disorder
their haif, tumble their collars and importunately beg for their t:inkets"
(52). Agnes‘fefers to her pupili' antics in precisely ‘this animal
terminolégy when she sees them "quarreling over their victuals like a set

of tiger's cubs" (43). Although the figure of Uncle Robson has a comic
touch with his '"foppery pflétays," it is alsq s;ggestedvthat there is
something sinister 'and bestial abgut his "little grey eyes, fréquentlf

—

half-closed" (47). 1n the manner of a predctor, he brings his bird-

nesting "spoils" to the children, who in turn run hungrily "to beg each
.a bird for themselves" (49). ‘
.'It falls to Rosalie Murray to demonstrat; the eontrésting usage
of the words ''beast’ and "creature,"_in'the course of her prattle, as she
cfudely(assesses the comparative‘worth of the men present at fhe "odious"
Sir Thomas Ashby's ball. 1In the space of two sentences she is able to

refer to Agnes with one breath as a ""good creature"” and to Sir Thomas as

"young, rich, and gay, but an ugly beast.nevertheless" (86). For Rosalie
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herself Anne Bront& reserves the mobt unpleasant animal metaphor to
. b )

express the nasty way in which she. for the sake of alleviating her
boredom, oallously determines to "fix" Weston, once Agnes's “devotion to
him 1s clear. .Agnes falls victim to a society which keeps her powerless
while Rosalie, indulging in "excessive vanity," relishes the freedom to
be cruel. Through the eyes of painful frustration Agnes sees Rosaliég;
take on the animal shepe of Tennyson's "nature, red in tooth and claw._"ll

Her bitter observations place Rosalie at the level of a greedy, gloating'§

dog:

v

I coul8 only conclude that excessive vanity, 1ike drunkenness,
hardens the heart, enslaves the faculties, and perverts the '
feelingsg#'and that dogs are not the only creatures which, when
gorged to the throat, will yet gloat over what they cannot
devour, and grudge the smallest morsel to a starving brother.
(157) :

. By juxtaposition, Aﬁﬁe Bronté illustrates that Rosalie's
fascination with pedigree has more to do with Matilda s '"shocking”
reference to her "fine bloqp mare" than it does with womanhobd. Although
Rosalie insists that her sister's use of the word "mare"“is "so
inconceivably shoeking!" (83), in the same instaet she launches into an
'inveﬁtoryief the nobléfpedigrees present at her ball: ''two noblemen,
threebbaronets and five titled 1adiesi":(éa);- The implication in Anne
Bronteé's positioning of these images of "breeding and pedigreeGO(SB) is -
clearly that Rosalie's chosen path will be .that of a brood mare, wedded
to the most prestigious sire. ' . e

Equally informative in the developing narrative is“the emphasis
givee to the way Eeople treat tﬁeit animale. In total contraét to the -

«

harsh treatment meted out to the fahily pets.of the Bloomfield and Murray

<

ﬁémilies; the cherishing care given to Nanc; Brown's cat is an exemplar

- -
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’

of domestic harmony and affection. " In an expression of mindless barbarity,
Uncle Robson's favourite dogs are dealt with "brutally" (48) and Miss
Murray inflicts upon her erstwhile pet Snap "many a harsh word and many a

spiteful kick and ptnch" (124) . Even Mr, ﬁgtfield's treatment of the

“»

hapless terrier is d‘plorable: "Mr. Hatfield, with his cane, administered
v

a resounding thwack on the animal's skull, and sent it yelping back to me,

L3

with a clamordus outéry’tg;t'afforded’the reverend gen?leman great

" amusement' (127). The_ifd{y(in the use of the words '"reverend" and
1"gen&leman"‘is obvious to the reader, who is b& now fully awére-that his

~ conduct tﬁroughout is neither gentlemanly nor worthy of reverence.

- Nancy's‘éht, on the other hand, is her '"gentle friend" (96) ané‘

K L4
the affectionate bond betWeen them serves to confirm the gap in awareness

¥

which separates the poor cottager from her supposed moral and spiritual

[

superiors. The animal, which is pictured'"with her. long tail half

ehcircliné her velvet pa§§, and her half-clésed'eyés dreamily 'gazing on
the lqw;‘crooked fender" (96), appears in'a far more sympathetic light
than the man of the cloth, who unceremoniously knocké hér off his‘kneé,
"like as it may be in scorn aﬁd anger"®(102). There is a degree o; ironic
significance in Nancy's comment Yyou can't expect a cat.to know mannérs

like a Christian, &ou know, Miss Grey" 1103), since the cat would appear
. Pofe )

at this moment to be more one of God's own creatures than the clergyman.
_ . . o

‘At the beginning of Agnes Grey, two distinct images of enclosed
spaée'are established as opposing structures which outline the.social

tension within the narrative. The pull between the material confines of

the large houses and the spiritualmfreedom to be found in humbler

L]

dwellings forms a major image base throughout the work. This use of

ot

setting 1s briefly téuched upon in an unsigned review from the Christian



ﬁ;membtanoer of .1857: Anne and Emily Bront@'s kitchens are, it éhya.

"low, and tell a qale."12

Although it is clearly pejorative in intent,
this little rémark\comes surprisingly close to ‘defining Anne Bronti's
method of fusing the outer setting with the iﬁnerbworld of‘hef characcer;
in order to advance the p;;chologiﬁal process and "telf a tale." Eﬁrly
on in her tale she show; that Agheg:s mother 1s pulled in one direction.
by the "e;fgant house," but the humble ﬂcottagef (1) -draws her in the
opposite directibnﬁznd wins: "An eleg;;t house aﬁa spacious g;ounds were
not to be despised: but she would rathef live iﬁ‘a>¢6ttage with Richard
Grey than in a palace with any other man {n the world" (1).

Its placement at thékEeginning of theknovei allod; this glimpge c
of a 'good' wogﬁﬁm%ho knows the value of ; 'good' -man to present, in;:
miniature, a prominent set of images as a pfevie; of thingé to come. It-
gives an indication of the novel's themes, and as‘such it speaks of the
individual's need to be attuned»td spiritual as well as material levels
of being in order to achieve real growth. The superfiéial splendour
promised for Rosalie's coming-out ball is 1mmediately\counteréd in the
text by an ‘image of a small h;use, a quiet little vi&arage, wich an

. .
ivy-ciad porch" 1825, which, ﬁﬂlike}the rich estate oA her intended
husSand, offers more real likelihood of fulfilment. Anne Bronté makes 1b)
clear that the woman whoadevelops‘as é whole perspn does 8o only on, the
basis of self-reliance. 'Agnes éays of her mother: "A carriage aﬁd a
’lady s mald were great conveniences, but thank Heaven, she had feet to
carry her, apd hagds to minister to her own necessities" (1). This {;7:
métaphbr whicﬁ prefigures Agnes's own journey towards independence and

selfhood. It is a salient point that the last glimpge she has of her

home as she leéves for her new life .is one which shows the solid "old
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g}ey parsonage' and the ''village spire" together, {1luminated by a
"slantiag‘ eam of aunsh%pé" (14).: This image, which shows the earthly
str;ctures link v\to hea{eﬁ by a Beam of light, indicates the spiritﬁal
pathway ahead.

. Interiors are not described in detail, but serve to delin;ate;
boundaries or limits on the corporeal if not the spir?tual fregdom of

B

those who live within. The restraint on Agnes is(;ea% enough when she is
shown to be kept~a pfiqpner in thé school-room. Althoughq&t is delivered
.witﬁ characteristic Qndetstatement,‘her comment on the deligerate
curtailment of her free time registers a deeply frustrating position:
"my'kiAh pupil took care I should spend it neither there [withlhancy
Brown] nor anywhere else béyoﬁdithe liﬁits of the school-room' (154).

The ironic use ‘of the wordé fkind" and "care" in that statement undicates
a sense of bitterness without labouring the point about being held
captive. By ca?eful juxtaposition, Anne Bronté also points out that the .-
physical libe;ty which the Murray sisgggs flaunt is illusory.. Closely
follqwing the picture of Agnes's confiéement to the school-room is a
penetrating summary éf‘what Posalie expects from her "inauspicious match"
(155) with Sir Thomas Ashby.‘ Positivelindications that Rosalie is
"ple;Sed with the thoughts of becoming mistress of Ashby Pa;r" (154), and
"elated with the prospect of the bridal ceremonyQEHﬂ its attendant
'splgndour and eclat, the honey moon spénf abroad, and the subsequent
. gaietips she exbgcted'to enjoy in London and elsewheré" (154) (all
' material expressions‘of wealth and freédom) are undercut by the negative
observations that "she séemeq to shrink from the idea of bging so goon
united" (155) and "it seemed é horrible thing tq'hﬁrry on the inaué&\sious

and ?

s

match" (155). The use of words such as "horrified,” "warnings,"



"evil" (155), following the reference to Rosalie's "thoughts" and_;
“prosﬁectsg (154), shows the disparity between the spirit&Qf "uniqn"
" (155) and the dismal reality of the marriage market. In combinhtion with -

the structural imagery, this judicious use of irbny uuggents thdt the -
‘Murrays are locked in to a system of self-seeking maﬁerialism which 1A

only stifle any nascent spirit and must ultimately prove to be

destructive. . . v

; . Through the recurring imagery of paths, lanes, walls, and

windows, Anne Bronte introduces the realisation that, the Murrays world -
. s
is severely limited. '"But why can't she read it~{n the park or garden?"
: . ’ T [ 3
asks-apn anxious ;k . Murray, when her nubile daughter seems to be

5

escaping the set bounds of: her genteel existence by taking her book to
the field,’"like semenpoor neglected giri that has no park to walk in,\
and‘no friends to take care of-her" (126). of course, the.reader ie'
'"ultimately enlightened as. to the contradiction in Mrs. Murray 's peculiar
brand of caring, which smacks more of strangulation. Agnes confesses, |
"when considering the "inauspicious match" with ugly Sir Thomas Ashby, "I

v oo 8 -

was amazed and hbrrified at Mrs. Murray's heartlessness, or want of

-

thought for the real good of her child% (155).3

= - Rosalie's flin;ation with Hatfield and her persiatent ramblings
"in the fields and lanes that lay in the nearest proximity to the road"
(130)‘are implicitly a flirtation yith potential fgeedom and real life
rather than’social confermity. Since she rejectsuﬂatfield, whom Agnes
believes would be far better -than theusinister Sir_ Thomas, it'only
remains for her rambiings to be.curtailed within the confines of yet .

another, grander;”park—-Ashby Park--and an unhappy but "princely" home

(206). "I'm bound hand and foot" (iiQ), aaye Rosalie before her marriage,

o
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I
i i .
i

-~ lamenting the cessation of her flirtatious activities now that Sir Thomas

is on the sgéne, and her remark is actually prophetic. ‘Her seigneurial

‘ P :
aspirations, however, plainly override any gational consideration of the

v

dreadful consequences: "1 must have Ashby Park whoever shares it with

1

me™ (129).
fThe difference betweeniiosalie or Matilda's life and'that of

> their governess is not just the difference between riches and:- poverty or ¢
?-"'t

-

between advantage and disaﬁvantage It ‘1s a far more subtlevdefinition,

0 ¢ «

e
’ of individual initiative' Agnes téke&'charge of her own life and seizes.

her opportunity with gusto "to 'go out 1nto the world; to enter upon a new

¥
\ ws

,life; to act for myself to exercise my unused faculties; to try my,

unknown powers; to earn my own maintenance" (10). As with Helen

4

o Huntingdon in The‘Tenant Agnes s road.: to self realisation ‘has its "snares
* " and pitfalls" (The‘Tenant,,x),f X She might be tied to the schoolroom by
4 L e T
. her demanding”pupiis or "crushed" into the cor;er of the carriage and
L. : ’ . .
‘~constantly reminded of her inferior place in fife "Such a nasty,.horrid

place, 'iss Grey, 1 wonder how you can bear ie,"- says Rosalie of Agnes s

: place in the carriage (76) However, the restraints placed on the

-

governess are (by dint of her integrity) less far reaching than those.
% .

'placed on her pupils. Despite her boisterous ways,.''full of life, vigour,

and activity" (72), Miss Matilda 8 yorld is ultimately as narrow as her
' o)
velder sister s, contained as it is wrthin the boundaries of the park and

____\\\\the marriage market., — ) Ny ’ S\\\\

)
e

Now also she was denied the solace which the companionship of
, the coachman, groom, horses, greyhounds and pointers might have
.. “afforded; for her mother, having notwithstanding the i
disadvantages of a country life so satisfactorily disposed of
her elder’ daughter, the pride of her heart, had begun seriously
to. turn her attention to the younger. .. ... (166)

e
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kN
It is hardly surprising that, in this closed world, the window
represents some, form of. release. Mary Wollstonecraft had pointed to the

'bkpromise of freedom evoked by an open window in The Wrongs of Woman in

-

1798, and Charlotte Brontd gave the'window‘a power ful plece in'the.

imagﬁry of Jane Ezre, where it serves not only to aid looking out.t "
o 14

. also to let strong, supernatural influences into Jane s world.
When Agnes first arrives ‘at” Horton Lodge, it is through the
, winde that shenviews-the unknown world—-a wide, white. wilderness which

symbolises the tabula rasa of her new existence upon which the marks of

[

her future life are yet to be inscribed (65). Rosalie's acute frustration

and awateness of her self-made shackles gain added, almost poignant,

emphasis, as she looks "listlessly towards the window" (139). It is all }
| ‘ \ - 4

too clear that she has thrown away her chance to live in a relatively
. » . N .

"fulfilled marriage and the promise of all the life that beckons outside =«

»

is bound to make her deys dreary: _"There's no inducement,to g0 out now;
énd_nothing to look forward to" (139),‘she complainsi!and the reader
:knows that'while she tefuses to perceive the ‘actuality of what lies:
beyond the window, there o mofe than a grain of truth in her statement.
Again, later in the narrative, when Agnes visits Rosalie--nowrlady Ashby'
'——freshly ensconced in,her stately mansion, Agnes s seat by a ''wide, open
:ﬁwindow" (l§5)”putsfher within sight of'light and iiberty as s%e_looks out |
ifrom a darkening”andbenclosed world: "l_sat for g moment in silence,v |
enjoying the still;‘oute air and the delightful prospect’of the park,
tﬂat lay before‘me, ricn in verdure and foliage, and basking in yeflow

sunshine . . ." (195).

The implication is that whatever is .seen through the window has -

a good deal to do with the mind of the viewer. Thus Agnes's description
N : : . o
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of the view is suffused with a glow of 1iving observation as opposed to

N

the "languor .and flatness" and "dull, soalless eyes' (203) of sir Thomas _
Ashby or “the "dreary composure" (203) bf his bride who openly detests hip.

By contrast, Agnes is a thriving, growing individual who has gained'vision

and méaning.from her expefiences. ‘This descriptive passage, and; the
longer one which follows, confirm the impresaion that there is life
beyond the walls and light'whieh is never quite extinguished for those

who want to look out: N ’ . . . v

The shadow of this_ wall soon took possession of the whole of
.the ground . as far as I could see, forcing the golden sunlight
to retreat inch by inch, and at last take refuge in the very
tops of the trees. (199)

As Agnes sits by the window looking out from Rosalie Ashby's “elegant

N

'ﬁﬁnsion' or .prison, one can see that two major, image clusters reveal the

"difference between Agnes s healthier outlook anhd Rosalie's limitations

5 .

Both of these prominent setslof 1magery-reiate to the outdoors--one is
‘liéht (whicn ia paramount‘andlwhich I shall deal witn later) and the
other is nature imagery.

The curative influence of %a:ure and the restotative'effects—of

‘ ¥ A :
being outdoogs resound ugh the texts of Anne Brpnté's work. Flowers,
s ne Brp wers, -

©in particular, provide a focal pgﬁn for some scenes of self-evaluation

]
and healing. The floral images show. a. .sound Victorian knowledge of the

, ; ‘
language of flowers and;at the same time, they are a generic representation

?.

of,divine'benev01e23é-—e God-given source of strength and beauty. The

_ poem "In Memory of a ngpy Day in February" echoes this confirmation of a
N , L . : "

diviné continuum yhich'Anne Bronté identifies in nature as a whole.

Specifically in her poem "The Bluebell" s%g‘goints,to fIowers as o
individual reflections of personality: . B : - - , i -
N . . '.3 .a. . N ) . '

e
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A fine and subtle spirit dwells ‘ : ~ ¥
In every little flower,

- Each one its own sweet feeling breathes »
With more or less of power. (1ll. 1-4, Chitham; 73) -

Here the bluebgil offers a "silent eloquence" which.speaks of Anne
.Bront%VS own recolléctions of childhdod‘fréed§m:v‘"Those sunny days of
‘ merriment/ When heart and soul were”frée" (ll. 3?-38, Chitham; 74).
Similarly; in"Agnes Grey flower and nature images are used to éonva a

"silent eloquence'" (1. 5, Chitham, 73) whibh'actually gives volumes of

information about character and emotional state. Agnes might tompare
. : ) : N . 5 & ) '

herself with a '"thistle seed borne on the wind to some strange nook of

uncongenial soil" (65), but what actually forms her character has more to

do with the "ruggéd regions" (15) where sl's born. Anne Bronté

explofes this concept of a§rugged individu sm, set 7against the
- SR - ) . B

1
£

"depressimgly ‘flat" (56),presqgggs of the conventional establishment, in
her comparison of the landscapésfsurrounding'the great houses where Agnes -

Q . .
serves. While the Bloomfields' grounds are distinguished by a parvenu

o -

© .plot with "smooth—shaveh_lawn" and "grove of upstart poplars, the
R | '
1

 Murrays pérk'is less nouveau riche, but still "éépressingly flat to one
bérn and nurtured among the rugged hills_of'-f-" (75).

