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CHARLOTTE BRONTE'S NOVELS: THE ARTISTRY OF THEIR COMPOSITION

Anne Wonders Passel

" ABSTRACT OF DISSERTATION

Charlotte Bronté is a conscious artist, aware of the demand of the
novel form. In her four novels she demonstrates her understanding of
the principles of organic unity. ZEach novel is based on a different
pattern, but each achieves unity and coherence through the author's
conscious use of structure, language, and theme.
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- (written-in 1846-1847, published posthumously in 1857),
though highly structured, seems the least expertly handled of her novels.
Overly romantic, it holds rigidly to a predetermined three-part division,
a triple emphasis which the author carries to the extreme, Her conscious
attention to structure, however, indicates that she senses the need for
such organized unity. BHer handling of the extended metaphor shows her
latent skill. '

Jane Eyre (1847), conforming to linear structdre, is based on a
pattern of reversal which contrasts the ultra-rational world of St. John
Rivers with the ultra-emotional world of Rochester. Charlotte Bronté's
‘greation of the thematic symbol of the mirror forms the basis for the
structure of the novel. The idea of reversal serves the author as the
organizing element of organic unity.

In Shirley (1849) Charlotte Bront& attempts her most complex form of
structure. She uses counterpoint to interweave three voices speaking for
three wholly separate areas of life. The author proposes a series of
fundamental questions concerning man and his relationship to the world,
and she offers answers by each of these three volces.' The voice which
speaks for man's need to adjust to other men becomes the voice most
clearly heard and most easily believed. '

In Villette (1853) the author returns to the novel with a single
voice, a single point of view, and a single theme. Its artful comstruction
is not immediately apparent. The thematic symbol of the circle forms the
basic structure of the novel in which the protagonist travels in four
complete cycles, passing and repassing the same points, moving through
moods of isolation, depression, reconciliation, and elation and back to
isolation in a preconceived pattern.

In all of these novels Charlotte Bront& deals with three themes which
emerge as her major concern: man's need to overcome isolation, his need
for self-esteem and self-reliance, and his search for the resolution of
life's problems in a compatible marriage. As the author's skill and
insight develop from novel to novel her vision shifts from the romantic
- daydreams of her juveniligte the acceptance of reality in her final work.
Throughout her short career, however, she writes in truth and she writes
with skill, and this combination has assured her novels the respect,
through the years, which they deserve.
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PREFACE

Jane Eyre is a book meant to be enjoyed. So are the
other novels of Charlotte Bront&. There exist, hbwever,
vérious levels of enjoyment, 1evels of comprehension and
Lamusement, discernment and pleasure. If the reader's5inter—
_est 1s arougsed by the characters, the action, the dialogue,
the atmosphere, he has reacted in a way wh;ch would have
pleased the author. If,‘beyond that, he q;derstands the
basic thesis; the inner compulsion which urged Charlotte
Bronté to communicate through her fiction, he will enjoy
the novel on the most satisfying level.

One approach to such a comprehensioﬂ, through the
aesthetiocs of the work, begins with the premise: Thls 1s a
good noyel (which the critic may prove or disprove) and
then investigates the query: What makes it s¢o (or, con-
versely: What makes it not so?) The natural consequence of
this inquiry leads to an investigation of the basic elements
of the novel: its structure, its language, its theme. What
appears in the novel should be Jjudged; what 1t means may be
conjecturedi: but how the effect 1s achieved should be the
primary concern. It adds to the reader's understanding if
he can view the work in relation to the times, as well as
in relation to the author's other work,; oultural herltage,
and environment. But the personal life of the authér should

not overshadow the investigation.



iv
Consldering the amount of material which can be-‘
gathered on the writing of Charlotte Bronté one might
wonder that anything further need be sald. The critical
material, on the whole, has the merit of quality. Many

proven writers have given their attention to evalﬁatlon

and analyslsj many new wrlters have offered interesting and

unusual ideas. The problem concerning the anslytic criti-
clsm of her novels lies in its scattered néfure. There
exist to datet only one book on the noveis of éharlo#te
Bronté; one book on the novels of all the:Brontés; two

!

booklets of abbreviated factual material; an offering of
dissertations primariiy emphaslzing theme q; point of

view {(two recently popular approaches to cfiticism), or
studying influences and early critieclism, ahd {from Germany)
discussing the place of women; ﬁany articles and chapters
in longer books which often suggest exciting but not fully
developed theories; and a myriad of excellent statements,
declared but barely supported, in iiterary histories and
genre studies. The most nearly definitive text is The

Shekespeare Head Bronte (1931-1938) which includes not

only the Bronté fiction but also volumes on life and letters,



hitherto unpublished writings, asnd poetry.l

Charlotte Brontég's novels were never like the little
glrl nemed Jane Eyre, unloved; unwanted, end unappreciated
(with the exception of The Prefessogp~-and unfortunately
almost anything which is saild about the novels in general
does not include -this first novel of hers). From the day
in 1847 when the first edition of Jgne Eyre reached the
reading public to today when reprints of tge novels are
still being bought eagerly, there have beeh those who
spoke out in immediate appreciation. Two nineteenth-century

reviewers, Bugene Forgade of the Hevue des deux mondes and

Albany Fonblanque of the Examiner, treated her work with
respect and were appreclated by the aufhor. Mrs. Gaskell
and George Eliot were enthusiastic readers, as was
Thackeray. Of later readers, Swinburne has praiséd her
work, as have Saintsbury and Chesterton. Discerning readers
are still drawn to these novels: Virglnia Woolf, Rebeccs

West, Phyllis Bentley, and Murlel Spark are among the

1All quotations from Charlotte Bronté's novels used

 in this study are taken from The Shakespeare Head Bronté,

edited by Ts J. Wise and J. A. Symington (Oxford: The
Shakespeare Head Press, 1931). In this series, the volumes

of Charlotte Bront&€'s works are numbered I through VII. The
Profegsor is a single volume, but each of the other novels

is printed in two volumes in this edition and are numbered I
and II by the editors. It is these volume numbers which
appear in the footnotes to follow, indicating the volume of
each novel, the chapter, and the page. The Shekespeare Head
Bronte retains the syntax and spelling of the original edition.
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-twentleth-century writers who are ardent admirers of
Charlotte Erontd. |