It is in this grand but' uncongenial sétting fhat Agnes
.exLeriehces the unnerving effects of unbalanced, eli;igt.attitudes g:‘the‘
"tyranny aﬂd injusfice".(78) of her young charées and the sgcial
isolétion imposed on her by.their unfeeling snobbery. Their'réfusal to
acknowledgg he? presence is an attempt to de—humanise her, to reduce her
to a ﬁvacancy" (117). But Agnes resoiutely refuses to accept her vacant

status and finds confirmation of her own individual worth (and warmth) in

the beauties of the hedgerows. She escapes from her enforced ﬁosition of



-

servitude by concentrating on the flowers: "along the green banks and«
budding hedges ./; . my spirit of misanthropy began to melt away beneath.
the soft,”pure alr and genial sunshine" (118). )

Agnes s longing for some familiar’ visual link with her
childhood-—"some familiar flower that might recall the woody dales or
green hill-gides of home" (118)——is gratified by the. sight of the

-

primroses: "At length I descried, high up between the twisted roots of

an oak, three lovely primroses, peeping so sweetly from their hiding

place ‘that the tears already started at the sight" (118). The emotional

response is ‘a silent recognition of her own vitality and sweetnéss'

: which she is forced to suporeSS'dufing her diurnal drudgery. ‘It is.also_?

a tearful acknowledgement that the cheerful spring flower recalls a
certain confidence “and youthful promise which Agnes ugw feels is blighted.

" Mr. Westonis role dn'reaching up to gather the primro:Ls is. also deeply

symbolic because in,onefgesture.he is restoring tovAgnes both her lost

youth and her hope'for the future. | T ’ |

According to Vigtorian flower lore, these‘dual symb;ls of
Agnes'S’pastiand future-ethe oak tree and the_primrose—-represent'strength,
youth and love's doubts and fears. There.isﬁtraditionally'an element of

doubt 1in the meaning of the primrose image. In her book entitled Flower'

Lore, a MisSvCarruthers of'Inverness [sic] wrote in 1879 that the primroge

R

_ was associated with "modest unaffected pride."15 ‘She also quotes from

The Winter's Tale, where Perdita speaks of "palg\orierSes,/ That die

unmarried, ere they can behold/ Bright Phoebus in his strength . . "' and

thus gives an interpretation of the primrose image with which Anne Bronté

would have been familiar.16 As far as égnes Grey is concerned, the choice

. . . §
of image is particularly appropriate. The floral allusion to Perdita's v
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. . Cow . :
speech suggests Agnes's unrequited love for Weston and the refererice to

a flower which conveys both prioe and nodesty accords with.the sense of
dauntless tenaeity which attends the'primtose's (and Agnzs‘s) ability to
snryive the move.inhosn}table‘reaches of icy heath and moorland.

_ Agnes'ssand Mr. Weston's express prefetence for wild flowers
extends to their endorsement of the kind of independent oualities which
mahe Agnes stand oot from her self—indulgent‘pupils.' Ehis implidation.is

v

_born ‘out again in flower language when Mr. Weston quest ions Agnes about
17

5

violets (which, acCording to Miss Carruthers,‘mean'"steadfasxness").
Agnes, interestingly enough denies having any connection with violets:
"I have no particular associations connected with them, " for there are no
\sweet violets among the hills and valleys round my homef (120). This
:stateneht‘conbeys_the message that Anne Bronté's heroine is no shrinking
violet:.Qﬁhe.shows Agnes'inclining towards autonomy ano self-sufficiency
once her'ébsession with Edward Weston is overcone.

Unlike her oupils, Agnes exhibits a piain unvafnished honesty.
(symbolised in her love oi wild flowers) which counters the manipulatiyé}l
dishonesty indulged in by Rosalie Murray in the course of her amorous"
'adventures. When Rosalie is playing her calculated game of dalliance
with Mr. Hatfield she is shown holding a sprig of myptle—-traditionally'
carried as a synbol of love by a bride in'her wedding bonquet. However,
.thefe is?a twist'to this use of the flo:al emblem because Rosalie aopeacs
to be'unaware that there is any meaning attached to it other than an
entirely frivolous one: "a graceful sprig of myrtle, which served her as
a very oretty»plaithing" (127). The image indicates that loVe—-iﬁgthe'

. . -

sense of mutual.respect and caring--has no place in the life of someone

like Rosalie: it iQ\jnst agnother piece of the power game whereby her

- . s
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vanity can be gratified at the expense of others' ‘What presents an even

more blatant indication of her foolishness is Rosalie 8- final reaction to

-

her pressing suitor--ahe impatiently gives the myrtle away with a toss of
her head, implicitly tossing away the opportunity of loving reciprocity

in a real marriage. Even though she recognises Hatfield's superior worth

-

to the "ugly" rake Sir Thomas Ashby, she is adamant that "poor Mr.
Hatfield" (128) could never be a serious.contender for her "preference"

because his income bareﬁy'amounts to seven hundred a year: "I never

should forget my rank and station for thé most delightful man that ever *
N . .

~

_breathed. . . . Love! I detest the word! as applied to one of our.sex, I

think it.a perfect insult” (128).

The emptyvheaced Rosalie; of course, presents a perfect foil toh
the character of Aénes, who‘takes the, idea of love (both in its broader
and narrower senses) very seriously. As the representation of a caring,
‘Christian person, Agnes is linked both to the ideal of receiv1ng God's
love and the reSponsibility of dispensing it. Anne Bront& makes specific
use of light imagery to convey theawareness of.a link with the higher
ideal. The poem "In Memory of a Happy Day in February" echoes this

confirmation of a '"divine truth" which Anne Bront& identifies in light

generally:

It was.a glimpse of truths divine

Unto my spirit given 7

Illumined by a ray of light ' :

That shone ‘direct from Heaven! (1. .22, Chitham, 82)

Anne Bronté's use of light’imagery to express love and hope is far from
unusual in literature, but she does impart a compelling air of percipient
life-force to the interplay of light and shade in her word pictnres.

As the narrative develops, Agnes-Grey's mind is so numbed by’
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isolation that she becomes unbalanced to the point where the light 1is
almost extinguished: '"the gross vapours of earth were gathering around
. ] . ' :
'me, and closing in'upon my inward heaven" (109). In her troubled state

©

Agnes is earthbound,'and Anne Bronté shows that this preoécupatioh with
her earthly love for Mr. Weston leans danéeroﬁSIy in;che'direction of an
obsession: "And thus it was that Mr Weston rose at length upon mne, “
appééring like the morning star in my,hori;o;, to save me from the fear
;f utter darkness" (109). |

| When. faced with the loss of her 1bvé towards the eﬁ&'af the
novel, Agnes finés it hard to relinquish the.spiritual sustenance she has
derived fr;m him. Weston has become the_oﬁf; "Sright object" on a gloomy
horizon: "How drea?y to turn my eyes from the contemplation of that
bright object and force them to d@eil on tﬁe duil, grey, desolate
‘prospect around: the joyless, hopelesé, solitary path that lay before"
me" (1635} -However, she is 1nteliigent enough to recognise that this
desperate need--"a painful ttoubled pieaSUre, too near akin to anguish"-~
is unhealthy to the pointvqf‘beihg “evil," for it bindef§ true development
and effectively keeps her in."fetters" (162). She is also giVén the
fo;esight to éomprehend that shé cannot progress un;il this "painful
trogbled pleasure" (162) is,rélinqhished, allowing the total experience
of ; solitary life and the fullness of wisdom to intervége and guide her

!

way: "It was an indulgence. that a person of more wisdom or more

2

experience"véuld'dqﬁbtless have denied herself" (163). Anne qupté shows
Agnes learning to walk "the solitary path" (163) that lay before her with
joylénd hope bgfore she 1is finally'enabled to jéin Mr. Weston.

Part of this 1earniné proceés pugg Agnes 1ntq the deeply

L4 . .
contemplative state we see when she sits at Rosalie Ashby's windowﬁv The .

b *

- ) -
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dismal lethargy into which she has sunk calls forth one ofiihe more

§
e o

purple passages in the novel and Anne Bronté's writing here carries an .
" " .
air of spiritual hiatus which is fitting at this point in her heroine's

development. Again.the light imagery is crucial:

The shadow of this wall soon took possession of the whole of
the ground as far as I could see, forcing the golden sunlight
to retreat inch.by -inch, and at last take refuge in the very
tops of the trees. At last, even they were left in- shadow--the
shadow of the distgnt hills, or of the earth.dtself; and, in.
sympathy for the busy citizens of the rookery, I regretted to
see their habitation, so lately bathed in glorious light,
reduced to the sombre, worky-day hue of the lower world, or of
my own world within. For a moment, such birds as soared above

- the rest might still receive the lustre on their wings, which
imparted to their sable plumage the hue and brilliance of deep’
red goldi at last, that too departed. (199)

What stands out in this passage, apart from a certain floridness of prose, .

-

¥
is that the shadows of structures_(sd&h as walls and buildings) are:shown .

to have taken '"possession' of the open spaces.and obliterated the
sunlight. Agnes is '"observing the slowly lengthenipg shadows from the
window," in such a way'és to suggest that her vision of social strictures

is gaining increasing ciarity. As the imagery‘hefe imﬁlies, the emphasis
now is to move awﬁy from earthly ;ntrépments and the danger of being
. "possessed" towards a higher, more spiritual, plane.

| The use of drématic éolouring or chiaroscufo in this tone
picture succeeds in evoking Agnes's spiritual dilemma. Anne Bronﬁé
highlights the darker brush s;rokes (suggesting both Agnes‘s and Rosalie's
blackened dreamg) with lustrous touches which imply a stubborn spark of
_hope gleaming only in the eye of the believer. The élongated vowel

~sounds recall arcs of fl}ght (Agnes's flights of fancy) and the encroaching

shaaows.cofrespond with Agnes's increasing awareness that her dream of a

life with Mr.. Weston must be éllowed to fade in the realism of "the



sombre, worky-day hue of the lower world." ‘}
Yet she still retains a glimpse of somethingj"so lately bathed
in glorious light" which promises a glimmer of hope for the future. As

Anne Bronté shifts the focus from the contemplative person within to the

busylscene withput, she byilds an impression of ﬁhe tension bztweén
movement and inaction, introve?ﬁion and extroversion, thought and deed.
We afe left with the suspicion that, unlike Rosalie Ashby,.Agaes will nét
opt for‘ﬁ paséivevrﬁle: she &ill resolve her Qilemma by éctively stepping
out of a ﬁquiet,.drabééolour 1ife" (199), and reaching for the higher
ideal like 6ﬁe_of the birds which soars above the rest to cétch‘the
clésing brilliance of the day. |

| Such_a'goaviction accords with Anne Bront&'s beliefs anq it 1;
fpredictable in the éon;ext of- her feligious philosophy that Agnes should
make peace with herxmakef béfore ghe can progress much further. Yet
thqldescriptipn‘of_Agﬁes's apotheosis is not siﬁply given 1in limited
religioﬁsftérmsl {Pa;tﬁgist thougﬁ she was, Anne Bronté gives us an
inééirational view of mo;e than the godhead revealed 1in nature.l.She also
. shows Qs selfhood discovered; Agnes is presentdd primarily as a person
who 1is finally\put in f0uch with all aspects of herself.

As iA\The‘Tenant, the iﬁége of .the sea 1is uséd as a reflection

of this limitles; personal potential. The sea répresents an‘agént of
‘liberaﬁion for Agnes, who finds release in iis ceaseles93 unrestrained
activity: "it wgé delightful to me at all times and seasons, bu;'~'
especially in the wild commotion of a rough sea brgeze" (207). Agnes's -
exp;nsi&e world with its sea bref;es and ffeedoﬁ beyond time o; season ié

a marked con;rast'to the incarceration of Lady Roéalie Ashby in her

elégqnt,manéion hﬁere,the images speékAof time passing and of death.

1
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.Within the "splendid house and grounds” which Bosalie coveted,
"whatever price was to be paid for the title of mistress'" (192), she is
surrounded by /'many elegant curiosities" (190) but 1is altogetherylacking
in ;?vé. She estimates her baby girl's place in all this as "only one
degree better‘thaﬁ devoting oneself to a. dog" (205). Her blind

obeisance to things ('Baubles" [195], as Agnes rather snortingly comments)

shows her.toﬁbe:less the possessor tfian the possessed; shewis owned by
her own vapid materialism. Thé marble figures are metaphors for captive
selves, captur;d in Eold, white marble and the liftlé timepiece and
"litfle jewelled wécch" (195) she shows Agnes with unknowing‘"animatiog"'
--all mark the empty passage ?f her wasted life. Her "melancholy sigh"
signifies the fruitlessness of her materialistic existence '"as if in
consideration of the insufficiency of all“Such baubles té the happiness
of the human heart, and their woeful inability to supply its insatiate
demands” (195). | |

“'I"his sterile, soulless world offers a complete‘contras“t to -
Agnes's now sunny, purposeful life. Juxtaposed agains; these latter
scenes of Rosalie's suffocating union with a man sﬁév&eteéts are anes!s
séaside espapades_in which her healthy delight in her own autonomy
identifies Her as a woman free from the bondage of dependency. Unlike
Rosalie Ashby, Agnes is no longer in need of a man to validate her
exiétence; she becomes fully self-actualised. This is no more the
"drab-coléur 1ife" (199) which oppresses Agnés at Ashby Park: the imagery
re radiates light and coléur.! Thé entire scene on the sands is

.
sparkling with sunlight and bursting with energy.' "No language can

he

describe," writes Anne Brontd, although she manages to do so with

considerable success:



. . . the effect of the deep, clear azure of the sky and ocean,
the bright morning sunshine on the sémi-circular barrier of
craggy cliffs surmounted by green swelling hills, and on the

. smooth, wjde sands, and the low rocks out at sea~-looking, with
their clothing of weeds and moss, like little grass-grown
islands-~and above all, on the brilliant, sparkling waves.
(208) :

. ) .
All this energy creates a perfectly balanced environment:

..

-, 1] L .
"Just enough heat %o enhance the value of the breeze, and just enough

-

wind. to keep the whole sea in motion, to make the waves come bounding to

tPe shore, foaming and séérkling as if wild with glée" (208). At this
‘point one experiences the effervescent "glée" of soﬁeone who has finally
broken free from hgr‘Shackles and become aVEOleeLe person in her own
right. Appropriately, this transcendent state occurs when "nothing eise‘
was stirring--no living creature was Vigiblg besides myself" (208).

Anne Bronté shows Agnes recreated 1n the ancient patter; of an

s

Aphrodite, born from the waves. The se;se tﬁat the se%‘isma sburce of
spiritual renéwal fo; her }s reinforced by th early morning segting. as
Agnes steps forth on a bathway as yét untrod: "My footsteps were the
first to press the fifm, unbroken sands;--nothing before had trampled
§ . - ¢
them since last night's floving tide had obliterated the deepest marks of
yesterday, and left it fair and even' (208).
At this point Agnés is not only physically refreshed but

~spiritually transfigured; feeling as if she had wings on herAfeet and
"could go at least forty miles without fatiéue" (208). The euphoriﬁ;ﬁé
’her_self—discovery brings courage to venture out on the slippery tocéhwfw
where she is seen surrounde; by a rising sea df iiviqg water. Agalin,
when Edward ﬁéston proposes to her, they are symbolically poised on the
edge of a precipice from where they watch‘?the'splendid sunset mirrored

B oW

in the restless world of waters' at their feet (219). Their union,
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unli%ﬁ that of the ill-matched Ashbys, 1s demonstrably blessed when it is
defined by all these positive images of fecundity and strength.m

Anne Bronté's writing skills are exemplified in these ' ' o
contrasting scenes in which language evokes seasonal change, and image

5 'perfectly mirrorﬁ the peychological development offcharacter The
{

-, " ’

correspondence between outer landscape and the ;hnér life of her
characters is of paramount importence. Throughout Agnes Grez imagery of
nature and open_spaceo reflects‘the successive stages through which Agnes
passes as she moves from the.rugged hills of her childhood, through the'
“depreesingly flat" spaces of her governess years,‘to the personal high |
point on that sea-cliff which affords a prospect of creative union in the
fulfilment of marriage to her equal,‘ The images which relate to nature
and open spaces counter those of buildings and their contents and,
together, they act as "piliars of‘witnees," testifying to the actualieation “
of Agnes's escape from social degredétion‘and the "indignities" (78)
which limit her existence in the elaborately;structored establishments

N m

where she serves. \
| Admittedly, Agnes Grey is restritted in focus,\concerne as it

is with the psychological development of one main character within A (

limjited 'environment. - Yet it has an‘&ate textual richness which could

be identified as a peculiarly feminine grasp of ’'the intricacies of

personal relatiogships“ (as Ian Watt says in his analvhis of the

unparalleled supremacy enjoyed by the d@@}n novelist) andgplaces'Annev

Bronté firmly within Jane Austen's literary. heritage.la_ It could equally

well point to Anne Bronté's choice of a more advanced writing technique

which reveals her as a-writer who vas ahead of her time. Robert

Barnard's comperison of her,writing with that of her sisters contains the

LW
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lucid observation that her work "looks forward," and places her at a

literary crossroads.l-9

. w

In Agnes Grey Anne Brontéd's technical achievement lies. in the
. ’ ﬁt .
creation of.a cldsely-woven textual fabric, the apparent‘simplicity of

which“is‘deceptive. With this first novel she does not explore the mdre o

complex turns of plot or dramatic enigmas which, shape her sisters' works
\ 20 -

‘instructive parody {o Tge Tinant. The

and give the dimension

"i{nstruction” which ised to -the reader 1s there in Agnes Grey, no

-
'

, but the narrative development of Agnes Grez

less than in hex lat

shows a straightforward approach which_accords openly with\ité plainly

o,

stated moral purpose.

From the crypticathoughtfulness of the openihg,nut metaphor to. o

the succinct finality of its closing statement, "And now I think: I have
’ : . i : . L
said sufficient" (220), Anne Bronté's writing in Agnés Grez‘conbines an

intentionally straightforward style with the use of key images, the

-

purpose of which is both .to instruct and entertain. In addition to p

Rsetting the‘novel s boundaries of restraint, these two framing statements
- .

indicate the formal structure of the/teXt and provide an ideal vehicle

for the exploration of major themes of balance and imbalance; oppression
and liberty, restraint‘and‘;rowth. ‘Terry Eagleton quite'rightly sayé.
‘that the final line of\Agnes Grey '"neatly captures the‘laconic'modestyiof A

the whole, the sense of a_work attractively reserved in feeling Without

any loss of candid revelation.,)'21

, This reserve is both a stylistic and thematic feature of Anne

Bronté's work. The apparent stillness of her writing, compared wigh.thst

.of her sisters; is not, however, the stillness of creative stagnation or
» S -t ’ :

inarticulation. One of the corcluding images froin the novel would make a

- 2
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‘ gdod metaphorical‘answer to’ the plethora.of critical suggestions that her
‘ , v

.v ‘. . i . N W '
writing lacks power. . It bears comparison with the . calm, but not inactive,
te 7 oo ' ' o

 surface of tHe sea where_Agnes stands on her "mossyipromontory" (208),

exﬁltinggin the contained power and‘unseen depths of e tidal water:

1 turned again to delight myself with the sight and sound of

the sea dashing against'my promontory--with ho prodigious

force, fdr the swell was broken by the tangled seaweed and.

the unseenNrocks beneathy otherwise I Should have been deluged

with spray. (209) : :

, Hhe reader does not emerge from the sight’and sound of Anne Bronté's
narra—ion ”deluged with spray," but one is left with- an abiding sense of
its assiduous swell-—of intertw1ned im?ge patterns embedded beneath and -

controlling its surface movement. .
. SR b ‘ N

The entire narrativegprocess, framed as it is within the

.defining limitsv0f those opening and'closing sentences,fpointS‘to Anne

Bronte s\realisation of what Inga —Stina Ewbank calls "a pragmatic and

‘ nl2 ' e
moral approach to the art of wr1t1ng fictlon Howeven, these textual

statements referring to form and content have a dual function Thée P

self-reflexlve comment mld-way ‘through the narrative, "Had I seen it in

a novel I should have thought it unnatural" %}57), together with repeated

' references in the text ‘to the "benefit" (38) or patien\¥#$’(37 75lﬁpf
the ' reader” (161, 89). and the "prolixity" (38 161), reflections (154),

‘or'"design"'(37 4, 75) of the writer, combine to give a distancing

effect which Supports the novel's dialectic. ut“@&ch comments also

e

testify to an awareness of the writer s literary method and the careful. -
.underpinning of theme with image which is the structural base of her

style In Anne Bronte s ordering of thematic motifs within image patterns

4

there is every sign of the unobtrusﬁvely crafted textual fabric which
o 23
George Moore saw as "simple-anévb@%utiful as ‘a muslin jress."
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\ ' NOTES-
“ JJ ) R '
\lAlthough I do not agree with Inga-Stina Ewbank that Anne

Bronté& is a '"mofalist first and a woman second," it is clear from the
.prefatory statements in both Agnes Grey (at the beginnifig of Chapter I)
and The Tenant (in the preface to the second edition) that her purpose
was to make moral sense of'social problems. In response to suggestions
that . WUthering Heights: does not have a sense of good and- evil Ewbank
emphasises that it is an exploration ‘of the "human conditiony and its
characters are "in varjous ways, presented as moral beings." ‘I believe
that an. equally strong case can be made for reading Anne Bronté's fiction

, as an exploration of the "human condition" which requires an unbiased and
unsimplistic approach, no less than the work of her-sister. Inga-Stina

Ewbank,. Their Proper Sphere (Cambridge, ‘Massachusetts: , Harvard Univereity
Press, 1966), pp. 85, 96. 7 " ' ‘

4

: 2
~ One thlng the other governess novels share 1s an emphasis on

social inferiority. The governesses in Harriet “Martineau's Deerbrook
(1839) and Mrs. Shegwood s Caroline Mordaunt (1835) fall into stereotypes
of angellc self—sacrlflce Here I refer to Ewbank's. survey of the novels.

3The dove in the poem is, like Agnes, confined within a prison-
like structure and its dwareness of what lies outside only serves to-

emﬁha51se the "despalr of its . 1mprlsonment ' : , ' .

"In valn! In vain! Thou canst not rise--
. - Thy prison roof'conflnes thée there;

Its slender wires delude ‘thine eyes,

And quench ‘thy longing with despair

'Anne Bron éy‘"The Cap§1ve Dove," October 3lst 1843, The Poems- 6f Anne
Bronté: ~A'New Text and Commentary, ed Edward Chitham (London: Macmillan,
1975), p' 93 ’,u , . ‘ ‘

NI R

‘ =?Ch1tham rightly cmﬂ"ns that comparisons between.Wuthering
Heights and Tge Tenant suggest a strong similarity which is "of course a

= commonplace. He: goes on to say that these similarities "stem from

common Bront& preoccupations." Edward Chitham and Tom Winnifrith, Bront#&
Facts and Bront& Problems (London: Macmillan, 1983), p..99. One such
preoccupation was undoubtedly the weather and the wind, which appears as

a major force in the letters of both Charlotte and Anne Bront&. Anne
Bronté's poignant, cross—written letter (to Ellen Nussey) shortly: before
her death in 1849 makes particular mention of weather patterns: 'You say
May is a trying month, and so say others. The earlier part 15 often cobd{
enough, I acknowledge, but, according to my expegiegc:T ‘we are”almost . o
‘certain. of some fine warm days in the latter half whe h laburnums afi
lilacs are in bloom; whereas June is often. cold‘@nd July- encr lly wet:
From a facsimile copied at The Bronte Parsonage Museum, Hawort Letters,
p. 321. ‘ :

.
e
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5Derek Stanford and Ada Harriipn, Anne Bronté: Her Life and
WOrks (London “Methuen, 1959), p. 194, "
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'Books, 1976),%p. 145. E :

‘ - *5)
2 . ’

6Terence Hawkes, Structuralism and. Semiotics (Berkeley and Los
Angefes: University of California Press, 1977), p. 125

7Juliet McMaster, "'Imbecile Laughter and 'Desperate Earnest' ‘
in The Tenant of Wildfell Hall " Modern Language Quarterly, 43:4 (December
1982), 354. o _ ‘ - ¢

8J'ohn‘Milton, Paradise Lost, inFComplete Poems and Major PrQSe,‘
ed. Merritt Hughes (Indianapolis: Odyssey, Bobbs-Merrill, 1981), Book IX,
pp. 427, 430, 11.. 887, §O36. C - ~ @

-

9Winifred ;erin, Anne\ﬁronte A Biography (London: Penguin

:o

. lOWilliam Makepeace Thackerav, The .Four Georges, ed Hannaford
_Bennett (Lonidon: John Long, 1923), p 149.

’ _ llTennyson, In Memoriam, in Poems of Tennyson (Oxford, 1921), LV,
P« 349- ER . ‘ -
o lerom ,Aan unsigned rev1ew, Christian Remembrancer, July. 1857,

xcvii, 87-145. Reprinted in The Brontés: The Critical Heritage, ed. ,
Miriam Allott (London: Routledge & Kegan Paul, 1974), p. 369. "

- &

gyPreface to the second edltlon of ‘The Tenant of W11dfell Hall
The Shakespeare Head. Bront@, Vol. T pP. X.

cMarv WOllstonecraft, Mar&, and ;%e Wrongs of Woman, ed. Gary
Kelly (Oxford, 19800 p. 163. Mdry Wollstonecraft shows Maria, "all
soul," escapl’g in her¢imaginan10n through. the open window, whereas Jane
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CHAI_’TER 111

' THE TENANT OF WILDFELL HALL: FROM HEARTH'S o 8

"DESPERATE. CALMNESS" TO HEATH'S

"LOFTIEST EMINENCE"

With characteristic bluntness, Anne Bronte declares in her

preface to the sécond edition of The Tenant of Wildfell Hall Q\if I can

o

gain the public ear aﬁball I would rather whisper a few wholesome'truths

therein than much soft nonsense" (1, ix). This decision to tell "a few

\

‘wholesome truths"wabout such unwholesome subjects as infidelity, brutaﬂdty,

and drunkenness, }nd to do so in unpalatable" (1, xi) detall was one \

i
1} - . i

\

which damaged Anne Bronté's reputation in the eyes of thoif;she calls4 3

W

"the most fastidious" of her critics, not least of whom was her sister
Charlotte.l Writing to W. S. Williams in. July 1848 immediately after
the novel s publication, Charlotte Bronté expressed stifling disapproval
of.itS‘subject “matter: “for my own part, I consider the subject matter
unfortunately chosen—-it Was one the author was not qUalified to handle
at once vigorously and truthfully.' 2 ﬁCharlotte Bronté'svrefusal to allow
Smith -Elder & Co. to publish The Tenant after her younger sisterls death
temporarily silenced Anze Bronté's honest voice, but the truthfulness and
vigour which Charlotte.found lacking in The Tenant are the very qualities
which have kept it‘alive.

Even at first sight the text of The Tenant resounds with

'heuristic vigour and penetrating authenticity. The discrepancy between

Charlotte‘Bronté's oginion‘and the novel itself says more about the

53
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sisters' approach to writing fiction than it does about thei;.relationship..

From the opening letter, which reflects on the business at hand--'"story=-

féiling" (I, 1)--Anne -Bronté's deliberately controversial tale grips the .

. '
/

Iimaginatioﬂ apa presents a purposefiil articulation of social and
psycholog éal conflict. The Tenant qvertgrns the initial allusion to an
"old world story" (I, 2) by offering in its place a searching reappraisal
'of.orthodox§. |

The text of The. Tenant maintains the same moral intent as that

A2

expressed in the opening of Agnes Grey, but- the organisation of the

material is more complex. Structural imégery has a similar function to
that of the earlier'ﬁpvel;’but if is de;eloped té explore the broader
scope of The Ténan#. In.prder to tell her "honest" (I, x) story, and
avoid 1e$sening its impact with any "soft nonsense'" (I, ix), Anne Bronté

chose a direct, confessional method similar to that of Agnes Grey, but

¢

her pse of the first-person narrative in The Tenant is incorporated into
ﬁhe»more intricate tripartite structure, ‘each part of yhiéh varies the -
‘narrative point of view. Thé text is set out in the epistolary fofm, but

it is given‘an added dimension in the representation of the middle’

\

section as a diary, recorded (but not written) by the writer of the ‘

letters. After the relatively simple chronology and straightforward plan_

0of Agnes Grez,'this more expansive design certainly predicates Apne

Bronté's artistic growth and willingness to experiment with her med ium.

For the purposes of adding veracity and dramatic fbrce.to her
narrafive, Anﬁe Bronté's choice of the.epistolary framework, with its
enclosed account of ﬁelen’Huntingdon'sbmarriaée (written from Hélen's
point of view) isﬂpsychologically effective. A curious lack qf critical

" ]

insight must have prompted George Moore to suggest that "almost any man

’ -
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of letters would,have redirected the author s path away from the use

of the journal towards a more conbehpional exchange of confidences in "an
ehfrhncing sténe"alof dialogue; ‘For Anne Bron;é,»clearly, the facile

-pginting of an "enfrancing scené" would bé at variance with heg decision
to tell "an hnpalatahle truth" tI, x1i). .Intellectually, she perceived a

leéss obvious path than that offered by Moore: one which led.her Eo break

. "~ ‘
away from the patrimony of literary predictability.
3

‘«
/

Anne Bronté unerringly grasped the implications of allowing her
- ’v‘
heroine to speak for herself within the thoughtf‘ confines of the

written page. The limits of Helen's tale thus told_intrins;cally give it
gregtér scope. Mare than hhy mere sentimental scené, the diary:of a
woman. driven slowly but surely to desperation‘and flight makes potent
reading and presents a seéréhing ;halysis of submiséive'attitudes and

. .

authoritarian tactics. Clearly, in her choice of method Anne Bronté

recoghised the greater impact of revealing the disintegration of the

marriage from the inside, és it occurs, in a wWarying range of observation

. and sensation. Thé fwoma of lehteré"hlearly perceives the necessity of

giving her heroine t;ég ore %Pwerful tool of the pen rather than allowing

her mere, pretty speeches.

‘ Here the diary functions-doubLy.as part of the.harrhfive

structure’ahd an elemeht of structural imagery. It suggests diﬁfefen;

. levels of meaning:‘ like Hei#h"s painting it represents her urg;'for
‘creativify withih a/closed“engﬁfwnment, énd, like the oben spaces

| inscribed with paths and roads whiéh lead ;way from Grass—dglé,to'thé

X
windy heights of Wildfell the written pages of the diary signify Helen's

-

@scape route. The image of the diary which Gilbert Markham reads by

cahdle}ight until dawn breaks contains an implicit statement about the
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gmpowering process of authorship.‘ It is an example of reflexive literary
technique wiﬁhin the novel and illustrates "the fusion of form;with image,
which gives The Tenant the psychological perspective or "erth beyond
depth," identified by A. Craig ‘Pell.6

It is largely through Anne Bronté's choice of dominant image
patterns that this depth is Jéfined. ‘}he Tenant is Péradoxically held
' togg}hgr by imageé ofkduality and the narrative teﬁsiﬁn is forned by
pictufes of opposiges—Jlight and shade, h;aQe; and hells, heath and hearth
'——which are incorporéted within the novel's stoucture. As in Agnes Gré&,
images«of.contrasting structures outline the‘differentsdifecﬁions in'_

which characters move and grow. In The Tenant the more controversial

examinationslof conflicting states such as fidelity and infidelity,

4'40’ L

éobriety and drug&eﬂnﬁgs, marital Qnity and estrangement, are given
emphasis by the greater contrast'bepween the buildings and théif
s;rrouéding countryside. The situation of Wildfell Hall is an-extreme
example of iéolation and elevation as it stands on the "wildest and
loftiest eﬁinencé" (I, 16) in éymbolié union with its tenant; whoris a
coﬁbinétion of wild ungoﬁventionality, lofty virtue, and eminent
imtelligence. Linden Car is tucked‘away safely in the valley and is
described chiefly in references to its cosy social gatherings or>th;
traditioﬁal'"gleam of a btigﬁt red fire throughvthg pérlogg window" (I, 4).
The obvious diétahce between the two enviroﬂgiaés underlines the gulf
between the estranged tenant‘gnd the Qnified§social group which Judges
hervby the_very st?ndards'she questions. , Although-it‘is no: directly
connected with'the picture of Helen's marriage, comfortable Linden Car

sets a tone of conventional family unity which contrasts with the painful

divisions and immorality.which hold sway at Grass-—dale.
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The interplay of dualities can be seen throughout the text. In
passages like the following, contradictory impulses work in unison to
produce a figurative density which demonstrably repudiates Terry

Eagleton's comment on "the slightness of her fiction.f7 Helen's first

.offering qf a rose to Gilbert Markham in the chapter "A Contract and a
Quarrel" (an appropriately antithetical heading) draws forth a rapid

4 ,
gsuccession of contrasting images, creating, as it goes along, the sort of

visual cross-referencing and emotional tension which is representative of
the entire novel: . . -

.

Instead of taking it quietly, I likewise took the hand
4 that offered 1it, and looked into her. face. She let me hold it

for a moment, and I saw a flash of extatic brilliance in her .
eye, a glow of glad excitement on her face--I thought my hour
of victory was come--but instantly, a painful recollection
seemed to flash upon her; a cloud of anguish darkened her brow,
‘a’'marble paleness blanched her cheek and lip; there seemed a
moment of inward eonflict,--and with a sudden effort, she
withdrew her hand, and retreated a step or two back.

"Now Mr Markham," said she, with a kind of desperate
calmness, "I must te}l you plainly, that I cannot do with this."
(I, 95-96) b .

\

To the extent that the oxymoron describes a pull in opposite

directions, the use of the phrase 'desperate calmness"vto describe

~

Helen's attitude is a holophrastic clue to the novel's controvefsiality.
In her Preface Anne ﬁronté states both- her de;ire‘"to give innocent
pleasure'" and her dutyv"to speak an unp;latable truth" (I, xi). The
polemical basis of her intent is fully realised in‘her method of pit;ing

images against each other: the "flash" and "brilliance" give way to

"cloud" and "darkened"; the extended hand is countered By the withdrawn

hand, and the colourful "giow of glad excitement on her face" 1s denied
o - . - , ,
" by "a-marble paleness." This is not meant to be "entrancing': Anne

Bronté's writing is intentionally seditious. There is a vigour to her
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'Lreatm%nt of the literary canvas here which demonstrates a knowing -

application of chia;oscugg to achieve definition of the subject. The
definition is both disturbing and revelatory.
 -- Anne Bronté's characterisation has been slighted’by Phyllis

Bentleﬂ as '"often either feeble or crude," but through the suggestive use

" of ite%ative”image schemes, the characters in The Tenant evolve noticeably
0 - . R e e ] ’

Vo
i

duridg the course of the narrafive.8 A. Craig Bell identifies a "timﬁ-
senseﬁ by which "unique" fééture the major characters, Helen and Gilbert

(to a lesser degree), "emerge from their emotional stresses and trials

subtly different."9 It seems to me that this continual process of

'redefinition ag achieved in large part by variation in the metaphorical

. o
sub~structure.