Beyond e statement of pleasuie in the readins-—or;

contrarily, a vigorous condemnation of structure, subjeot
matter, theme, or emotional content (as that expressed by
Matthew Arnold or Harriet Martlneau)-?the early criticism
" centered on the identification of Currer Bell. Were these
novels written bf a man or a woman? With this initial
interest in the author began a blographical approach to
the Bronté family which reached its full pitch with Mrs;
Gaskell's publication of The Life of Charlotte Bront® . :
(1857). The biographical interest has not yet abated. (See, - -
for example Daphne du Maurier's 1961 publication of Ihe ' -
Infernel World of Branwell Bronté end the strong biographlcal
overtones of Inga-Stina Ewbank's Their zpopé; Sphere: A ‘
Study of the Bronté Sisters as Early Victorian Female
Novelists, published in 1966.) The biographical preoccupa~
tion of readers seems almost limitless, reaching into the

future as long as men can react sympathetically to a 1life-

(TR b

story frsught with pathos. But the distractlon of suto-
biocgraphical reading of the novels hampered critical Judgment
for many years. |

A change came when Fannie E. Ratchford hed the | -
opportunitj of examining meny of the tiny hand-lettered
volumes of the Bronté Juvenilia, and published first, with | =
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Clyde De Vshe, The'Legends of Angria (1933), and later, on

her own, the excellently analytic The Brontés' Web of Childg-
hood (1941). Another critic who has followed Pannie
Ratchford's lead and given serious consideration to the

Juvenilia is Phyllis Bentley whose The Brontds (1947) shows

the influences of the Juvenile Angrien material on the rest -
udfgdﬁéfibfﬁe éfoﬁté;é”ﬁdfk. Critics now began to see the

novels as an outgrowth of childhood and girlhood writing

and not necessarily as statements of auloblography.

Charlotte Bronté's letters have given a clearer

understanding of the author and have helped critics to -
evaluate the mind which produced the novels. Mrs. Gaskell's
biography includes many of the letters. élement Shorter
collected a substantial number of the letters of the whole

Famlily and publiched them in 1908 in The Brontés: Life and

A it e A

Head Bronté. More recently Muriel Spark kss published a

representative selection in The Letters of the Dronté&s: 4
correspondence. _

Charlotte Bronté's novels are included in eritieal
discussions waich consider the works of several writers.
Some of this critical material attempts to discuss all the
novels of the Brontsd sisters. Inga-Stins Ewbank's recenf

book Thelr Prover Spheres (1966), does Just this. The result




viii

is an analytic but cursory treatment of Charlotte Bronté's

novels. In The Bronte Sisters (1950), FPhyllis Bentley has

this same prodblem of condensation, especially as this is
ohly a Bh-page booklet.

Literary histories are automatically limited in

their treatment of any one writer, though Walter Allen in

The Epelish Novel (1955) is perceptive in what he does say

about Charlotte Bronté's novels, and Lord David Cecil in

Early Victorian Novelist (1935) is one of the most vigorous

detractors of Charlotte Bronté as a novelist. Both Sir
Herbert Read {“"Charlotte and Emily Bronté" in The Yale
Review, 1925) and'Virginia Yoolf ("Jane Eyre and Wuthering

Heights" in The Common Reader, first series, 1925) attempt

to fathom both sisters in one sitting, and thﬁs begins a
phase of criticism which merges the two Brontés as one.

One axrticle following this pattern is Richard Chase's "The

'Brontﬁs, A Centennial Observance™ (1947), which uses a

Freudian approach to the symbolism in the novels of Chariotte

and Emily Bront€. Another is Melvin Watson's "Form and
Substence in the Bront€ Novels" (1957) which scknowledges
the Bront¥d tslent but limits his praise to Jane Eyre and

Wuthering_geikhts.

Charlotte Bront&€'s four novels can be more success-
fully treated within one ecritical work. Critical energy

divided among the four novels which compose the canon of

TE RN B R ]



ix
one author seems both logical and orderly. But in the case
of Charlotte Bronte only one book has done this. In 1966

Robert B. Martin published The Accepts of Persuasions

Charloggg Bront8's Novels. His stated purpose is to "search
out the themes that occupiled Miss Bronté in her novels and
to demonstrate how they are given artistic life. . . ."2
“ﬁéréiééé, hbﬁevér,-very little consideration to anything
which has been written“by any other critic (though, at the
end of the book, he lists fifteen critics whom he has
evidently consulted), |

Two dissertations on Charlotte Bronté€, useful to this
study, investigate theme. Margaret Howard's "Charlotte
Bront€'s Novels: An Analysis of their Thematic and Struc-
tural Patterns®” (1962) traces the theme of the search for
love, and Arnold Shapiro's "A Study in the Development of
Art and Ideas in Charlotte Brontd's Fiétion" (1965) works
with thé_themes of isolation, soclzal criticism, and persocnal
relationships. He also treats the use of the first-person
narrator. Philip Momberger in his article "Self and the
World in the Works of Charlotte Bront&," (1965) also studies
theme and point of view. Earl A.Kneis in his dlissertation
"The Art of Charlotte Brontg: A Study of Polnt of View in

“Robert B. Martin, Accents of Persuasion (New York:

Aegs Tl
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Her Fiction" (1964), looks further into the problem of the
narrator.. Robert B. Heilman has written two penetrating
articles which consider particular aspects found in all of
Charlotte Bront€'s works. He analyzes symbolism in "Charlotte
Bront€, Reason, and the Moon",k1960) and studies the author's

relation to Gothic tradition in "Charlotte Bronté's 'New!

thhiéﬁ'figééﬁo "

But in none of these studies, with the possible
exception of Martin and Shapiro, 1s each of the four novels
given sefious broad analytic consideration, and in these

1.

last two mentioned insufficlent attention is given Lo new
ideas eXpressed in periodicals or book chapters. Shapiro
presents what amounts to a dialogue with a single critic

for each novel, as though none of the other articles on that
novel were of any value, Martin pays almost noe attention

to seholarship or crifticlsm,.