With her use of an imageiécheme which switches angel and devil
pictuqu from Helen to Huntingdon and back again, Anne Bronté plays on

the irony of Helen's naive misconceptions about his goodness. She uses

_the angel/devil motif to call attention to what becomes a kind of pitched

battle of spuls. This is a major image scheme in the novel, and,
combined with the congrascing settings and mptifs of darkness and light,
. S
sérves to create an underéurrent of spirituai énd emotional conflict.
Inga-Stina Ewbank states: '"The relatignship between Helen and Huntingdon
gets its péculiar flavour a;d much of its interpretation by being.
developed against a tightly-woven tissue of rel}gious references."lo
Much of Fhis imagery is not simply "religious“ bﬁt archetypal, qu, as
suéh, it questions entrenched sexual divisions ahd social hierérchies.
Helen's validation of a physical response in spifitdal terms

points to an imbalance which is painted in imagery of hea?en and hell.

The»iqgntional'confusion of her response is stressed by the breathless
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exaggetation.;f the comparison between Wilmot and Huntingdon: "If/waa
_like turning ftoh some purgatorial fiend to an angel of light, come to
~announce that the season of forment was past" (I, 159). .The ironic use

oé such hyperbole only emphasises thatvfhe reverse is true: Huntingdén's 5
arrival on the scene announces'the beginning of tormenf.* In Helen's :
gaxchoﬁacﬁia Passion cleariy wins over Reason, and the mbrg siﬁister side
to Huntingdon's advances is recognised, but not écknowledged, when she
sa;s: "but I feared:there was more of conscious power than tenderness 1in
his demeanoﬁr"J(I, 160). The vispél image makes the narrative deveiopment
clear. Underlying Helen's relationships with Huntingdbn and Hérgrave
there is a vicious power struggle (the chess game‘witthafgrave
exemplifies Anne Bronté's symbolic representation of this), but she-adds

a further dimension by frequent reminders of the inner battle which

-accompanies it. Bearing in mind this carefully laid groundwork, the

~

sustaingd metaphorical and symbolical sub-structure which explores the
interplay between "outward séemipg" and "inward mind" (I, 133), the

obvious pull between earthly and spiri;ual concerns, it is hard to see
how Terry Eagleton.réaches ﬁhe b?rren conclusion: '"Anne Bronté'é work,

by c&htrast [wiéh that of her sisters] knowé no such conflict between the
flesh and the spirit."ll | -

It is precisely this conflict between flesh and spirit which
underiies the intensi_discuésion between Helen and Aunt Maxwell in the
chapter entitled "Pergistence;" Helen's persistent (and’natural)
emotional "flesh" prompté her to OQerride the traditional spiritual
guidance offered by her aunt. She is §ble to counter her aunt's warning

question, "What fellowship hath light with darkness; or hé.that believeth

f . » ;
wvith an infidel?" (I,°194) with her own misguided conten;fgh that beneath
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Huntingdon's rakish exterior she recognises his true self 'shining out {

Il

the unclouded‘light of his‘own_genuine goodness" (I, 193). A Were
pragmatic rebuttal.gd Aunt Maxwéll's refefen;e to darkness andvlgght
comes‘throhgh the dismissive reply: "ﬁé is not an 1nf1§el;—;and I am not
. 1light, and he is not d;rkness. his worst and only vice is thoughtlessness"
(I, 194). °‘Rather than undermining,the‘image, this comment émphasiées the
deeper diffegéhces.betWeen the two and gives credence to Helen's over-

generous humahity.

Having thus indicated that she is dealing with humanity divided

b

and not simply with opposing abstractions, Anne Bronté suggests by

further use of this iﬁagerythatﬂelen and Huntingdon are heading i
different.directions. Rhnt‘Maxvell’s grim p}onouncement that- Huntingdo
and his ffiends atre running "down the headlong road, to the place
‘Aprepared'for the devil and his angelsi" and Helen's answer, ''Then, I will.
sé;a him from théma (1, 1665, are combined later with ironic humour in an
evocativé syﬁbol of conflict: "I made an effort to rise,'" says Helen,
"butuhe was kneeling on my dress" (I, 185). A. Craig Bell points out

that this is also a symbol of~§élén's ;oweflessneés, but it is not simply
‘her’ lack of po;er over Huntingdon.12 The image shows her attempting to
stand free of soﬁething which holdsvher down—-this proves to be her _
physical passion which, paradoxicaliy,.also allows a release of ener;;.
Physical énérgy combines'both positive and negative aspects' as Anne
Bronté expresses thro;gh tfz image of darkness and light again. Passion
can both inspire and delude: 'the hovering <loud cast over me by‘my‘ !
aunt's views . e . wa; lost in the bright effulgence of my own hopés‘and
the E?o delightful conscio;ségsp of requited love" (1, 189).

. v A
There is every symbolic indication that the relationship is
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doomed, and Anne‘Bronté gives definite clues to the reason for 1its -

, ~ . .
failure by her.Lse of the‘ange%’image.w?ﬁhen Huntingdon addresses Helen
as "angel" and "treasure," he is clearlylnot‘epeaking to an equal; Helen,
the atereotyped "saint," will be as fettered as if she were A;:lded in
plaster, unable to rise beyond a kneeling position, trapped, emmarbled
(1, 191). Clearly, Helep'&~fate is to be kept under his "roof" as aﬁ
object, expected to display only those qualities of ' sweet, attractive
goodness" as serve to please on a purely»suﬁztﬁicial level (1, 190). As
the angel motif is developed, it takes on the-resonance of othetr 1image
patterns connected with tne stereotypee of women as gubmissive servants

* and mysterious, Stony-hearted priestess figures:‘ the: eonhectedlsymbols

L x v.,,.
are those of hearth and home and the stone or rock image;which sérves as

Huntingdon 8 demonic tendencies are seen’w

L]

,‘nipulate and undermine his wife. Helen ta fim, H‘And am L*

K

. A .
. Lt N

above all human sympathies?" 1s‘an ironic poin f

of her. It also points to the. imbalance inher nt

Huntingdon attempts to do iqigord only) "towar@q}pn%t saintly condition" '%'
. \ R RN

(I, 226) which was, reserved for women in the m%)nced roke of "household

i

deity" (11, 19) and a denial of their essenti

Patmore's Angel in the House).13< Anne Bront!

de-humanising Helen;' when she is reduced to jh

spparent that "human sympathies” have been?ﬁ il The PatadO’&ical ‘:A".

divine and V?ﬁ P
,:v\- R

splitting of the female'figure,into somethﬁ’ z
@eaten;né is a 'con-ceﬂpt. which Jung later as an’ aspect of t‘he *
K\( T a . oo -

R ) " ‘:. ; . ’ Q,
% 2 T L I RN S
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anima, and Anne Bronté's representation of an unhealthy twist in this

reRard 1is peneirating.la'éEntitely within the progression of connected

. )

éymbols, the description of Huntingdon shows him as an inadequate figure:
who can see women onl& as types. His justification of 1nfidelity’io
supported"b§ the dubioqs reasoning that_his mistress is_"g daﬁghtér 6§
Earth,” while his wif¢ is "an angel of heaven" (I, 264). The’logic
behind this statement is\one of entrapment: Helen is locked into the
househéld ah)elAréle as titular wife ghd‘housekeeper. .

The realisation that death is near.conjures up d bitterly

twisted picture of the/"immaculate angel" (which is his construct)
N %
looking "complacently on" as Huntingdon burns in hell: he has created
; ‘ ‘ ' N
his’own unreal image of Helen, who, he belleves, "would not so much as
PR

dip the tip of you;’;ingér in';ﬁggr to cool‘my tongue" (II, 23!5.
"Helen's reély; with its reference to the "great gulf over which I caﬁnot .
pass," is another alleg&%y'of fhe difference ﬁetween the new age and the
‘0ld. Their persdnalidifferencés represént}yhét Juliet McMaster refers to
as "the difference betWeehrRégency and Victorian mores," and she points

out that Anne Bronté '"uses the standard Victorian commentary on the

excesses of the previous generation as a parddigm for the relationship

- between the sexes."l§-’Tﬁ§E/;Eere is indeed a ”great.gulf" between Helen
and her unregenerate husband has been amplyﬂdemonstrated7by the use of
antithetical imagery, but, as Ewbank indicates, the contrast, between ,
Huntingdon'é fear of dammation and Helen's assurance of salvation is a
major concern of Anne Bronté, who éﬁestions "the horror of a situation

without consolation,"

'Elecf."16 The image content of her anti~Calvinist poem certainly bears

aghemphatically here as in her poem "A Word to the

comparison with image patterns in The Tenant: -
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You may rejof!ﬁylo think yourselves secure;
- ‘You may be grateful for the gift diviner-. < , )
Teu sl That grace unsought, ‘which made your black hearts ‘pure,
And fits your earth born souls in Heaven to shine. . ’
: (Chitham, 89)

-

‘ Anne Bronteks point is that it is the hope of salvaxion whicd gives light

[ J,

Lo and life, the faith in a caring God who Has planned egalitarian order and,

‘ — ’ - | _
balance‘into the un!verse. . &’ e

The chapters on Huntingdon s death (11, XLVI—L) indicate that

1
&

"Helen 1s not’ only released from her. limited role as dutiful, ministering

N . angel but also given an opportunity to move forward and reclaim her
* -
personhood it is the penultimate step in her realisation of her. whole

Lo 'self ‘ Eo longer constrained by duty to remain in a marriage which is ,
i i"iitself moribund she is finally released from a sit:ation which is aptly ’
| "i symbolised by "the darkened room where the sick man lay" (1I, 206),‘:nd
I Gilbert = reference tg "that incessant and deleterious confinement beside,

-

~a-living. corpse" (II 1 231) describes a spiritual and emotlonal entombment*
which has now ended. Anne Bronte makes it clear'that no matter how

ounselfishly&concerned with his fate Helen might be,,as long as. Huntingdpn
Y 4

By

’ lives, she cannot go on to, lead a, completely fuLﬁdlling life "still

v j\;hile-he lived@e must be miserable" (11, 220). v . .
SN S The  internecine strife of Helen 's marriage is given spiritual '
o s lr‘*’ . o
depth and emotional veracity by repeated use of this angel/devil <

darkness/light image scheme' ahd Anne Bront@ continues the process by

employing -an identical series of images in another context. this 4

.r|‘
. confrontational undercurrent’lends further//g/pe to her study of Helen 8

beleaguered psyche as she~traces the tortuous passage of her relationship
° N ¥ - 3 .

with her would‘be seducer, Walter Hargrave. Harg?ave has a persuasive

o R

attﬁtude not unlike that of Milton s serpent Satan, whose "fawning ;

v L% : . ‘_

PR Y

A
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flattery and "fraudulent temptation'n‘
, "insinuating friendship" (1, 280) that Hargrave is so anxious to push

ntify the same sort of

.

‘upon Helen. In one of their earlier ehcounters, Hargrave is shown in an’

instructively‘symbolit position as the potential barrier to any remaining -

-

Alight in Helen'sfexistence: . . : S

The time that I met him alone was on a bright but not
oppressively hot day in the beginning of July: .I had taken
"little Arthur into the wood that skirts the park, and there-
/ seated him on the moss-cushioned roots of an old oak; and,
/ having gathered a handful of bluebells and wild ‘roses, I
was kneeling before him . . .

/ : -
i .

\
. . N 4 .
‘Into. this picthre of light and life/'Hargrave is introduced as a sinister
vforce, "when a shadow suddenly eclﬂgsed the littleaggice of‘sunshine on

| " the grass before us; and looking up, I beheld Walter Hargrave standing

&
and g321ng upon us" (I, 281) Anne Bronté uses the angel image to show

how Hargrave attempts to manipulate Helen through flattery and '"bold yet

" artful eloquence' (II, 89).. .Hargrave’ s argument is a twisted reversal of
o ] ,

R . , /
" the situatipn as he appeals to Helen‘S'"snperehuman purityf (II, 49) and

P N ‘ o '
her ability to raise "a devoted/heart from purgatorial torments to a

hstate of‘heavenly bliss":(II, 76).; Helen, however, never loses'sight"of

* ' : v —

{the fact that any liaiSOn’with him would have the reverse effeet of

bringing her down’ to a level of "purgatorial torment " His conclusion

b

that she is only "half a woman" (II 92) and his plea to her angelic

potential‘to .save" him (by capitulating) is a covert appeal to the
‘phy51cal vulnerabilityjof a ldnely woman.
The impact of Helen g rqfusal\to comply iSrexpressed in images

S A, .
of darkness and desolation be ppessures her with a line about wasted

3 I

v potential, me,yonth%is wasting a&ay " my prcspects are darkened my life
. ’ ¢

is a deéblate blank" (11, 96); His coup‘de grace,kthough, is_remarkably

o , .
' f-@sg . ) N
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similar to the .drgument used by Satan in Paradise Lost. Hargrave argues

for Helen's compromising her Qriqgfples op the,grounds‘that passion is

among "the most‘godlike impulses of our nature'" (II, 96). Just as the

serpent promises Eve and ye shall be as Gods 18‘if she will eat the

9

b’fruit, so Har rave contends with "powerful sophistries" (II, 97) that
8

Helen is empowered to "raise two human beings from a state of actual
g -

suffering to such unspeakable beatitude as only generous, noble self-.

A

»‘~==*forgetting love can give" (II,i97). ? ‘ - .

Throughout Hargrave's many and varied attempts at seduction,

"

Anne‘Bronte examines the'shiftingvrange of meaning behind the angelic

symbol of purity (the angel ﬁn the- house) which a masculine hegemony

4 v

-4
wouldfuse to subjugate and control women. When Hargrave s approaches

-

4.0 have Fun the amut7of uses for‘the word "angel" from servile flattery to
\ h g N . g N i '

a quasi—religious férvour and blackmail, he can have‘recourse te sthe
o 4
notion of their co—equal sanctity, which in this case, sounds distinctly

sacrilegépus. g . T o
"You have .no reason now: you are flying -in,the face of heaven's
 decrees. God has designed me to be your comfort and protector
—-1 feel it--I know it as certainly as if 9~voice from héaven _
'declared 'Ye twain shall be one flesh'—-and you spurn me from
you''-- (II, ltl}
!/

Loa

. Y ’ : '
The word picture which is painted here is an amalgam of symbolic reference

to good and evil power and powerlessness, reputation and infamy, each
facet of the picture is interlinked to imply the psychological bombardmené
' of Helen. _As HarZrave glances at the window, a "gleam of malicious
countenance," and then Helen looks over her shoulder o

4

‘to see a shadow just retiring4round ‘the’ corner" (11) 122): ‘the "gleam"

'triumphflit up hi

A of negative energy and the ominous archetypal symbol of the "shadow" both

. L _
. 3 : SRR -

i
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combine to signal Helen's precariou3'posigion.’ Then Hargrave's description

of Grimsby (the grim "shadow" behiﬁdlthe_corner) nEatly'sums,up the
threat which he himself poses;bt"ﬂe~has no love for you, Mrs. Huntingdon

*--no reverence for your sex-Qno belief in virtue--no admiration for 1its
image” (II 122). Helen's retort that this coercion is an "{nsult" draws
a desPerate (but brief) repetition of the worshipping stance: "I do not

insult: you e I worship you. You are my angel--my divinity! I‘lay my

-

_powers at your feet-—and y0u must and shall accept them!" (II, 122).

[}

Language and imagery combine here to work as . ironic signifiers in the
4%

repeated references to a feigned submission which is the mask of
g 4

dominance. With the closing contradiction of the submissive ”lay my
pﬂwers at‘your,feet" and the imperatives 'must and shall " the point is

-made that it is but.a short step from such bogus veneration to subjugation.
. .

When all ‘the manoeuvres have failed Hargrave s bitter summary of Helen 8

character contains in essence what Anne Qronte has ‘been illustrating all
. R N .
along. Stripped of its "bitter emphasis," what remains of Hargrave 8 "-~
\F © i . « ‘ ’

statement '"you are the most cold hearted, unnatural ungratefql;woman,

is that~he is not (nor was he ever) dealing with an "angel”ibut;with_a‘.

woman, albeit a woman who hasbevery;reason to be ' iyngrateful".(Il:KIQé)
Thls k%pd of literary c1oSs referencing, using the angel/devil

and heaven/hell motifs with t@eirﬁ#allusion to the Fall and the Last

Judgement, serves to create¥an atmosphere of deeply entrenched hostility

v

nd schism, As the narrative unfoldf,an omnipresent pull between good
and evil is revealed and it become%#aﬁﬁarent that the protagonist muet

find sanctuary from destructive forces. In the hostile enbironmen; Helen

.encounters, the most™ obvious place of‘sanctuary is not always the best.
After one of Hargravefs early advapces, she retreats "uithih the sanctum'
) : - . . 1v'° o ) e . R

-
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Aof Gilbert's house, it becomes clear-that the warmth is tempered.by’g

67

of her home (I, 282). But in The Tenant; even more than in»Agnes Grex,

Athe home and its hearth are a particular focus for the clash of values,

the thematic oppositions—-spirit against flesh freedom against oppression

* ‘o

| —-which dominate the entire novel. More than once, either Helen or

Gilbert (even Huntingdon early in the marriage) is pictured leaning on

\
\

the chimney breast, returning for sustenance,‘it would seem, to the heart

of the homef the core of old values and old structures, to find solutiens

to &@ﬁmingly impossible contradictions. Parallels inherent in the . .
ﬂﬁfferent fireside settings suggest comparison and contrast of difterent

emotional states: thek"faint red glow of the neglected fire” (I, 184) in

CF

‘the library when«Huntingdon courts Helén is a portent'of the faintness of

his love for her and the neglect she suffers.k As a woman (and for male

} ‘ o

' purposes an embodiment of the household deity), HeIen is the keeper of -

'Y

the hearth it symbolises her traditional role and her tradi}&%nal

N

'strengths, 5uch as compassion, nurturing, fortitude and patience.ﬁ Just

.

as' the warmth of " the blazing fire at Linden Car encompasses all the

: kcomfortable familiar values of the Markhams, so too the firesides at

‘Grass-dale and Wildfell Hall reflect stages in their proprietor’'s

departure from those standards.
'

’ " The closely-knit, but - comparatively rigid structures of the

Markham household are indicated in the way the fireside image is ‘

'articulated, Although Anne Bronté lets her readers know about the warmth

"

deeply ingrained suspicion towards anything remotely untraditional,

especially when the unrepentant iconoclast is a single woman. When

. Gilbert arriyes home after working on the farm 'one cold, damp, cloudy

evening?,(l,-g), it is the welcome glow of the fire which cheers him;

- B

o
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yunder the doting'matriarchal eye of its keeper, Mrs Markham. Anne Brontd
’. I’y ’ . ) -
lovingly sketches in the details of the room where tea is served as Mrs.

Markham, - "that honoured lady," dits and knits: ' .

‘She had swept the hearth, and made a bright blazing fire for
our reception; the servant had just brought in the tea-tray;
and Rose was producing the sugartbasin and tea-caddy, from the
cupboard in the black, oak sidebowrd, that shone like polished
ebony, in the cheerful parlour twilight. (I, 5)

-

Everything in this setting is very neatly ordered: there is a place for

everyone and everyone knows their place. It 1s)hardly surprising,

o

therefore, that this is the room where Helen is judgéd and found wanting

by local society because she clearly does not easily fit into place. The

judgement is based partly on her lack of culinary skill, "all the little
niceties of cookery, and such ;hihgs that every lady ought to be familiar

*‘,withf (1;8) and partly on the fact that she takes the unprecedented step

®

. . ' o
of discouraging her small son'from drinking alcohol--she refuses to 'make

a man of hiﬁ" (1, 26). Rose Markham, who fits so neatly into the fireside

picture producing the sugar—basin and tea-caddy, ‘predictably~pronounces

Ltbof Helen, "I don t know what to make of her, at all" (1, 47), and Mrs
Markham is 51milarly nonplussed when she addresses the party of local

.Xpotables gathered in her firelit parlour at Linden-Car, with a dismissive
"ye don'f know%wﬁet to make of her? (I, 37). When her guests legrnJof .

'the "mistaken ideas and“cdnduct" of that "very singular lady,i“e%en the

vidar‘is moved to outfight condemnation: 'criminal, I should say--

4

- o

criminal!™ (I, 39). '

a4

utSet that a single i

woman of such independent, almﬁgﬁfahti-s -ersqpsions is not to be
%y ’

admitted easily into., the inner ciriie of flreside friends. ‘Whereas the
S ) . R e .
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interior of Linden-Car is domforteble and conventional, the inside of
\ ‘ SR

Wildfell Hall provides an austere contrast in keepin%'with the

" unconventional, rather problematie_circumstances of its inhabitants.

This-imege of the ruined Hall, a relic of a bygone age, serves to

underline the fate'of‘its tenant, As Gilbert relates, the hall stands
defiantly on the '"wildest and loftiest eminence in our neighbourhood,"

where only the toughest of plants survive the "war of wind and weather"
(Io 16): . ;!

Near the top of this hill, about two miles from Linden-Car,

stood Wildfell Hall, a superannuated mansion of the Elizabethan ‘
" era, built of dark grey stone,--venerable and.picturesque to o
iook at, but, doubtless, cold and gloomy enough to inhabit,
with its thick stone mullions and little latticed panes, its
time-~eaten air-holes, and its too lonely, too unsheltered -
situation,--only shielded from the war of wind and weather by = .
a group of Scotch firs, themselves half blighted with storms v

- and looking as stern and gloomy as the Hall itself. (L, 17)

This deseription‘of the Hall which provides Helen refuge is a memoreble

symbol-of the abused woman within,,"uﬂbheltered"~and “too lonely," who
3 ) o o
has seen the glory of younger.days and may rightly appear "stern and

gloomy" but, as the narrative demonstrates, could stand fast against the

venerable" integrity.

"

blighting storms of opposition and retain a
‘The cold isolation in which Helen must live is reinforced by

.the eh§ll interior .of her living quarters ‘with their pointedly "empty

grate" (I 44) ke her distant neighbours at Lin&en-CQI, Helen 5.';

‘lf the‘warmth of 2 blazing fire or ite associated

the . reyéfeﬁﬁ

o
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external situation is '"dismal" (I, 105), we are keenly aware that it

reflects her inner discomfort. She has, of course, chosen to step out .of
J

ﬁe comfortable tradition of wifeliness and eschews all recommendations

to revert to a set mpéﬁ of behaviour she can well do without. "But we

3
L

alvays have a fire in the evenings--if we can bear 1it," insiscs Gilbert,
re—affirming the established order of his home, whereas Anne Bronté shows

Helen's awareness’ that she is destined to depart from the comfortable

; -
- norm:

«

"Me comfortable!' repeated she, with a bitter laugh, as if |
there were something amusingly absurd in the idea. "It suits
me better as it 1is," she added in a tone of mournful
resignation. (I, 106)

- Gilbert, however, would prefer tg chénge the situation and
within the extended range of the hearth symbol, it becomes clear that it

is not just an interest in Helen's comfort which prompts hisl"fancy for a

fire" (I, 106). Conflated in this fireside image is the lure of

o : . - e “ . .
domesticity, ;the wish to construet a cosy refuge from external social

pressures and a desire for possession of the loved one, It represents

the fire of growing sexual response and, as tﬁe abused wife must

anticipaté,'the violent ﬁoséibility of entrapment and submission:

In a little while we both relapsed into silence, and continued
for several minutes gazing abstractedly into the fire--she
intent upon her own sad thoughts, and I reflectihg how
delightful it would be to be seated thus beside her with no
other p;eséhce to restrain our intercourse<- . ... . (I, 107)

Thleife,‘eheq; sums up all the heace&»inteneity of feeling
v which Helep‘must avoid;‘the life force, which she must deny herself
"because itA}s inex;ricaﬁly.caﬁght up in a destructive status quo. A
’;stacement.of Eagleton's regardiné Charlotte's work seeﬁs peculiarly

w
. MR
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relevant here, because it applies equally well to the process at hand, in
which we see Anne Bronté's treatment of thematic concerns through .varying

, . L
and recurrent image clusters. Charlotte's novels, he says, 'dfamatise a

-

conflict between 'morality' and 'society' but the two sets of values ares

subtly intertwined, so that to live well involves both eagerly~embracingq!

" the world and firmly fending it off."19

It seems to me that this is precisely the kind of self- division

C e

generated byf@elen 5 carefully authenticated marginal position.v Her
social and emotional self (symbolised above in the hearth) cannot be -
realised until her life.hes been stripped bare of all its 'social'
trappings, re—evalueted (which requires "fending off" the worid) and then

re-constituted in a whole and @ealthy "embrace" which Eestures beyond the
v . . .

limits of a purely moral self. 1In the words of Anne Bronté's poem to the
Calvinists (which Ewbank has identified as an important basis to the
"spiritoal dimension" which permeates The Tenant),20 "before their dross

is purged away" (1. 43, Chitham, 90), neither Helen nor Huntinggggacan
o "
move on to the next step. 'The allusion is generally taken to apply

solely to the unrepentant sinner (such as Huntingdon), but it could

. 21 : ) " » f C <
equally well relate to Helen. ‘ , . e ,

a
2

i P ’ ' '
‘As in Agnes Grey, the image of the fireigée performs a double
function. it serves to illustrate the traditiongé%gexus of family life

. and it- also reminds the -reader that physical warggh is incomplete without
. -2
- temotional warmth and integrity. One of Anneipronte s poems written the .

year before she was, as Pinion says, "busy at it" writing The Tenant,22

uses the fireside image in-a similar way, to realise the emotional aﬁﬁﬁk

< '
of dissociation, The poem is enti;led simply '"Monday Night May llth 1846"

. and the fifth verse reveals the same sense of emptiness which bothAGilbert

-
l

-
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i, '

and Helen experience in the absence of love:

Y

The fire i1s burning in the grate

As redly as it used to burn,

But still f&e heart is desolate

Till Mirth and Love with Peace return.’ (Chithgh, 129)

-

EL' ‘1Anne.Bronté demonstrates the feeling of aliehatiqh in a series
of cémpar;sle fireside set@}ng;; f{om Grass-dale'to‘Staningly, illusfratiné
the changing ratios of sexual‘dynam%cs} The emotioﬁal'stance of the
characters is figurative{y displayeé?by their bbdily s;ance in réiation
to the heartb. Giibert stands with his back to the fire on his - ;
penultimate én20unt;r with Helen in the first voiume, and, as he surveys
an.unflinéhingly righteous Helen, he expresses an exultant sense of power
thch is reminiscent of that enjoyed by'Huntiﬁgdon, albeit fér quite
contfastiné reasons. "'l éan crush th;t bold spirit,"’ thought I. But

while T secretly exulted in my power, I felt disposed to dally with my

victim like a cat" (I, 135). (At this point Gilbert is tﬁrning-his back

y Y

on their Qnion and rejecting all Qhat potential'dqhestic bliss which
Helen stanﬂs for as far as he is concerned; he is turning égaiﬁst tbe
feminine principle because it now threatens his integriy, it has be#réyed
him (or-so\he beliévés). Helen,'ﬁy comparison, "ieant against one end of
the chimney piece, opposite that near which I was standing, with- her chin
rgssing on her closeéqhand" (I, 137). Her body registers the ﬁearying
 stre$s whiéh dogs her‘steﬁs, while her éyes Speak of the "restless —
excitéﬁent“ (1, 137) which bétrays_botﬁ her intellect and‘her passion,.
Significantly, the description of Helen's physical sténce comes from the
VEncounter"lchaQter: Anne Bronté's chapter headings are"importanf

’ struétural poin;srs. Arthur Huntingdon adopts a similarly ambiguous pose

in the chapter entitled "First Quafrel." Huntingdoﬁ is shown "in an.
. o
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attitude of undisguised dejection. leaning against the chimney-piece with
his forehead sunk upon his arm" (I, 238). As in the earlier chapter, it
is the: eyes which belie the dejected stance; the stance which appeals to

a‘forgiving, compassionate core, the heart of the home, , symbolised by. thei

hearth upon which he leans so demonstratively. His eyes, however, tell a

.contradictory etory,‘revealing that all this penitence and sybmigsion is

feigned for the purpose of manipulating Helen: '"'Heart-broken!' he

'answereﬁfclith a rueful countenance--yet with a merry‘smile just lurking

within his eyes andlabout'the corners of his mouth" (I, 239). Once the

manipulative tactics kwhich gain emphasis by comparison with Helen's

genuine anguish in the pxevlous fireside.settigg)_pay their expected O

. dividend--Helen's sympathetic responee—-then, the stance changes to one

., of arrant superiority, noticeably similar to Gilberﬁ'é confrontational

v
.

stance described formerly: "He now turned round and stood facing me,
with his back to the fire" (I, 238). As Huntingdon gains the.upper hand,
he does exactly what Gilbert was tempted to do in response. to Helen's

supposed duplicity: he reduces his "victim" to the level of plaything
and asks, 'Come then, Helen,.are you going to be a good girl?" (I, 238).

P »

"In direct contrast to Gilbert, Huntingdoo's motives are not coloured by .

love, and Helen's reaction to her husband's insincerity indicates. that
she is aware of this: "This sounded rather too arrogant, and the smile
that accompanied it did noe pleese me" (I, 239).

Anne Bronté works this image scheme consis;ently throughout‘:he”
novel and when Heleh and Gilbert finally "discuss the matter of eternal sgp-

aration" (11, 173), therentinthéfabrﬂ:ofHelen‘scompOSureiskeenlerawn,

both in external gesture and the implicit symbolism of the empty fireplace.

 While Helen is a composite of antagonistic forces in her appearance, "the

- -
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constriction of her brow, the tight compression of her 1ips, and wringing
of her haods;" theleopty fireplace economically signifies that, although )
"a violent confliec between reason and passiéogoas silently passing
within," her choice is made and reason has won (II, 172). Gilbert's
gesture, leaning his head‘oo a cold chimney in anfecho of Huntingdon's
earlier stance, 1s an apoeal to a domestic deity which has moved on:

"'End here!' echoed I; and approaching the high carved chimney-piece, 1
leant my hand against .its heavy mouldings, and dropped my forehead upon

it in silent, sullen despondency'" (II, 173). The parallels with that
earlier marital fireplace provide a réference poI;t‘b; which to measure
the pro%resseof.Anne ﬁronté's protagonist, and also serve to emphasise
the contrast berweea Gilbert's heartfelt depth of feeling and Huntingdon's
crass superficiality: By this stage, Helen has learaed to, operate as an
autonomous being:‘ no longer subservient.in any way, she can demandlan ,
gqual share of responsibility from Gilbert. She krows the meaning of

‘ eéalitarian ¢o-existence and can insist that her friend take his "

own
part in the srruggle of right against passion,' and not "leave all :ggw;'
burdenito me" (II, 174). ’

Probably rhe most dramatic use of the hearth image 'is seen when
the fire is used as an agent of violation in Helen s own inner sanctum--
the library. She Specifically identifies the 1ibrary as a safe place°
"Since Lord Lowborough 8 departure 1 ha%ﬁregarded the library as entirely
my own, a secure retreat at all hours of ‘the day" (II 116) Huntingdon

\
not only invades that inner sanctum, he also uses the-light fr the fire

"

‘(her own fire) to read her diary, after she has attempted to protecr her
. °

privacy by extinguishing the candles- Thén, in an ultimate violation of

her private self, he burnsg all her painting equipment; her'soleiremaihiog

P
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meaﬁs:of independent expfession. This is-a symbolic burning of Helé;'s
idenéi;y, dand, )as, such, it stresses the terrible trick which is ‘played on
the obedient qife. who abides by the social code,'oply-to discover that

. .

it is the very agent of her destruction. Here, the firg, thch.consumgs
her artistic efforts and her hopes of freedom, is a metaphorical pointer
to the marriage jtself: Helen is true to her calling and keeps the
household flame.bufning at great personal cos£, only to have it us;d
againat her. éer husbznd derives great pleasure in taunting her with her
own decent sobfiety and reminding her that she is trapped, while he is -
free to give his energetic concern to a démi—mondaine and deride the
“g{oomy ésceticﬁ'(II, 151) wife who stands by him; Anne Bront&'s choice
of chapter heading, ''Dual Solitﬁde," underlines the tension between the

~two characters. While Hungingdon frets over his "dear. Annabella," Helen

is scorned:

o

. everything I did was wrong; 1 was cold-hearted, hard,
insensate; my sour pale face was perfectly repulsive; my voice
made him shudder; he knew not .how he could live through the
winter with me; I should kill him by inches. Again I proposed
a separation, but it would not do: he was not going to be the

. talk of the neighbourhood . . .--no; he must contrive to bear
with me. (II, 82) . :

/

Helgn,}thegf is trapged in a loveless ma;rigge, which is pointed iﬁ'the

| ;éference to "winter" and is referred to as her "bondage” (II, 83). It
igvénly the clgse communion with her son (as both parent and educatress)

. aﬁ& her painting which keep Heleh heréelf from being "killed by inches"
ﬁ;(II,,82f; Anne Bronté depicts the psychic devastation which resuléé wﬁen
“éne qf tgpée creative ;scapes froﬁ b;ndage is taken_from her. The
Eg;%ltihg state is shown as something evocati?e of death. Hu#ﬁingﬁbn'é fﬁ

»”

destruction of herﬁktools is an avant la lettre portrayai of,psyéhé’ ic“’

- 3 +
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1 projection: not only does he see his own "cold-hearted" gepulsiveness in

her, he is also‘attempting to force his own mindlessness upoﬁ her, to
. . @ .

quench her creative.Splrit forever and make her as 'he is, The\deefhalike

‘torpor which Anne Bronté describes in Helen is an entire}y qppropriate“;
- . & . .
reaction: "I did not attempt to follow him, but remained seated in the

arm-chair, speechless, tearless and almost motionless'" (II, 132).

. i%?, If the hearth inagery is.an objective co:relative for the social

!

Jénﬂ.embqiénil status of the characters, then so too is the imagery which

) R \ .
- WY e . ¥

! relates td“ﬁhardness' and 'softness,' as it further defines emotional and
[ 11 . ‘!,‘

’

sde;al interactions (and expectations) Anne Bronté is manifestly aware
J‘&'v

o of the soclal requirements of womanhood and the soft, submissive "angel"

o, e

S,

;‘tyge is unacceptable to hfr moXe egalitariam viewpoint.z3 In response te

KN oo *

"y
d

«al diseussgon on educational discrimination be;ween boys and girls, ‘she

TR R ‘
’qrefers deprecatingly to Lhe practice oﬁ treating girls "tenderly and ¢

4.

¢

'delfcately.u bt like a hot house plant--taught to cling to others for'
O
. ‘i
~dinection and support and guarded as much as possible from chexvery
n,“')

knowledge of- evil')r (1, 30). Anne Bronté's argunent is that autonomy

~ -

XY gives strengtﬁ and self- reliance 4 ' : : o .