On the whole, crities seem drawn to offering a single

thesis based on one of the novels. The most notable exception

is Kathleen TilLotson, who, in Novels of the Bighteen-Forties
(195#) gives the impression of discussing Jang Hyre (which
she most certainly does), but actually in addition she says
more of walue abéut that novel in relation to the one which
preceded it and the two which followed it than most of the
other critics do.

In the studied of the individual novels, the leasi has
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been done on The Exofessor--and'quite rightly, since this is
. the least expertly ﬁrittenrof all Charlotte Bronté&€'s novels.
Margaret M. Brammer in a Master's thesis, "A Critical Study
of Charlotte Bronté's The Profegsor," University of London
(1958), suggests that the source of this novel may be
George Sand's Consuelo. In addition, some writers who deal
'witﬁ”mgéérfhéﬁuﬁné.novel have interesting suggestions to

make about The Professor: J. A. Falconer ip a four-page

article on "The Professor and Villette: Ayétudy of Develop-

ment" (1927) presents a comparison based primariiy on the
search for sutobiography. Earl Aa Kneis, in his dissgrta-
tion (1964), stresses the influence of the Juvenillé, and
baphne du Maurier in the fictional biography ihg Infernal

World of Branwell Bronté (1961) suggests tQat the opening of .

his sister's first novel bears a striking resemblance to

Branwell's story "The Wool is Rising," although most of the

- emphagis in the book is on Branwell's work.

Jane Eyre, as might be expected, has' been written
about in more articles and book chapters than any othef
novel by Charlotte Bronté. Mrs. T 1lotson's chapter must

always receive first mention as it shows the novel in rela-

tion to its time a3 well as in relation to charlotte'Brcnté's

developing talents.
A study of the author's point of view is covered in

Earl A, Kneis' article "The 'I' of Jane Exre“(l966).. Edgar
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F.‘Shannon, Jr;, explores the use of syhtax in "The Present
Tense in Jane Eyre” (1955}, Sﬁudies of particular detalls
of sublect matter appear in two brief srticles: Lawrence
E. Mosexr's interpretation of Jane's art in "From Portrait
to Person: A Note on the Surrealistic in Jane Eyre" (1965),
and an 1ndication of Jane 8 reading in Brother David
Clement s "Note the Literary Allusions" (1965).

The symbolism in this novel has oaught the inter-
pretive 1mag1nation of the modern critic. }R<.E. Hughes in
"Jane Eyre: The Unbaptized Dionysos" (19643'ﬁfeats the
thenes as based on mythology., A series of q?itics have
seen impqrtance in the fire imagery: Jeromg Hamilton
Buckley in The Victorien Temper (1951}, Dav;d Lodge in
_"Pire and.Ejrea Charlotte Brontg's War of Earthly Elements"
(1966), William H. Marshall in "The Self, the World, and the
Structure of Jane Eyre" (1961), and Eric Solomon in "Qggg'
Eyre, Fire and Water" (1964), This last article also pre-
 sents a suggestion of erotic imagery in the novel; as do
those by: Wayne Burns in “Critiqal Relevence of Freud"
(1956), Richard Chaée in "The Brontés: a Centennial Obser-
vance" (1947}, G. Armour Craig in "The Unpoetic Compromise:
Cn the Relation Between Private Vision and Soclal Ordexr in
Nineteenth~Century Fiction" (1956), Martin S. Day 1n-"Centra1
Concepts of Jane Eyre" (1960), John A. Lester, Jr., in "The
'Consolations‘of Ecstasy" (1963}, Joseph Prescott in “"Jane

[IEBNA
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Eyre: A Romantle Exemplum with a Difference" (1958), M.
H. Scargill in "All Pagsion Spent: A Bevelatlion of Jane
Eyre" (1950), and David Smith in "Incest Pattems in Two
Viotorian Novels" (1965),
Several critles have fouhd'nature imagery in the

novel, ineluding charles Burkhart in "Another Key Word for

Jane Ex e" (1961), Robert B. Heilman in "Charlotte Bronte,
.Reason, and the Moon" (1960), Mark Schorer in his introduc-

tion to Jane Exg (1959), and Virginia Woolf in The Common
Rggder, first series (1925},

i
¢

Shirley has been analyzed thoroughly in relation to

‘the characters in an article by Jacob Korg, "The Probiem of

Unity in Shirley" (1957). This study of the literary aspects

of the novel presents an unusual approach which worke wlith

.the levels of characters in the story, centering the interest

of thé novel on the romantic principle of egolsm, person-
ified by the protsgonist's dog. Ivy Holga?e makes two brief
suggestions'concerning the selection of subject matter in
the novel in "The Structure of Shirley” (1962) and "Shirley:
Charlotte's Own Evidence" (1963). 1In Lew Girdler's "Char-
lotte Bront%'s Shirley and Scott's ‘The Black Dwarf'" (1956)
the source of the novel is suggested. Factual studles
include Earl A. Kneis' "Art, Death, and the Composition of
Shirley™ (reprinted from his dissertation, 1964) which

proposes the date of composition; Asa Briggs® "Private and

TEN
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Social Themes in Shirley" (1958) which offers historic
background: and Herbert Heaton's "The Econoﬁlo Backgrouhd | ;
of Shirley" (1936). | |
Critics th'treat all of the novels offer some
interesting suggeétions about Shirley, particularly Amy
Cruse in The Victorians and Ihelr Reading (1935}, who indi-
Wéaﬁéé aﬁaien6é“¥éact1on to the novel; Walter Allen in Ihe
Enzlish Novel (1955), who has_an'interest¥;g analysls of
the charaoters; and Robert B. Hellman in ;Charlotte Bronté's
'New' Gothlc" (1958). | _ ] :
The studies of Yyillette offer a wide variety of sub- : =
Jects under consideration. The most 1nte:;sting by far 1is
Robert A. Colby's "Yillette and the Life gf the Mind" (1960)
which indicates Charlotte Brontd's emancipation from the
dream world of her juveniliam. E. D. H. Johnson treats the - -
nun's tale as of great significance in “'D;ring the Dread _

‘.'

Glance': Charlotte Bront€'s Treatment of the Supernatural

in Villette" (1966). Clara Lederer in "'Little God-Sister'"
(1947) deals briefly with the biographicel elements in the _
characters. Charles Burkhart's "Bronte's Villette"™ (1962)- =
explicates aipassage on moon imagery. Robert P. Utter and.

Gwendolyn B. Needham show how Lucy Snowe fits the pattern

of Victorian heroilne in Pgmela's Daughters (1937). A study S
of name symbolism is presented by Georgla S. Dunbar in -

"pProper Names in Villette®™ (1960}, -
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Few fragmnents survived Charlotte Bront&'s destruc-
tion of her earliest attempts at writing a novel for pub~
lication. One fragment, "The Moores," was 1ncluded'%} W.
Robertson Nicolls in his 1901 edition of Jane Eyre. Kath-
leen Tillotson in Novels of the Ejighteen Forﬁies (1956)

dates this fragment somewhere around 1847-1848, suggesting
'that 1£Iis éﬁ atﬁempt on the part of the author to rework
The Professor. |
After the publicatidn of Villette, Charlotte Bronté

began work on what she intended to be her next novel., Of
this material two fragments survive: “Wiglie Ellin" and
YEmma," both written between the publication of her last
novel snd her death in 1855. "Willie Ellin" has appeared
only in the Bront¥ Soclety Transactions, pt. 46, IX:I (1936),
but "Emma" was published in Cornhill M@gagine for April
1860 with an introduction bj Thackeray. Both seem to be

the first.draft of a series of ldeas and 1like alllof the
fragments show that they had not received the author's
approval or her conscientious reworking. They may be con-
gidered as indicating the direotion which her thinking was‘
going, but cénnot be justifiably analyzed as finished
products of the author's highest skill.

Besides fiction, Charlotte Bronté expressed herself
in two other areas, not within the scope of this study, but

none-the~less of 1ntérests her poetry and her essays. Her

IR E T
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so-called Complete Poems were published in 1923. Selectlons

from her poetry is also included with the poetry of the

other members of her family in The Shekesbeare Eggg Brontg.

Occasionally some of her poetfy finds 1ts way ilnto the new‘
anthologies, and recently Margaret Webster has releassed a
record of the Bront&s' works; called "No COWard;Soul" (VR
S9176/7).
An article has appeared by Philip Q%ew on "Charlotte

_'U"

Brontd as a Critic of Wuthering Helghts" (1964), which
offers high praise for the preface which Charlotte Bronté
wrote for her sister's novel in 1850, MNost of Charlotte
Bronte's other literary criticism appears %n the comments
whilch she made in hér correspondence., .;

Perhaps the most perfinent comment of Charlotte
Bronté's relationship to her criticslmay be found in her
third novel. Written in Shirley's French essay are the words
which speak for the author: "'Unhumble, I §an take what is
mine.'"3 The critiecism of her novels which has been appear-
ing in recent years attests to the excellence of her skill
and subtlety; these are oritical words which would not have
numbled Charlotte Bront¥ to read. Not.all in praise; but
much written with analytic¢ perception which she appreciated,

the modern criticism has begun to glve the conslderation to

3Charlotte Bront®, ghirley, II$ XXVII, 186.

W1 s
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- these four novels which they merit. Charlotte Bront# liked

the contemporary critic Fonblanque becaﬁse, ag she stated,
« + + he has power, he has dlscernment=--I bend to his
censorship, I am grateful for his praise; hls blame

deserves consideration; when he apRroves, I pernit
myself a moderate amount of pride.

- Later critics with some power and diécernment have
suggested specifle sreas of excellence 1n Cha f otte Eronté's
novels. Many have indicated the sﬁbtlety and skill with
which particulaf elements have been handled. It is the pur=
pose of this dissertation to 1ncorborate these discernments
into a larger view of the complete novels of Charlotte

Brontd. This study will prove the struetural solidity of
&

these novels. Charlotte Bront&'s works aré not the unpolished

day-dreams recorded in a Yorkshire parsona%e. A favorable

aesthetic evaluation of the novels finds support in the

‘author's achievement of organic unity, and in the evidence

of her skill in handling struoturé, languaéé, and theme. The
following chapters bring to light this unity, this structure,

and the artistry of The Profesgor, Jaue- z 3 Shirley, and
Villette.

4Charlotte'Bronte to W. S. Williams on November 5,
1849, in The Brontés: Life and Letterg, edited by Clement
Shorger (London: Hodder and Stoughton, 1908), letter 388,
II, 381.

TRl
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CHAPTER I

THE PROFESSOR

If Charlotte Bronteé did not achieve her greatest
literary work iﬁrggg Profegssor, she did at least make a
vallant, whole-hearted attempt to organize her feelings and
"rbéli;fs.into a coherent, unified novel. She haé created a
novel basicaily sound in structure, though perhaps over-
simplified. The work concentrates on the areas of her two
major interests: the struggle for a security compatible with
a life of independent action and the search for completlon in
the companlonship of warriage. The language 18 experimentally.
provocative through metaphor and symbol. gndarétandably, the
twentieth-century reader does not turn to The Professor for
either instruction or amusement; it is not a novel of our
time. But then, it was not deemed to be a novel of the
eighteen-forties either. Editors in at legst half a dozen
London publishing houses were not willing io chance thelr
profits on a work of such dubious value. Only posthumously
did the novel find its way into print, at a time when the all-
too-limited canon of the Brontés could not satiate the
interested readers. The history of the publication of The
Professor, then, could not entice the modern readers. But
thﬁse interested in Charlotte Bronté's talent are tempted into

a reading of her first adult novel, and much can be learned

about the young writer by analyzing her earliest serious

1|
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The quality of the novel--if gquality 1s admitted to

be there at all<-shows itself in the ?reéence of unity in the

work. A hint of the author's abilities, however uﬁaroused,

shoys in her selectlion and ordering of words. The subject of

the novel, while it exposes the limitations of the area of her .

interests, indicates the poésibilities a8 well, and the con-
tent-~the meaning--of the work can be detected through an anal-
¥ysis of the thematic -emphasis within the novel.