N \,

I would not Send a poor girl into the world, unarmed against
foes, and ignorant of the snares that beset her path; nor would

./ 1 watch and guard her, till, deprived.of self-respect and self-
..~ reliance, she lost the power, or the will to watch and guard

’/}with the balanced conviction (also expressed in her prefdce) that ‘what 18

A

" herself. (I, 31)

Having made the ‘distinction between "wholesome truth" and."soft nonsense"

in her Preface, Anne Bronté's exploration of the ambiguities contained‘in

- that social pre-requisite of 'SOftne357 (for'ﬁomen at least) is an
/ \ -
-enlargement of the pre—stated contrast. Her entire explo;htfon is 1mbued
.

.

" 3
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R meanings within ﬁer stpne'&magery, shF @e-defines the’trad ionﬂé
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‘ff symbolism’ to suggest that the h@rdness of experience and the independent

(o

»

appropriate for a man shouhd be eq lly appropriate for a w6§an.24 ,

RN ’“r*

'During the course of her narrative Anne Bronté's suggestive iterat&hn of
2

’specifically related images prompts “the reader t consider what may be. .

o publicly regarded as 'hardness (Mr. Millward 8" verdict on a shockingly

1unconventional Helen is, "hardened" [I 104]), as distfnct from the

T

- private experience of hardness (through hardship‘ brutality, harsh ’ .
vt .

L .
experience) which can lead either to growth or to sgiritual constriction. .

:Anne Brdnte s grasp of this underlying psychological variance is set ont

/ W o v /

in, the palimpsestic:thought lines of her connected image schemes.'

+

'»1 She remains true to: her credo ‘that hardship produces character
[
and her discourse &emonstrates, through the/epeated juxtaposition of

‘ .opposites, that softness is not a. sign of excellence in woman. All téo

: \
”,‘fn, inlihg Victorian picture of womanhood that softness is allled to

. ,dishonesty or\deceit, of the kind which(Coventry Patmore lauds with a

»

‘certain adomasochistic fervour in Angel in the House. he writes{in the.

tcanto ominously titled‘nThe KOh-i—Noor ORI ' A v
: . ,' N . & . ‘ N P . k
S g ; And evermoréyifdf"either s sake,‘ﬁ S : :
TR  She joing the cunning ‘of the. snake,‘ e :
o ' ,'To rivet,and exalt his loﬁ P R s

Anne ?ronte s use “of animal metaphor and rock or stone imagery is g

o
N deplo edbﬁe entirely differen; effect._ Whereas Patmore connects the

N % ,',.
Koh-i—Nooﬁggiamong\with the commerce in women, the sense of woman as .

"26

put ou her - nne Br%nte gestures towards a sqlid healthier honesty,in

e N ¥

i

PO
human re}ations By cog#lating a far more instrquive cbmbination of

. [N

~
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strength of maturity are interlzzﬁeg:fd/"\\s\

»

. |
nt juxtaposition-eariy in the novel, Helen's

=

“In a signf

featuresfare compared with those of‘Elize'M‘llward.’ While Helen's lips

are "a- little too firmly compressed and- had something about them that

PR B e . . o . . "

J‘T‘Gflbert's observations op.the-tWO'women'reflect his original preference,

'-Helen,'howewer}.is described as quite a~different animal by Huntingdon:

L

.

-

betokened I thought, no very soft or amiable temper“' (I lw @iﬁa s T

- "‘ s e
features are distinguished by her eyes "diabolically-w!"ked 1Eg g AR

irresistibly'bewitthing——often both"--and her voice, which is:

- e

gentle and childish, her tread ‘light and SOft as that of a cat;

¥ ==but herﬂmanners more frequently resembled those of a prétty,
playful kitten, ‘that is now pert and roguish now timid and

- demure; accorﬂing to its own %weet will (L, 12)

¥ N c.

-3

%gu stéﬂd there with YQNi”wh?te face ‘and fLashing eyes, look;;g at mge' 4

wl .‘ ; 3
1ike a v'ery t:rgrtess"g(lﬁ 32) and Gifbert wﬁtes that her eyes’ are. "full

- !
i LY

"of soul" (f’ 66) The contrast between Helen and Eliza 1is'thus drgyn by

the use of contrasting animal imagery Anne Bronté points out the
A :

comparative superiorlty of a woman 1fke Helen who withdraws from all
hints of flirtation, a mere smile from Gilbert id@tially brings forth her
proud, chilly look" and "a look of repellent scorn" t} 20), while Eliza

-

'3
is the . epitoZe of coquettishness as she flirts uith Gilbert by means’ of

her sister 5 pet [cat] with a showér‘bf kisses," and giving

-

_ overwhe

4‘ oyt
Gilbert "one og her softest smiies and most bewitching'

~

'Although Gilbert first. thinks Helen "too hard toﬂg%é:z?,,' .

) » 7y .‘Jﬂ o, « & .

my taste, 5it is not 1ong before the "soft yet unrelenting 8w v T%E;» 3

of Tliza begins to pall and’ Gilbert finds her "rather friﬁ;lous *hd ;ﬁgg§.§i
@

liﬂﬁle insipid;Pcompared with the more mature ‘and’ earnest Mrs. Graham

(I, 51). Eliza s "sorrowful tenderness",and "gentle melancholy" (I 71) i

- K . L . /

R ) .1

ances“ (I 22)"

1

A
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, . . : ,
are"soft' vi;eers which cover an unpleasant harshness and malice;

Gilbert s fi
. '%d?l
demon" (II, 196)

1,-
L R Cy

This volte face also occurs in Gilbert' s perception of Helen,‘

1 perception of her is negative—-he calls her "the little

-1 v ﬂ‘

1jof‘course,'but he is-made aware that what appears to the undiscerni g as
"hardness s actually integrity, unaommon depth and force of cha acter

which haa been forged through adversity . Anne Bronte‘refers to his ‘}

p K

theﬁe with the oak tree analogy and, although she calls. it a "tnite

¢
o -

' simile"%(l 30), the self-conscious undercutting of her own prose serves

to draw attention to a major thematé? emphasis. . ) ;‘.
N ) . N

L Such experience, to him, (to use a trite simile, %;will be like
- the storm to the oak, which, though it may. scatte¥ ' the leaves, .
and snap the smaller branches, serves but to rivet the roots,
and to harden and . condence the, fibres of the tree. (I, g%0—31)

-

voa

The apparent contradiction here is that Helen is arguing against ;he kind
= \k .

. of exposure to sordid reality which has strengthened ‘her. In the cas% of

her son (on whose behalf she argues against "practical acquaintance éith

L 4 g

v forbidden- things," I, 30),‘her prime concern is’ that the experience of =

%

seeing life should'not corrupt.w ‘This fear of corruption is seen in.

.ﬂk both A nés Gregﬁand The Tenant and in both novels Anne Bronté expresses \7!/

‘ l

Y

it through the image of petrifaction.‘ ‘In deep despair at the unrelieved

1] ’

baseness of her husband 's. ways, Helen makes an anguished declaration that

.s;‘hsg_heart is in a state .of petrifaction.‘ "I think the-petrifaction is so
completely effected at 1ast, that nothing can ngit me again" (II 4;4) B
This echoes Agnes CGrey's despair,_"Already I seeméd to feel my intelleet
deteriorating, my heart petrifying, my soul contracting égnes Grez, f N

| 108-09) Ewbank explatﬁs that Agnes fears "that this kind §F4ﬁife is S

’ actuafig contaminating herx ?7 Helen 8 words express the samé%fear‘ o

e L o ) R e W T
. N . b " . - c R v b
s . ST e B SR A
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"hence I must be, and I am, debased, contaminated by the union both in my .
) : : : , .
" own eyes and in the actual truth" (I, 12). d .
At some deeper level of awareness, Helenvadmits that her

hardening is some necessary part of maturation, The petrifaction she
5

laments is a conditioned response to the destructive anguish of being
psychologically beaten'{ "It is-a hard,’ embittering thing to have one '8 ;),p
‘kind feelings and gpod intentions cast back in one's teeth" (1L, 84): -

an intriguing crossover of méaning, Anné Bronté shows Hilen appropriating

- © 0 gy :
an image origina%- *ﬂ;gested by h@r hUSband it is Huntingdon who first

A2 :

/)’5\\;__21%ElieV' he was much. disappointed that 1 did not feel his
. of fansive/sayings more acutely, for when he had said anything
» particu arly well calculated to hurt my feelings, he¢ would
« “.stare me searchingly in the face, and then grumble against my
"marble heart f or amy "bru?al insensibflity "eo(11, 82&

‘. . ]

This is dgubly effective 1q that it illustrates the way in which
¥
. Huntingdon haS’insinuated himself into her consciousness and destroyed

Lher sense of selﬁx . it also demonstrates her_hardening as-a direct result ’*
of hiﬁ htutality'andfindicateS»a mirroring ¥ His own "brutal .
. Y - - . .

insensibilityt"l This use of rock andkstone‘imagery,makes a'point about

'

the futility of feminine softness"in the face of overt (or'evéﬁ cdveft)-
sexual aggression. othimg could be Tore removed from Patmore 8 ﬁorbid
;gqssertion that women love the "dear despot“ and do so "for his mastering

- air": if Patmore's view was representative of Victorian mores, then Anne
e . :
Broht& certainly stepped out, of the mainstream on thiS»point.zg She is -

Y

~

1
uneQUivocal ‘in her portrayal of Huntingdon 8 despotism as,morally

vt P PO

repellent and emotionally ruinous;. °




. * . \“,
T was beginning to relent towards my wretched partner . . .-=:

* and what was the result? No' answering ‘spark of kindness--no
awakening penitence, but an unappeasable ill-humour and a

- 8pirit of tyrannous exaction ‘that increasaed with indulgence,
and a lurking gleam of self-complacent triumph, at every

detection of relenting softness in my manner, that congeal_&i/\»

me to marble again as often as it recurred. (II, 84) .
' o ’ v & -

<

‘

e Rather‘ ‘than feliing- apart, Heien is shown to remain firml’y'vv'v,;wv
"in.tect and later recognises that t hardness is an essential part of her
’ur\‘rival" ‘The conclusion she reaches Speaks of Anne Bronté's perce’p;i:le
B biaszowardsv‘gfti'tude and earthbound grit as opposed to the airy fairy "

"soft nonsense" fI ix) preached by those such as Pamorﬁ The %igure of
0 [

- . "5« o

Helen exempliﬁies theﬁrocess and eg‘res%es the:,ng,cessi_ty of ,fort:it:ude:
o o PO i Sl ‘ PO

Arld could f have imagined at’ I"ahould haye been .able to'r " ’
endure it as calmly, and to repel 'g,heir in%s as firmly and . ﬂ

as boldly as I ‘had done? A hardness.such ds his, N taught o 5

by rough experience and despair alone. A(II, ‘126) SR TR

s e

Clear'ly,. then, Anne Bronté would have her: reader. understand that Helep's 2

: g . o - PR ._' .
"petrifactionf' is a required withdrgwal from the world ,as/fii‘? as’ thé " B g
ffectionat}e, yielding side of her nature is concerned. At the same time,“‘3

[\\i«t shows" her ability to stand up. for perselﬁ and be strong in the event/
. ‘.‘_ s ; ¥ L .
B oﬂ/ immoral onslaught This "hardness is of an altogether diffprent ¢

, o ‘ = .
“ origin from that‘ evinced by Mrs. Hargrave. The statement on Mrs. Hargrave
[

is plain speaking at its besc' "I don't like Mrs Hargrave, she is a hard ,

‘pretentious worldly-—minded woman" (II 257) Her hardness is evidence -
o

o

of spiritual\paucity, her 1evel of consciousness is limited to the material"

show of an’ unreal strength\‘ "she is ever straining to keep up. appearance&,, »

‘ nith that des‘pic:'ab~1e"pride' Ehat shuns '_t_he semblance‘of poverty_‘ as of a f-f.-,""'
shamefnl]-'crime"'(II‘ 257)‘ T ' ; . » o o ;-'ff;‘w‘,,‘: ’

The statement that a- woman like Mrs Hargrave and one like:" "_.;‘_ '

x4

\ B . -‘ah Noae

- Helen are pol_es‘_apart.is firmly esta,bzlished in ()he well-wrought develop”meni _
’ ‘ ‘ | PN T SN

s



*}s\% . ’ S . ‘ . : <
of tharacter; Helen learziﬁfrom life in a way that is totally foreignu""

“ .
"

’ . o V¥
the Mrs. Hargraves ofgrociety., She reaches a seasoned wholeness whichﬁ

will only permit the, teadfastness of honesty and the unwayeringv/
. . ‘ N

Anne Bront&'s methods

. e
commitment .of an egalitarian relationship. O

;,;bere wasvone), with the spirited adamantine~
3 ’ ‘. & . : ’ °
% 2 L : o

;"Creatnreﬁ (11, 41) Annabella Lowborough. Annabella and the stables.are

Milicent (an angel if &

L

spoken of?in the:same breath and one has the feeling that'Hattersleyi

>

L4

' describes a fine brood mare ratheri\ﬁn a woman -as he ‘t‘alks’ of her *

magnificent black eyes "a £ pirit of her own" (II 41), but . .
¢ R W‘ - ¢ T
then he goes on to make an important a]pdogy about the need for an,_' .

e

e

2 ]

unyielding spirit in marriage:: w' : 2 : .

. '<§ N . 4
% ) And did you never, Milly, observe the sands on thg,seashore,-
e iﬁahmw nice and smooth ﬁhey look, and how soft and easy they feel
. to the foot? ‘But if you plod along, for half an hour, over.
this. soft,’ easy carpet-—giving way at every step,. yielding the
morée the harder You press,——you'll fgnd it rather: wearisome
- work, and be glad epough to come ‘to a bit of good firm rock, _ 2
. that won!t-budge an inch whether -you stdnd, walk, or stamp upon.
~4t;. and, tﬁﬁﬁéh it be hard as.the nether, millstone, you'll find
it the«easier footing after all (IT 43).

FE I

£y "+ o . ‘ : - v
’Helen s grdness, then, is. not to be seen as a sign of a diminished

-
v

spirit, rather, as an indication of her innate steadfastness and

unshifting integrity, it is a necessary stage in her’de@glopmental ‘
‘ R LN

.

journey. R
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it

- over which Helen must P

" the second yolume réhd like a wartime escape plan' "Comparisons.m

. taken Helen outside that restficted space.,

‘ exterior settings are "described\%ﬁﬁggrds of considl!r

'

journey of self—discovery is amply attested to by her repeated use of the
, .

pathway and journey motifs throughout the text. In fact as“E; Agnes .

i | ‘ ‘ A

.Grey, the outdoor imagery can be mapped out as ‘a series of boundaries .y

" st o %
- & o

1‘88 she progresses. The chapter headings foﬁi R

A s
r® 2

‘Information Rejected," "Concealment," "Prbvocations," "The Injured Man,

Py
<n

A Scheme'of Escape," "A Misadvent xga" ¥The Boundary*Past," "The . .
Retreat,"'"Startling Intelligenc It is significant that the first
" " ‘9 ”"n
chapter of this volume, Domestic Séenes& sets the position inside an
enclosed space, while ‘ll the other titles point tq slow progress and the
» o

last heading,’"Fluctuations," suggests a freedom~ f movement which has
. T

¥

5
L 3
» ~
. .

Although Phyllis Bentley states that Anne. Bronté's mind ''was

not a genuinely powerful one;'zg'she goes on»to-make the point that her

¥ i

ble expressiveness .

and strength.'" One recognises that the outdoor worlﬂrin Anne Bronté's

In The C

,fiction presents‘the natural ordé‘ as an escape from bondage.

Tenant it is an/escape whicgihas different dimensions. -one dimension ﬁf
A

of the narrative, as Helen passes down the road which leads

= -

her away frdm Grass—dale and her marriage, another islthe metaphorical

world of tHb imagination, as .she roams the wild fells seeking artﬁ&tic St

'fulfilment and spiritual solace through her study of the landscape. Anne_

Bront@'s well-documented love for Cowper s poe%%y adds confirmation that
5 :

~“ghe saw the same sense of comfort and delight in the outdoors. the idea

that God made the country stands trne for Anne Bronte as: for Cowper,.and

¥

it is in the beauty of nature, the aky and especially celestial imagery,
g .

. that Anne Bronné formulqtes,a sgtting where divine communion is not only

S

-
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possib;e but an. ever-prbsent verity. ‘ ~‘{ "

- Er

) Possibly the most memorable journey Helen makes, certainly the

9

‘most crucial is her fiéghtlfram Grass-dale.<iAnne Bronté s scene painting .'

. @
%&’ here creates a powerful combination of several images which speak of a

0 - B -
RGN

:v‘, mOmentbgs step and the divine sanction giveﬁ to Helen in making it'

Y o
ilhﬁﬂﬁswhgt trembling joy it was when the littleuwicket closed behind
""" us, as we issued from the park! *Then, fwrgbne moment, I
paused, to inhale one draught of that cool, bracing aig, and a%
venture one look back upon the house, “All was ¥rk and”Eewi;” -
no light glimmergd-in the windows; no wreath of smgke obscured
‘4 the sthrs that sparkled above it in the £rosty sky. As I bade
_farewell for ever to at place, the scene of so much guilt v
" and misery, I felt, glad that I had not left it before, for now
there was no doubt about the propriety of such a step=-=no

shadow* remorse for him I left behind. . . . (II, ,160) ,
4 °

*

, age is a summary of many images used by Anne Byonté throughout
her work and it provides a key toiher method of linking commonﬁiace
-imagery in a ‘ontext which underPines the spiritual and emotional

wexperience of her characters. The "gate" and the "park! signify Helen 8
-

' paSSage from both established social structures .and captivity, the ﬁcool

bracing air" she breathes as’ she looks back to the h0use si nals that the
.y “ )
oppression of the h use (and marriage) gives way to the free m of the
‘ .