An early work of any writer may easily be.attacked by
séeking out and‘listing the obvlous shortcomings. At the time
of the oompoéition of The Professor, in 1846, Charlotte
Bronté's resding was limited and sporadic;gher literaryy
associations were totally en fggille;'and.-as enthusiastic
‘blographers have assured the world for the lést hundred years
or so, the atmosphere in which she created was physicaily

| exacting and emotionally disturbing. But an aesfhetic analyéis
centers on quite another area of consideration. The reader
must accept the situation as it stood and try to defermlne in
what way The Professor is exceptional--and if not that, in
what way it indicates the latent talents of its author. Henry
James has reminded us that "we must grant tﬁe artist his sub-

‘Ject, his ides, his donnée: our oriticism is applied only to

N[ . 2
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what he makes of it. Just so The Professor must be viewed

_ objectively as a work of art, and a sincere attempt must be

made to filter out the elements of gdod writing and sift
these findings in the hope of detecting some brief flashes

of the qualities which later, reappearing in her mature works, .

reveal Charlotte Bronté as a writer of worth,

Charlotte Bronté& had a remarkable sensitivity toward
the need for unity in a novel, a conselous or unconsclous |
awareness. She demonstrates the underlying dependence on a
patterned structure in sll four of her novels, most clearly in
The Professor. She balances the pattern of the plot, and this
pattern dominates the novel. True, she al§? shows a pattern
of characters, of-setting, of mood. .But a; this early stagé

of Charlotte Bronte's writihg, her preoccupation with plot,

"easily seen in an examination of her Juvenilia, 1eads her

naturally to a development of the required'unity and balance .

through plot structure.

- The barest outline of The Proféssorgproclaims its

1Henry James, "The Art of Fiction," The Future of the
Novel (New York: Vintage Books, 1956), p. 17. In an attempt
to relate this early work of Charlotte Bronté's to the books
she 1s known to have been reading, Margaret M. Brammer in

"A Critical Study of Charlotte Bront&'s The Professor,”

unpublished Master's thesis, Bedford College, University
of London, 1958, shows the possible influence of George

Sand's gonsgelo._

(7 ms en



apparent balance of plot.2 The action begins in Englend,

' sets the tone of discontent, and introduces two of the five

major characters (William Crimsworth, the protagonist-
narrator, and Yorke Hunsden, the adult enfent terrible).
After chapter six the asction shifts to Brussels, exposes the

protagonist as he gtruggles for his independence and his émo-

'tional resolution, and introduces the three other characters

of consequence (his headmaster, M. Pelet; the neighboring

directress of a girls' school, Mlle.-Beuter;iand the object

" of the narrator's affection, Mlle. Frances Hanri, later Mrs.

Crimsworth). For its final action the novei'shifts its venue
beck to England, thus neatly-~if rather obviously~-balancing
the settings for activity.

But while the linear progression of the plot 1ndicates

-an uncomplicated setting of here~there-~here, something quite

otherwise takes place in the emotional plot pattern of the

protagonist.' True, William Crimsworth Works through a series

~of three-part changes. The author concelves hls basic develop-

ment romantically: he begins as a tradesman, becomes &

+

2Kathleen Tillotson in Novels of the Eighteen-Forties

(Oxford: Clarendon Press, 1954) suggests “that it is "a gsingle-

track novel . . . masquerading as a more complex unity . . ."
(p. 282). Melvin R. Watson in "Form and Substance in the
Brontg Novels" in From Jane Austen to Joseph Conrad edited
by Robert C. Rathburn and Martin Steinmenn, Jr. (Minneapolist
University of Minnesota Press, 1958), goes even further by
suggesting that in this novel Miss Bront¥ "was essentially
improvising. . . « On the surface there is a fine balance
among the various parts, but they do not grow out of each
other" (p. 110).

BTURLE LS
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teacher, and reaches the height of‘school directorship before
"he retires. A three-part up-down-up pattern reflecting his
response to love and friendshlyp aooompaniea this three~part
development in his professiont he finds a true friend (withw
out acknowledging him as such), discovers a false friend and
unworthy love, and finally gains his true love. According to
this tripled pattern established in settingé professional

~ progress, ahd inter-personal relationships,;one might suppose
that the emotional experiences of the protégonist would.
follow this established pattern. On the contrary, e fluctu-
ating tension is established; Crimsworth goes bg.ck and fortﬁ
between happiness and misery as events lead him. The aﬁthpr
establishes a neutral tone of peace at the opening as the
narrator starts his story andAagain at thejend when he reveals
-that his story~telling has heen done fromffhe 1dyllic seclu-~
sion of his English retirement home;u Severgl times during
the story by suthorial interruptions the same note of peace
intrudes on the otherwise irratid pattern of_Crimsworth's
emotional life. | | ‘

The narrator becomes involved in another development‘r
of what at first ap?ears to be the balanced ﬁhree-bart struc~
ture. ‘Crimsworth's relationship with sociaty and family is
so strongly delineated as to lead tﬁe reader to suppose that
hefe too Charlotte Bronté's apparent concern with baiance and

order in structure might cause her to create another conscious



expression of three-part development. The contrast between
" the narrator's attitudes and circumstances 1n.the first sec-
tion and‘the equivalent revelations in the Brussels ssction
awakens the expsctancy of a'balanue in the third and final
section. DBut this does not exist.

Crimsworth lives in X-~=-- as an unhappy_and moderately
haﬁghty“jbuﬁg maﬁ. ”Hé séorns the local society; Later in
the novel, looking back on these early days in his brother's
employ, Crimsworth says of the young women in the town:

T geldom spoke to them-~-they were nothing to me. I
considered them only as something to be glanced at from
a distance; thelir dresses and faces were. often pleasing
enough to the eye: Dbut I could not understand their
conversation, nor even read their count@nances. Whenever
I czught snatches of what they said, I could never make
much of it and the play of their lips and eyes did not

help me at all."”
(XXII, 214)3

His friend Hunsden even more graphiéally_describes the young
Crimsworth of that time:

"I have remarked you sitting near the door in a room
full of company, bent on hearing, not on speasking; on
observing, not on entertaining; looking frigidly shy at
‘the commencenment of a party, confusingly vigilant sbout
the middle, and insultingly weary towards the end. Is
that the way, do you think, ever to communicate pleasure

3All quotations from The Professor are taken from The
Shakesvpeare Head Bronteé, volume VII of Charlotte Bront&'sg
work, edited by T. J. Wise and J. A. Symington (Oxford: The
Shakespeare Head Press, 1931) and are identified by chapter
and page. The work was written prior to 1847 and was pub-
lished posthumously as The Professor--A Tale, 2 volumes
(London: Smith, Elder and Company, 1857, first edition). It
was reprinted in 1860 with "Emma, a Fragment of a Novel,"
first published in the Cornhill Megazine, 1860.
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or exclte interest? No; and if you are generally unpop-
ular, it is because you deserve to be so." .
{XXII, 215) .

- Along with this basic withdrawal from society during
his stay in the mill town comes his violent rejection of his
family. He has caused himgelf to be cast off by his uncles
(an overt act of exclusion on his part, premeditated and never
regretted), and he has arrived at a pitceh in his emotional
and intellectual life which can only result in the violeht
scene of denunciatlion between the Crimsworth brothers. As an
essential part of his écorn for soclety he aggressively
rejects his family. This rejection serves as the underlying T2
psychological action of the fifst section gf the novel. 7

In the Brussels section, a furthef_rejeetion of society

takes place. From the beginning of their association, the
young prgfgssor and his pﬁpils have no rapport. The employ-
ment which he has found in the boys' school run by M. Pelet
" ‘does not enter into the action of the nove},:éﬁoept in a retro-

spective recounting of a most fortuitous and improbable act

of herolism disclosed when it will serve as g device to save

the protagonist. Except for this eveﬁt,‘the boys' school is
unimportant. The center of the novellfocuses on Crimsworth's
professorship in the neighboring girls' school, and the T - -
pupils of this school are rejeotéd 1mmediately by the young

teacher. "I had under my eye French, English, Belgiaus,

Austrians, and Prussians," he reveals (XII, 98). He approves



of none of them. The teachers are perfunctorily dismissed

1from-his congideration. Two he finds commonplace and ordinary,

the third "a coquette, perfidious, mercenary, and dry-hearted"
(XII, 105). The fourth he has seldom seen, and, little
dreaming that she wlll appear some twenty pages later as the
7g1r1 w@@h Whpm he falls in love, he ignores her, remarking
that she "had a very glrlish air for a mafltresse, otherwise
it was not striking; of character I should think she possessed
but little” ¢XII, 106).
| Totally out of keeping with his humble position as
English tutor, he has allied himself socially with both his
headmaster, M. Pelet, and the direotress»oflthe girls' school,
Mile. Reuter. The latter attracts him. In her he adwires a
quality which Charlotte Bronté admired and’ yet distrusted in
womankind. The young professor says to himselfs

"To read female character as depicted in Poetry and
Tilction, one would think it was made up of sentiment,
either for good or bad-~here is a specimen, and s most
sensible and respectible speclmen too, .whose staple
ingredient is abstract reason. . No Tallyrand was ever more
passionless than Zora%de Reuteri™

As narrator he adds the comment:

So I thought then; I found afterwards that blunt
susceptibilities are very consistent with strong pro-~
pensities.

(X, 90)

The narrator has forecast the incident which reveals

to him what he considers the betrayal of friendship and love
committed by M. Pelet and Mlle. Reuter, when--by forthright
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eaVesdrOPPingm-the young professor discovers that the headnr
master and diréctress are engaged'to be married, and have not
taken seriously either his confidences or his flirtations.

.He reacts by withdrawing. He asserts,”"ﬁot that I nursed
vengeance-~noj but the sense of insult and treachery lived in
~me like a kindling, though as yet smothered coal® (XIII,115).
The third section of the novel depicts the idyllic and
circumscribed coterie in which William and Frances Crimsworﬁh
" 1ive in retirement with their young son Victor. Their only
.assdciaﬁion with.the outside world cones throﬁgh their
beloved neighbor, Yorke Hunsden. in one sense, this withdrawal
to romantic seclusion fulfills the three-pért pattern. The
author implies that Crimsworth has continued to scorn soéietj,
as much in his prosperity and what may be called his maturity
as he did vhen he was a down-trodden mill-worker or a dissafisfiéd
English teacher. But his violent casting-off of family and his
- equally dramatic remunciation of school agsociates £inds no
balance in this final section of ﬁhe novel, The coﬁscious
three-part pattern, if such a thing'exists in this novel, has
here been abandoned. |
A few rather apparent gaucherias must be mentioned]in a
discussion of the structure of the plot, and especially in a
- study ﬁhich claims consistency and balance in the novel. Time,
that sustaining element of_ahy novel, often slips out of gbn—

trol, The author pleats and unpleats 1%t according to whinm, |
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condenses or expands as the story seems to reqﬁire. Time |
' passes sporadically and disquietingly. The reader is swept o :
ahead and held back. Then he suddenly finds hinself cast
forward into a still undated and unlocated present by such
authorial 1nsertiohs as the comment which assures him of the
truth of something because "I find it [and note the present
tense] recorded in wy diary" (XVIII, 157). Such authorial
plateaus, 1nserted now and then in the center sectlon of the
novel, may serve to reaffirm the tone of peace which per-
meates the beginning and the end of - the novel, may serve to
stabilize an inconstant emotional temperature, but they have =
the effect of disorienting the reader, or perhaps what might
more Justly be called imbalancing the time[éeqnence which He
hopes to work out. | {

But unfortunately CharlotteiBronté reveals her inex-
perience and ineptitude in more than the handlihg.of tine.
From the opening chapter, the whole matter of liferary devices
gets a little out of hand. The expository letter -~written to |
a name, "Charles," but not to a character in the novel-- . .

starts the narrative in an artificial way, unbelievabie and =

4This particular letter has been an annoyance to crities
over the years, among them Robert Bernard Martin, who, in The
Accents ¢of Persuasion: Charlotte Bronté's Novels (New York: _ -
W. We Norton, 1966), comments that "one can hardly avoid irri=- -
tation at such awkward devices as the letter that opens the i
book . . ' {p. 37). Watson, too, (log. cit) regrets the
succession of false scents" as well as what he calls the
"elumsy opening letter."
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confusing. Four other letbters appear in the novel. Crimsworth's
"intreoduction to his patron‘Mr. Brown is'by way of a letter
from Hunsden. In Brussels, when William has been frustrated
by circumstances; a letter from Frances and one from Hunsden
arrive simultaneously. Later, Hunsden includes a note with
his gift to William of his mother's portrait. It occurs to
Vfﬁé.fééaéf; though, that these letters servegoniy to further
the plot aﬁd appear to be artificially 1ntpoduced.