9gsn air (it-is;e igurative 'breath of life', a ebirth);'t e image of

Ly -

°
.

- darkness is fitting for the "scene of so much guilt and misery." 1In )

. - - ¢

‘AAnne‘Bronte;s writing window% symbolise both the imagination and' the link

Lo ) , o R : . : ' - A
.. between thegs 'world and the outer; they also represent a;timefspage
Y ) ’ X ' . ’ ¥\- 1 o ' ) A
~ " continuum WM both past agd future coalesce. Here the windows reveal

_;the souldleés'and'hopeless conditlon of the remaining occupants: "there
is no future left for Helen'inléhat’iifeless place. The sky, which Anne

Bronte presents as a dium of communication with heaven, is anotherq

Y

1“imﬁortant image, and, here, Anne Bronté conveys the impression thax thie

. o
\. ey

R ’ . . N . . .
i e . . 1Y ; - . ) “ %
; A ,‘@, . e .
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.starry night sky 1s a message of comfort for the fugitives. The stars
withitheir twinkling energy'are divine cfphersrand there is an air of

inled purity about the scene, "which suggests, by the lack of smoke,

:hJE the hdhse 8 contamination cgnnot touch the God—given message of hope.

AR _
' Q‘ “g» 'Baséd 1n Anpe Bropté s expressed concern with a dfftrine of

, ﬁﬂyineyyhngﬁ;eness, the symbolic representation of celestial comfort is
'““ : ‘ - b W

/,w%éyiﬁsl statement. Thus, only in the presence of this clear heavenly

can Heled@move on, ‘and take the road ahead.

‘ ad . .
 Anne Bromté's choice of language reinforces the contrast betweens

N ib

"hqﬂgihouse and the freedom beyond it. The crisp'plosives in "stars that

usparkled" counter “the heavy vowels and halting rhythm of the phrase "so

u'fv"’ A .
,"Jmuch guilt and misery" (II 160) Together they promise a new beginning

-

l‘q;Jand'the conviction’that she leaves "prison and despair behind" (II, 160).
?> ,»V‘ .}"‘"%"" N ¥

“= n 3& Agnes Grey 5, cold autumn journey, which takes place at the same

. * \ \ SRR *

" t&ne‘of year,ithis one is full of Joy and positive energy which colours

the response to 'countryside "all smiling-—cheerfully, L@rieusly

o T

» smiling in ‘the ellow. 1u;;:jfjﬁ/these'early beamsn (11, 160). The - .
v""anthropomorphiseo "smili and_is an aladusion to God's nurturing aspect
‘s . . i »

which Anne Bronté identifies in her poetry: "Bask in the’ sunshine ‘of the
sky,/ And be alone with God!" she writes in the poem "Retiremént:."'31

°There is a musical impetuous rhythm to the language which describd‘

\ Helen's retreat from purgatory. It.is- full of positive energy
. . e 4;‘ .
) z

Oh, what delight it was to be thus seated aloft, rumbling calong ~.
fthe broad, sunshiny road, with the fresh morning bréeze in my ‘
-;face, surroundedsby an unﬂ!Swn country all smiling--cheerfully,
¢ gloriously, smiling in. the yellow lustre of those early beams,
- --with my darling child in my a¥ms, almost as happy as myself
and my faithful friend beside me; a prisofgand despair behind
- me, receding farther, farther back at ev23! clatter of the
~ horses' feet,--and liberty and hope*before! I could hardly

-
FIRC



VHally‘the harsh aspect of the lendscape ie réwritten on the basis of‘

snowy wastes in Agnes Grey, the '"bleak and barren fields beyond"

"regardless of how bleak the prospect seems: "each separate object seemed .

to echo back my own~exhilarating sense of hope and freedom" (II,»163)«

86
~ ,

t#refrain’frbm praising God aloud for my deliverance, or ' :
+ astonishing my fellow passengers by some surprising outburst
of hilarity. (II, 160) .

L

N . . ol . .
After focusing on the '‘grim, dark“pile"(ll, 161) of Wildfell

positive direction and hopeful vision- of th ‘ﬁfhfe Like‘the‘bﬂgi

represent the tabula rasa of Helen's future and she articulétes'her

new—found_power;ﬁféuthorship by defining her own beginning afresh, o

-8
.

It.weuld have been more obvious (and léss like Anne Bronté) tb -Show her

heroine in‘a sunny, comfortable place, but here the, "desolate wildenness

(II 162) is used to good effect in that it points to Helen s existence

as one whiCh-is not cushioned from hard truth. Her choice to flee takes

- ‘ . ) ~ :
" her into relative physical discomfort, but alsq puts her in touch with

the solidy reality of dxoral rectitude gnd 'spirit‘ual integrity. - \‘

i/

. 1y
r The atmosphere of the hills dand vales around Wildfell Hall

d ' ’

provides ‘a definite contrast to that which pgrvades the Park ht Grass-dale

‘\.

-

-Ag;the name indicates, Wildfell Hall stands on 'land which is~wild and -

, . - |
free; here Helen can wander at will and she is often pictured rambling . v

* over the moorland in a rfither idyllic concert with her son:

3.

At Grass-déle, however, she is‘virtually imprisoned within socially

\ : !
But sometimes I saw her myself,--not only when she came to y ‘ ¢
“church, but when she was out on the hills°with her son, whether
taking a long, purpose~like walk, or--on special fiqh days--
léisurely rambling over the moor or the bleak paeture-lands,
surrounding the old hall, herself with a book in her hand her” ~ .
son gambling [sic] about her. (I, 49) ' . <: y

- ‘. A »k: .~ . ) . Qh ‘h :. N B ‘1-i#
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L

" uses two evocative symbols of entrapment

87

-

.
£

struetured boundaries; firstly by her marriage and then by the unwelcome
. ‘ . : . - i
advancesbof'walter Hargrave. In a rather amusing picture of sisterly

. . . . - .
collaboration, the faithful Rachel is shown acting as lookout against the

AJ
L]

-

pessible arrivai of Hargrave: , _ "‘

!

‘@descrying the enemy's movements from her" “elevation at the
- nursery window, she would give me a q@iet intimation, if she
-séw me prenyring for a-walk . . . I would then defer my ramble
6r confine myself for that day to the park and gardens.
(11, 95) . , . ‘ o

T .4,
] 3 ) i . oy

For the dénbuement of the Grass-dale narrative, Anne Bronté

Helen's state. Her

. i , , .
confusidn and manipulation at the hands of-

0

Muntingdon afid Hargrave -
% ’ B

. .o . & - v

" are syhbolised in the maze image and the chess game. When Helenlcrgee :

. v ol Ghord Iy Agn
t she cannot bear to leave her child "in this dark aﬂﬁ”wicked i

world ald; , without a friend to gnide him through its weary mazes,.to,,.\q

-

! -
warn him of its théusand snares" (II, 87), the lines are tlearly drawn between

the potential disorientation\of her son and the crushing disorientation"

&

she feels. Her entrapment is qsstructive to the point where she can say:

"I am weary of this Iife" (II,'§§). The sense that she is‘out—mandeuvreq'

is explicit in Hargsaye's tr{:;phant‘shout of "Beaten-fgeaten!" (11, 57), *

but. *e is a perc’:ipient‘ irony in their dialogue. When Hargrave asks

H en whether she acknowledgeglhis superiority, without hesitation ik

™ ¥

éq ters,\'Yes——as a chess—player"(II 58), the irony of which is that she

- may well havealost the game but certainly not the struggle.

Immediately,ﬂollowing thie in the narrative,. there is a scene

whic \draws attention to the-discernible parallels between«the gambits
and manoeuvres of the chess game-and,those carefully plottegfmoves which

ailov Huntingdon to dupe Helen (almost) uni:y her very nose. The comings -

L3
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_and goings and double entgndres would be comic within the comedic
t ;

convention of farce, but, seen in the light o‘ Helen's innocent trust-snd'

@

heartfelt devotion, thesg antics re29 a psychological intensity to the

&

.

scene: ' . -
) 3

Why did he 1au§h° Nhy did Hargrave connect them thus together?

" Was it true, then?--And was this the dreadful secret he had
wished to reveal to me7 I must know--and that quickly.
(II 58) ! . '

t

| . .
Helen's vulnerability isfenphssised by the dubiously prophetic "cpnhat"

(11, 57) of the thess quﬁ and evinced also by the snare image: "A few
more moves and I was inektricably entangled in the snere of my \
antagonist” (II, 57) "Anne Bront:'s skilled use of irony;gives the imsge

of death among the trees aodgd signif{cance. It is used to foreshadoh;
the shattering impaet of Helen;s later discovery, and, in what is a

poignantly misinterpreted ;onvergaviOn, reveals two peoplelhopelessly at
cros;fpurposes with each other: | l |

| m———

-
-

. [ ]
v o, f

"It is a dight that will ‘give you your death, in another (£f”\\\

minute. - Run away, do!" ’

"Do you see my death among those: trees, Arthur?" said I,
for he was gazing intently at the Qhrubs,‘as if he saw it
coming? and I was reluctant. to leave him, in my new-found
happiness and revival of hope and 1§ve. But he grew angry at
my delay, so I kissed him and ran bvck to the house. "(11 53)

~ - y
atmOSphere towards the{grucial discovery scene. Here, as in
~ L

(and Charlotte Brontﬁ's Jane Ezre , moon imagery rep;esents a pbwerrul

‘éclaircissement and the strengthening presenﬂe of divine grace. "The
‘. .
~ nature imagery in this passage becomes, as Eqbank puts it, "an integral.

part of &n emotion and a spiritual state."33" i L

\4*
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& "God telp me now!" I murmured, sinking on my knees amo
! damp weeds and brushwood that surrounded me . . . until &
‘ of wind swept over me, which, while it scattered the dead}
leaves, like blighted Ropes, around, cooled my forehead, |
seemed a little to’ ‘revive my sinking frame. Then, while’
lifted up my soul in speechlesg, earnest application, #
-, pellenly influence seemed . : 1 by
~ . more freely; my visfon clé¥red; I saw distinctly the puTe goon
i " 'shining on, and the light clouds.skimming the clear, dark. #Ky;
Te ‘ and then, I saw the eternal stars twinkling down upon me; 1
. knew their:God was mine, and he was strong to save and swift
to hear. (II, 61) ‘ :

~ Y. Y ’ !

. After demonstrating this flood of positf!t»reinfcrcement'from the ﬁeaVenly

o
.y

'.;poqEr sdurce, it is a pointed contrast'which Anne Bronté draws between
4 the spiritually empowering outdoors (with 1its connection to a limitless
cosmos) and the limiting constrictigh of the sg;ial structures, the -~

Wy attificiﬂi constraints which apply ﬁithfn the confines of the house.
~. - . ‘ O
Much of my newborn strength and courage forsook me, I confess,
.g%. 1 entered it, and shut out the fresh wind and’the glorious
ky : everything I saw and heard seemed to sicken my heart--
. the hall, the lamp, the staircase,sthe doors of the different
apartments, the social sound of talk and laughter from the
) ‘drawing-room. How could I bear my future life? .In this hopse,
\ among those people~--0Oh, how'could I eﬁaure to live? (II, 62)

It is clear thstilife, for Helen, must lie elsewhere,~hgey from material .

L3
+

comfort (the hall,‘the.lamp, the'staircase, in short, the patrimony‘of

the establishment) the messagb for her is to find an alternative way of

3 U

s hl__? o To give Anne Bronté her due, she does show that this problem is
|

”) shared'by both sexes, or-Gilbert also faces the inhibiting walls of a-

1

stifling social structure as he journeys down the long, rough 1ane to the

A}
A safe regions of Linden-Car from the savage wildness" (I 16) of

,.

,wildfell Hall,' 'I‘he r}mgh road tQ E% Hall. carries with it conflicting '

L3 " \
‘e / '_ H S, n !
YL . @ .
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and autonomy, which. lies in the opposité direction (up at the Hall). The
path image is ‘used to emphasise the‘eonflicting pull between Wildfell and g

Linden~Car, and,the contrasting promise of independent harmony which is‘

/1- “

given.to Helen and Gilbert on the “h%fd, white, Sunny road" to the sea

1

(I, 65) " Gérin points out that in. Anne Bronté's works the seawls a

"great 1iberator."3a Centainly there 1s 1liberation in the picture of
e : san

Pelen and Gilbert, united on a‘"loftier ‘more precipitous eminence" over
the sea (''though some of the ;/)ies told her it was a zrightful place,

and advised h/;/not to attempt {t" (1, 68]) The imag offers a sign of
their higher potential when unencumbered by social shiLboletha anq |
: o
restraints. ' i

i
t

If ohe compares Anne Bronté's treatment of the sea image w}th
her use of sky imagerv; it seems that the sea, although”it is an ag%nt 2f
" liberation, is very mich a reflection of indiVidual potential Thé

liberating power equates with the suggestion of self-awareness prAmpted
/
by this fiving, "not deadly calm" (I 66) water The sea'symbo isesi

personal scope and powerful individual depths The sky'in°Th;/Tenant ,"
tends to reflect less of ‘the individual state, and.more of the plaoidf '

ot

constancy which speaks of God. Lo:d Lowborough 8 groaning/ agony? at his

e W
e / wi e s infideligy“is witnessed by 2 "placid sky" &II 103), bringing to
) q'f' . . : o CE
P . o « (

mind what Helen refers to as the ' rapturous repose of heaven--a' repose

his agony will not allow him to reali:e (II 109). The‘sea, on,the other

~

hand, with its restless waters'"covered with glinting ‘breakers" (I, 66).

- R ]

is implicitly conneoted to the soul 'of those who, observe it : Anne Broﬁte

juxtaposes the view of the "deep violet "blue"” sea vith Gilbert 8 comment

3 .’ . ° "

; on Helen's eYes, ‘which are deeply goloured ("dark grey") and "fu!i of ¥
/‘l Co 2 S
.soul" (I, 66, 67): Clearly,“her communion with the sea from a /J Cav
A “
. ; o S ~ S '
e | N | ." i . S
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"PreCipitOuS eminence" (I 68) says a lot about her inner dimensions.'_.
_ Havine *ourneyed from the emboweredlsafety of his, home to the

airy heights of Helen s refuge .and, even farther, to the heady sea—cliff
eminence," Gilbert still has one last jourhex;to make--one which will.

take him, as the clifftop foreshadowed, to a place far beyond his
~_ .

original niche. That this last move is difficult is confirmed (as in
Agnes Grez) by the material impediment of a heavy snowfall which
provides visual oorrelation for Gilbert s inner state of insecurity. Hie
approach 1is 5HOWed under’ with fears that the woman he loves has risen

beyond his reach to resume "her proper sphere" (11, 261).
But the nlght was 1ong and dark, the snow heavily clogged the
wheels and balled. the horses' feet; the animals were
consumedly lazy, the coachmen most execrably cautious, the ,
passengers confoundedly apathetic in. their supine indifference
, to the rate of our progression (11, 248)° :
Although Gilbert can overcome these physical obstacles in a commanding,
'manly' way, it is the social barrier of Helen's greater estate which i
fin&lly'confounds him. Anne Bronte conveys the alienating effect which

this(eituation has on Gitbert by using the colOurful comic dialogue of

two local characters who inflict their own pre—conceived notions of'rank-
and propriety (which is, of course, - allied to property) on an increasingly

disconcerted Gilbert.

"There 11 be lots to spgsk‘for her!--'fraid there's no chance

for uz"'+~(facetiously jogging me with his elbow, ‘as well as

_his companion)--"ha, ha, ha! To offence, sir, I hope?" (to me)

"phem!~~I should think she'll marry none but ‘a nobleman, o
| myself. Lookye, sir,” resumed he, turning to his other

. neighbour, and pointing past me with his umbrella, "that's the
. hall--grand park, you see-—and all them woods-—plenty of timber
there, and lots of game—-" (II, 260)

s It takes.the inptiative of a strong and'clear-sighted woman to

~. L -
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jolt the man out of his detached state of inverte? pride. Helen claims
her right to rearrange the status quo by making the decisive move to wod‘.'
Gilbert in a liberated gesturé of courtship usually adopted by the man,
with the offer of a flower and*all its aSSOCiated symbolism of loving

sconstancy The window‘ through which Helen~reaches to pick the christmas

i

rose, is an image which Anne Bronté uses throughout her work to delineate

.

the fragile and permeable membranecwhicﬁfseparates the,inner world from
the outer universe, the act of looking out through ‘the window describes’

‘an imaginative process wherein space and time coalesce: and. reveal 'all

/
that is,' with pellucid simplicity When Gilbert has finished reading

Helen s diary, the w1ndow through which he gazed ;bstractgi}} on the

/

lovely face of nature" helps’ him to gain a clearer perspective of his

situation, "this chaos of thoughts and paSSions cleared away, giving ‘
/

place to two distinct emptigns" (II 170) The w1ndow s promise of

\ larger expanses outside offers the chance to progress beyond social

‘ limits, to overcome imposed emotional barrie;s, and find a broader
reality, Helen seize; her chance offered by the symbolic window, to do——L
. ; more than merely’lgég;bshe takes.life into her own hands and dggs

F4
/

\

~something: /o s : !