Another litersry device comes in thé form of the por-
trait of William's mother, a symbol-contri&ed by Charlotte
Bronte& to establish the aristocratic background of the pro=-
tagonist. By repeated insistence, both Crimsworth himself and
his friend Hunsden keep the reader aware tlf_iat Crimsworth
remains an aristocrat, no matter what his social position
seems to be. The narrator looks very like the picture of
his mother: "My mother, I perceivéd, had bequeathed me much
of her features and countenance . . ." (III, 20). Hunsden
reports, "'It is you, William, who .are the:aristocrat of your
femily'" (III, 23). The metaphor of chivdlry, begﬁn in these
early chapters and later abandoned by the author,-further
emphésizes the suggestion of Crimsworth as the aristocrat.

As an iﬁexperienced under-clerk cum translatorlthe protagonist'
must bear the close examination of his immediate overseer,
dﬁring which time he assures the reader that "I felt as secure

against his serutiny as if I had had on & casque with the
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visof down . . " (II, 17). And against the crude verbal
'-attacks of his overbearing brother Crimsworth carries "a
buckler of impenetrable indifference” (III, 19). He is.
shown as a knight manqué, '

But the author offers the portraeit of Crimsworth's

mother as a symbol of the hereditary guperiority of the young -

man. & little too bluntly to be totally acceptable. “An
author who tells the reader how to interpret the signs is in

5

danger of arousing immediate suspilcion. Beyond fthis surface
function, the portrait as symbol seems to suggest a deeper
significance. Crinmsworth confronts the portrait three times
during the course of the novel, reminding the reader that
Charlotte Bronté has used the three-part pattern to a'poinﬁ
‘beyond coincidence. But these threé'confrontations are not
spaced orgaﬂically throughout the novel, one to sach chron-
ological and geographidal division. Here-fhe triﬁle appearﬂ‘
| ance seems to be used to supply the protaéonist's immer needs.
At moments when Crimsworth finds himself plagued by self-
doubts he stands before the portrait. Initially he stands in
the home of his stranger-brother, unsure of his reception,

disappointed in both Edward and his wife. Later when he has

suffered his first social failure in the new community, a

5See, for example, Sir Herbert Read's "Charlotte and
Emily Bronté,"” Reason and Romanticism (New York: Russell and
Russell, 1963), in which the oritic sees Charlotte Bronté&'s
"1onging for a lost mother" as the psychological basis for
the plot.
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failure which he persists in*répeating, he leaves the ball-
‘room and seeks the diningroom in which the portrait hangs. ;
-S3till later in Brussels, when he has rejected false friend- =
ship and deceiving love, and has found--but not yet claimed=--
his true love, the final encounter with the portrait takes
7place. At this moment he has violently severed all connec-~
tion with his teaching post and has not yet found a new
position. Insecurity binds him. ,

Hunsden labels the portrait more spécifically than the
author allows the narrator to do. The note sent with the
gift of the portrait reveals Hunsden's perceptivity:

There is a sort of stuplid pleasure in giving a child

sweets, a fool his bell, a dog a bone. IYou are repald

by seeing the child besmear his face with sugar; by o

Witnhessing how the fool's ecstasy mskes a greater fool .

out of him than ever; by watching the dog's nature come 8

out over his bone. In giving Willism Crimsworth his

_mother's pleture, I give him sweets, vell, and bone all

in one. .« o+ .

| (XXII, 220-221)

The portrait, then, rather than establishing the heroic pro-
portions of the protagonist, his aristocratic rights by
heredity, has instead served to expose his inmost needs.

The difficulty which besets the reader in analyzing
the use made of the portrait of Crimsworth's mother lies not
s0 mnch in determining its symbolic significance as in inter-
preting the psychological implications. And this difficulty
springs from the fact that Charlotte Bront¥ does not deal with
a yoﬁng man making his way in the world and eventually select-

ing and claiming the mate of his choice. Instead, she seems
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tb‘be exposing a complex himan being.* He fﬁnétiohsl firsf,

in a guise designated as masculine (however femihineiy activ-
ated) under the name of William Crimsworth. DLater the same
figure seems to appear in the highly believable and emotlonally
true female form of Frances Henri, Finally the fused man-and-
wife Image emerges, achleved by what television camermen call
“iép;diééﬁiﬁe{H;véflapping two images and dissolving the con-
fusion into one steady and.clearly focused picture. On the
practical level of evsluating the author's approach t§ char-
eacter delineation, the protagonist: seemé to be traﬁeling |

through a Bildungsroman, though his figure i1s somewhat

blurred when he exists as William Crimsworth. But the pro-
tagonist becomes decisive, determined, and sincere when the

voice of the feminist author can be heard defénding the

modus vivendi of the heroine. By the time the figures merge
this feminine attitude is firmly asserted..

The question of the meaning of the ﬁortrait remains
'unanswéfed. Whatever 1ts meaning, the author's identification
of the symbol.is too simple. Hér use of it dées not appear

awkward as the letters are awkward, but the reader has been
.asked to receive 1t as a thoroughly explained symbol,rwhich.~
it is not. The reader must determine for himself whether the

author has falsely identified the symbol, revealing a subtle
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conception, or whether she employs it so naively as to

- reveal the inexperlence and therefore the undependability of

the author and cbnsequently of the narrator.
One device of the novel, however,--the introduction

of an extraneous event--can hardly win acclalim for anything

except its startling use of the element of surprise. Charlotte

Bronte unexpectedly discloses Crimsworth's feat of aquatic

hercism. The herole propensities of the young man are nowhere
intimated. He proves to be defignt wnder auress, yes; when
his brutal brother Edward threatens hium wfth the whip he faces
him squarely, full of-argument in self-defense. He responds
to the challenge in one of his most virile acts (perhaps his

only genuinely virile act)

6Crimsworth's lack of wvirility shows on variocus levels
throughout the novel., Hisg threat to report hig brother Edward

to the magistrate in the scene here being discussed is one of

hig less manly acts. His violent physical reaction against
marriage, his succumbing to eight days of illness and delu=-
sions, follows what has appeared to be a mest normal middle~-
clags courtship, proposgal, and acceptance.. It implies a revul=-
sion which can hardly be interpreted as a normal desire for
domegtic life.