‘ o . she/turned away her glistening eye and crimson cheek, and

o threw up; the window and looked out, whether to calm her own ,
' xcited'feelings or to relieve her embarrassment,--or only to - = s
31uck fhat beautiful half-blown christmas rose that grew upon

the littleushrub without,\just peekingfrom the snow, that had
hitherto, no doubt, defended it .from the frost, and was now
melting away in the sun. Pluck it however, she did e

(If, 271)
A’

/
£

The use\bf the reductive "or onlv" works against the dramatic grande. -

/

geste seen as Helen s movement in the phrase "threw up the window," and -

neatly emphasises the definitive sincerity of her action, just as’ the



. 93

repetition of the word "pluck" demonstrates her decisiveness. ‘When Anne
Bronté shows Helen reaching out through the window, reaching as it‘uere

beyond her past and present into the future, she'gives'a final affirmatiOn:
of her statement that it is possible for a woman to step out of the mould

(the ancien régime stereotype), to break through the enmarbling case of

angelic submissiveness and passivity and become thoroughly whole,
, thoroughly %live. Helen.is a picture of vitality with her "glistening
' L]

eye and crimson cheek," and the rose itself could not more vividly

symbolise the strength and beauty which she has attained with age and

expérience: -

"This rose is hot so fragrant as a summer flower, but it has
stood through. hardships none of them could bear: the cold rain
‘of winter hasi sufficed to nourish it, and its faint sun to warm
it; the bleak winds have not blanched it, or broken its stem,
and the keen frost has not blighted it. Look, Gilbert, it is
still fresh and blooming asa flower can be, with the cold snow
even now on . its petals.—-Will you have it’" (11, 271)

The flower which blooms in the snow is a composite symbol of life, love

"and\maturity. Helen is clearly referring to the subtle beauties of
mature\iBVQ\ghen.she compares the rosg'with the/more "fragrant
attractions of the 'summer flower," whereas this resilient blossom is,
‘like her heart, still "blooming" despite the "eold snow" of "hardships."
Gilbert's inability to. grasp her bold offer of love causes
Helen to withdraw so rapidly that we see the perilousness of her‘move.'
When it -seems that her brave step into the future is blocked by Gilbert 8"
" lack of vision, his entrenched traditionalism and social insecurity,

.

Helen's reaction is a deeply symbolic return to the fire:

~ Misconstruing this hesitation into indifference--or reluctance

~ even--to accept her gift, Helen suddenly snatched it from my
hand, threw it out on to the snow, shut down the window with
an emphasis, and withdrew to the fire. (11, 271)

a E N ‘\_‘/
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'The image has a &efinite impact: the'old divisions are re-instated, the
@
wfndoy to the future is shut down "with .an emphasis," and life; for a

moment,; resumes its frozen stereotypical state "out on the snow;" whete
the Qarmth of acceptance is denied; only the limi:ed fireside role
remains with its enclosed, non-creative heat. The retreat to the \
.fireplace represents the consequences of both social and personal

0

rejection: both sides lose, in a return to hierarchical assumptions of
place (the "proper‘sphere" (11, 261])." : RS

Throuéhout The Tenant and Agnes Grey, Anne Bronté€ has shown a

profound’awareness of the pain associated,with unrequited love. Helen's
gesture of throwing out ‘the rose and shutting the window, effectively

describes her shutting out the already familiar pain of rejection. The
' 7

\\\\situation-recalls Agnes's temporary~loss of Weston and Helen's earlier

position when her love for Arthur was crushed and rejected. The imagery

which Anne Btonté& uses to explore the sense of emotional atrophy or
’
petrifaction" (The Tenant II 84) in the novels is similar to that used
in her poem "Self Communiogb" where she relates her personal.experience

of lost Or "wj_thered" lW?

'Nay but 'tis hard to feel that chil
Come creeping o'er the . shuddering heart,
Love may be full of pain, but still,
'Tis sad to see it so depart,--
To watch that fire, whose genial glow
Was warmed to comfort and to cheer,
For want of fuel, fading 80,
’Sinking to embers dull and drear,--
To see the soft soil turned to stone
“For lack of kindly showers,---
To see those yearnings of the breast,
Pining to bless and to be blessed;
Drop withered, frozen one by one,
" T411 centred in itself alone, -~ _
" 1t wastes its blighted powers. (Chitham, 156)
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The~tire, winter and stone images are linked, ‘as in the novels,
to emphasise.the sense of isolation and wasted potential. As Anne Bronte‘
works through her emotional and religious problem: in the poem, vhat
\ emerges, however, is a feeling ;f hope.r 'Bhg closing lines point to a
positive resolution. "'Press forward, then, without conplaint / Labour
and 1ove--and such shall be thy meed'" (Chitham, 160) This 1is eseentially .
“the same positive construct which is shaped by the imagery in the novels
Neither Helen nor Agnes is left with the poet's "blighted powers
(Chitham, 156) Their energy is not "centred in itself alone" (Chitham,
_ 156), and 1ike the christmas rose in The Tenant, their yearnings do not
._"drop withered frozen one by one"<;Chitham, 156). In reclaiming the
‘rose, the emblem" (The Tenant, 11, 271) of Helen s heart, Cilbert
accepts the offer of loving unity and steps beyond the bounds of sexual

and social diviSion Anne Bronté's choice of images\here,gestures towards

the balance and growth of a natural order

v

Iy

\)The‘iiagpstic world'through which Anne Bront# leads.her reader

contains less o the'bizarre or fantastic\than those of her sisters in

Villette or Wuthering Heights, but, nonetheless, its landscape is a

fascinating one. The often commonplace symbolical landmarks lead into
areas where "outward1seeming"'reveals the unexpected undercurrents of
"inward mind" (I, 133). Repeatedly, Anne Bronté treats her reader to the

incongruities and dualities which inform her placement of images within

—

the text, and at every turn of the narrative there is a sign of enquiry-

~
~

into the prhblematical nature of accepted social ‘unities, ' such as

- marriage and the family.
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1 believe that Anne Bronte is more than the‘simple moralist of
the Bronté sisters, and that her achievement as a writer far exceeded
_§harlotte s suggestion that she wrote merely to salve her conscience and
pe;form some sort of 1iterary exorcism, ‘to drive out the demons of
Branwell 8 alcoholism and the "undreamt-of experiences of human nature
at Thorp Green.35 She canpot fairly be accused of "naivete and
religiosity,l as Phyllis Bentley d0es,36 when’the deeply provocative
fabric oflher text Speaks,ﬁo.powerfully and cogently of re-defining
orthodoxy.. - .
hot\only in its’structurk‘doés The Tenant attest to Anne
Bronté's increasing maturity as an artist, but its dominant image
patterns alsg/display a contentious disquietude which advances the nabel

creatively beyond the more contemplative air of equanimity retained in

" Agnes Grey. The Tenant is shot,through with images of strife and

seemingly irreconcilable polarities. Its symbolism explores the dualities
——1ove and hate, salvation and damnation, good and evil, freedom and
oppression——and traces a vital flux as these oppositions diverge and"
coalesce throughout the narrative process. Whereas Agnes Grey chronicles
a woman's development through her quiet determination to survive ’
independently, the self-realisation which comes toithe'protagonists of
The Tenant is won only through violent schism and'radical break with

Y

tradition.

3 .

Anne Bronté's strategy is to present‘these distinct experiences
“and demonstrate their interrelatedness within the fully developed human
consciousness by using key tmages—:;~;h;;.the shifts of awareness, the
conflicts and reconciliations which occur as her protagonists progress

e W »

towards. self-realisation. Anne Brontd's imagistic studies of domestic

L
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strife and social division consistently represent the fruigﬂeasness of

the old way--the 'petrifaction’' and 'bondage' which mark a life of
servitude. Her exploration of the- spiritual pull between natural open
spaces and ‘enclosed domestic limits implies the stress of breaking free

i

from traditional structures. , o

5 .

Throughout her work she nictures the interplay oi dualities by.
meanS‘of an antithetical image syéten: ‘ thus, images of light and shade,
or summer and winter, rock‘and sand, or_fire.and ice, act as vorking
sketches of the potential balance which exists in" the natural order but
has not yet been realised in society, Anne' Bronté's textual analysis of

this external balance holds an iﬁplieé beli&f that there is some
_ essential internal balance to the social structure which can only be
achieved in more symbiotic relationships between man and woman, mistress
and servant or landowner and’ tenant The image patterns in Agnes Grey -
and The Tenant map out the kind of co-equal endeavour which would obviate
the need for that "hateful bondage" depicted in the chapter so aptly
named "pual Solitude" (The Tenant 11, 85).

The egalitarian "truth" she expressly sets’ out to "reveal a

v

the start of her novels is precisely what Anne’ Bronte garnera in to her

'experiential cornucopia in both The Tenhnt and Agnes thl- Her Preface

to The Tenant (like the narrative comments in Agnes Grex) shows an

awareness of the demands placed on.both reader and writer when‘&hoosing ‘
to follov a direction other than "the most agreeable course for a writer
of‘fiction to pursue".(The Tenant, I, x). Even 80, thisdecisiontto<\‘
- "reveal the»snares and‘pitfa118'of life to the young and thoughtless . ‘

‘traveller”" (The Tenant, I, x) is unfailingly adhered to in all her

fictional writing.

A > . L]



: - 98

.
N Rl

Having emphasised ﬁer pqlemical intent at the beginning of both
noveis, gshe then proceeds to encode"in her imagery the searing inscription
that there 1s "nb‘peace" {Thé"Ténant; I, 'x):. there are ambiguities and

divisibhs, there i‘ge’rment and "petrifaction."' Yet, at the same time,
e : ‘ . ,
ghe offers an unhesitating hope for balance and whqleness‘?hr0ugh]

i S0 "4

independent action, . o

Both Helen and Agﬁés are shown determinedly setti o® alone, 1\\4
at critical moments when their foot%tepg are "the first to press“the firm, !
unbroken sands' ahead (Agnes Grey, 208). ‘Their movements through the 'yvale
of 1ife" (Agnes G}ei, i6l) take e;ch‘onebint; a pieé@éht domesticity which,
on’the surféce; does n9t suggest too radical a departure from the norm, but
fheir progress 1s clarified as independent and resolute. The over-all
stress of the two texts is on tﬁe need for creative and iﬁdependent
action frém male and fgma%e figures aliké. |

. The creétive“frgedom of real independence is objectified in the
imagery of both novels+— With definitive poise, Anne Eronté's painterly
vision réngés from the narrow focus of the hearth to broader‘scépes of
he;th and restless wate;:_ The well—Balanced‘w(orld of her structur_al
images ihscribes these wittily sensible texts with the provocative and
solid thougﬁt that emotional equilibrium gives rise to limitless
intellectual possibilities. Anne Bront&'s use of imagery directs the

narrative perspective beyond static social or sexual dichotomies, towards

integration and progress. : .

o b
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' 1Aléhough. as Winifred Gérin points out, The Terdant was
enthusiastically received by the public when it was published. "It came
out in early June and was an immediate and sensational success. In view
of the present eclipse into which the book has fallen, it is well to
remember that, of all the Bront& novels, it had the greatest contemporary
sale, with the one exception of Jane Exre." Winifred Gérin, Anne Bront@:

A Biography (London: -Penguin, 1976), p. 260.

Zcharlotte's ‘letter to W, S. Williams, of July 3lst, 1848,
continues: '"The simple and natural--—quiet.description and simple pathos
are, I think, Acton Bell's forte. I liked 'Agnes Grey' better than the
present work." Letters, p. 241. ) : .

: 3George Moore, Conversations in Ebury Street (New York: Boni
& Liveright, 1924), pp. 253-54. R ’

4George Moore, p. 254

5Sandra Gilbert and Susan Gubar ask the question, "What does it
mean to be a woman writer in a culture whose fundamental definitions of
literary authority are, as we have seen, both overtly and covertly
patriarchal?" and answer it at some length in The Madwoman in the Attic. .
They also make the following point which seems to me a basis for much of
Anne Bronté's use of imagery: ''Not only do these precursors incarnate
patriarchal authority (as our discussion of the metaphor of literary
paternity argued), they attempt to enclose her in definitions of her
,person and her potential which, by reducing her to extreme stereotypes
(angel, monster) drastically conflict with her own sense of self--that 1is,
of her subjectivity, her autonomy, her creativity." S. Gilbert and
S. Gubar, The Madwoman in the Attic (New Haven, London: Yale, 1979),
pp. 45, 48. . - : ‘

L 6A Craig Bell, Anne Bronté: The Tenant of Wildfell Hall, A
Study and Reappraisal (Leeds: Emertl, 1974), p. 10.

7Terry Eagleton, Myths of Power, A Marxist Study‘of.éhe Brontés
(London: ~ Macmillan, 1975), p. 136.

8Phyllis Bentley, The Brontés (London: Arthur Barker, 1947),
p. 109. ‘ :

kv

9a. Craig Bell, p. 6l. 5

loInga-Stina Ewbank, Their Propér Sphere, p. 75.

llEagleton, p. 123. ‘ | o

12Bell, p. 41.

-a
i

13Coventry Patmore, Angel in the House, in The Poems of Covent;zf

— 99
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'Patmore (Lbndon;\ Oxford University Press, .1949), ed. Frederick Page,
pp. 170-72 and 180-85.. Although dated 1836, Patmore's poem deals with a
particular 'angel’ image which vas held dear at the time when Anne Bront@
was writing. The sexual 'love' he describes, however, is decidedly
sadomasochistic in tone: )
, Of smiles and simple heaven grown tired,
He wickedly provokes her tears,
And when she weeps as he desired, '
Falls alain with ecstasies of fears;
He blames her, though she hg; no fault,
Except the folly to be his;

He worshiﬁ; her, the more to exalt

r

The profapefion of a kiss. “(p. 171)

lI‘C. G. Jung, Man\hnd His Symbols (New York, 1964), p. 103/
"The Trickster cycle corresponds to the earliest and least developed
peried of life. Trickster is a figure whose physical appetites dominate
his behaviour: he has the mentality of an infant." Jung refers to the.
anima which I mention thus : "In the Middle Ages, long before the
physiologists demonstrated that by reason of our glandular structure
there are both male and female elements in all of us, it was said that
'every 'man carries a woman within himself.' It is this female element in
every male that I have called the 'anima'" (pp. 14, 17).

X 15Juiiet'McMaster, "'Imbecile Laughter'fand 'Desperate Earnest'
in The Tenant of ‘Wildfell Hall,' Modern Language Quarterly, 4334 (December
1982), 354. . - » ‘

. Y0gubank, p. 77. ) —

€

. , .

17John Milton, Paradise Lost, in Complete Poems and Majgdr Prose,

ed. -Merritt Hughes, Book IX, pp. 390-91, 1l. 526, 531. P
' : )

;SAS above, p. 395, 1. 708. . —

* %9Eagleton, p. 123. ! ' * .

2OEwbank, p. 78.

2lebank links the poem withyﬂuﬁtingdon, p. 77.

22Pinion, p. 246.

23Bgntley, pp. 113-14. Phyllis Bentley's assertion that Bronte
heroines were peculiarly f\northern women" is open to dispute, but it is
true that Helen displays the 'stubborn, unbowed independence," whick
Bentley ascribes to '"the heritage of northern English people,’ and, more
particularly, Helen has "that innate sense of equality with all the rest
of the world," evinced by Agnes Grey, "for in truth, I considered myself
pretty nearly as good as the best of them" (p. 117). The Tenant, Preface,
Vol. I, p. xi. ’

.
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2""A novels are or should be written for both men and womed
to read, and I am at .a loss to conceive how a ‘man should permit himself
to write anything that would be really disgraceful to a woman, or why a
woman should be censured for writing anything that would be proper and
becoming for a man." July 22nd 1848, The Tenant, Preface, Vol. I, p. xi.~

25

~
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Patmore, Canto VIII, p. 181. "

26 : , . »
Patmore, Canto VIII, p. 185. y

27 pabank, p. 68.

A 28This 'angel' 1s noticeably deficient in her organs of

articulation:
If none’but her dear despot hears : '

She prattles like a child at play. (Patmoré€, p. 180)

M

and

“She loves him for his mastering ailr,
His power to do or guard from harm;
If he but choose to use it half,
And catch her up in one strong arm
What could she do but ‘weep or laugh! (p. 147)

29Phyllis Bentley must have read Anne Bronté by proxy when she
concluded that her mind was not "a genuinely powerful one," and "her
vision was not wide," p. 109.

. 3OAnne"Bront'é herself attested to her regard for Cowper in her
poem, "To Cowper," written in 1842: '"The language of my inmost heart/ 1
traced in every line," from Edward Chitham's edition, The Poems of Anne
Bronté: A New Text and ngmengary (Macmillan, 1979), p. 84.

31 TN

Chitham, p. 77.

32See also Gubar and Gilbert, The Madwoman in the Attic, where
the following point is. made, referring to Villette: "'A dwelling thou
hast, too wide for walls, too high for dome--a' temple whose floors are
space' . . . Neither the male sun nor the female moon compare to this
androgynous, imaginative power which cannot be contained or confined."”
There are also key moon passageB in Jane -Eyre, Vol. I, p. 266, Vol, 1I,
pp. 105, 236 (The Shakespeare Head Brontd, Vols. I-II).

}BEwbank, p- 81.°

34

Gérin, p. 163. . - .
4
3SGérin gives the complete text of Anne's birthday note of
1845. Referring to her stay at Thorp Green, Anne vwrote: "I have had
some very unpleasant and undream-of experiences of human nature."' Gérin,
p. 209. It is Charlotte, in her letter to W. S. Willtams, who describes

~
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! 1 Y
Tenant as ''a painful penance'; she continues: "She J\ i;

conscientious half-ascetiC notign of accomplish-
September 5th 1850, Letters, 11,

P

the writing of The
wrote it under a strange,
ing a painful penance and a severe duty."
p. 156. ) -

36Bencley. p. 109.
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