In addition to the actions of the protagonist there is

much in the language of the narrator which is not fully mascu~

line. Some of the detalils reported in the descriptive passages
indicate a2 woman's point of view. He notices and reports on
furniture and room decoration, the color and style of women's
clothing, the material of which the clothes are made and the

R ornaments which trim then.

Reactions of other characters imply something about the
sexual attractiveness of the protagonist. With the notable
exception of Frances Henri, none of the girl students or
lonely teachers makes any attempt to flirt with him., But the
headmaster of the boys' school becomes particularly friendly.
Crimsworth remarks about "that caressing tone with which

TN IRl
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The end of the lash Just touched my forehead. A warm
excited thrill ran through my veins, my blood seemed to
give & bound, and then raced fast and hot along its
channels. I got up nimbly, came round to where he stood,
and faced him.
His words are equally saggressive. He commands, "'Down with
your whipi'" At the climax of the scene Crimsworth is even
more dominating, for "when he cracked the whip strajight over
my hea " the protagonist 1eaps to action. i
A minute sufficed to wrest it from him, break it into
two pieces, and throw it under the grate. He had a head=-
long rush at me; which I evaded, and sdid: "Touch me,
and I‘ll have you up before the nearest nagistrate.”
y (v, 40-41)
This threat, which suggests the . cry of an independent but
terrified maiden—in-distress,‘achieves 1tg gnd. for brother

Edward forsaskes his attack.

Until at least two~thirds of the Way through the novel.

fhis is the only time at which Crimsworth approaches heroism.
Therefore the reader learns with a reaction of surprise, at
a moment when all‘of the protagonist's resources have failed
him, that a grateful father of a stﬁdenﬁ s?ands ready to |
befriend him. In undisguised exposition the narrator reveals

that there was once an outing of boys frbm M.'Pelet's school

Monsieux had, of late days especlally, been accustomed to
address me" (XIII, 115).

Charlotte Bronté's use of metaphor substantiates this
suggestion concerning Crimsworth’s nature. Images of cloth-
ing are used by the narrator, images which emphasize his
egssentially feminine point of view, as when he spesks of "the

lzin texture of truth under the embroidery of - appearance
XXII, 216). :

TRV
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(a cast of characters who do not appear on stage anywhere
else in the novel), that Crimsworth was appointed chaperon
of such a pobentially dangerous expedition as a boating
excursion, and that, when the disaster of a student drowning
seemed fated, it was (as the English master declares) "a
natural and easy act for me to leap to the rescue" (XXI,
205-206) .

Through devotion and gratitude, the boy's falher
serves the plot in its time of need., Here Charlotte Bronté
makes blétant use of an unéxpected and improbable incident to
solve a plot problem by introducing a new patron,.

But Crimsworth's dependence on-a patron has become
familiar to the resder. In fact, this progress from patron
 to patron suggests that Crimsworth fails to exhibit the
development of independence which has generally been accepted
as one of the basic themes in all of Charlotte Bronté's
novels.” Until after Crimsworth becomes a professor in the

university in Brussels, an appointment only sligntly lower

- 70f the acknowledged themes in Charlotte Bronté's novels
Inga-Stina Bwbank has stated in Their Proper Spvhere (Cambridge:
Harvard University Press, 1966), ‘'Independence, then, is a
keynote in her thinking about her own life and the life of all
unmarried women. It is also a central theme in all her novels"
(p. 157). Robert Martin (op. cit.) indicates the other theme
which is important to Charlotte Bronté: "The major thene of
all the novels is the study of the adjustment between reason
and the passions, and the plot embodying that theme 1s always
a love story.¥ He goes on o say that for Charlotte Bronté
"love was indeed woman's whole existence” (p. 40).
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than his school directorship which climaxes his academic
" career, every step upward in his ascent to success is the
-direct result of the action of a patron. His uncles, aristo-
cratic and generous, though unappreciated, offer him a living
and a wife;, both of which he refuses with vigor and unmis-
takable disdaip.”_This act drives him to his brother who
assumes a sponsorship which must have seemed quite generous
to his mercantile and profit-oriented mind. .The violent
terminstion of this patronage leads to Criﬁsworth‘s complaint
to Hunsden,'“'; « « you have taken my work from me'" (VI,

48). The young man then summerizes his situation half=-

jokingly, and yet in a way which exposes his underlying resent=

ment:

"I withdrew from my cold uncles, and preferred throw-
ing myself into my elder brother's arms, from whose
affectionate embrace I am now torn by the cruel inter-
meddling of a stranger--of yourself, in short.”

(VI, 48)

As the natural consequence of this accusation Hunsden
becomes his sponsor, at least offering a letter of introduc-
" tion to a gentleman in Brussels named Mr. Brown. This gentle-
man serves as patron in introdﬁcing Crimsworth to M. Pelet
and his boys' school. The headmaster in turn sponsors
Crimsworth by recommending the tutor to Mlle. Reuter as a
vossible master of English in her school, She in-turn for-

warés Crimsworth both in his career and, unintentionally, in

his love life by recommending him as Frances Henri's tutor.

e
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When, in complete accord with his pattern of behavior toward
' his patrons, Crimsworth casts hiwmself off from the sponsor-
ship of M. Pelet and Mlle; Reuter, the author interjects the
unexpedted patronage of the grateful M. Vanderhuten. Eveh
after Frances and Crimsworth have achieved their total success
and have retired to the seclusion of their English property
i they exist under the social patronage of the Wealthy Yorke |
Hunsden., .

Perhaps this dependence on patronagg can be considered
one of the unifying elements of the-novel;; though 1t runs
absolﬁtely counter to the_declared principles of the author.
That Charlotte Bronté did not intend to revéal the lack.of
independence of her protagonist does not, of course, invali-
date its force in the novel. It does, howéver, seem to
expose & weakness in her hahdling of a majﬁr theme, a weak-

negs in which action and circﬁmstance within the novel seen

to have the upper hand, causing the story to‘progress through ‘

time and situation according to one principle while the
declared beliefs and motivations of the chéracters appear to
be functioning according to guite another.

For, in spite of the uwnderlying and steadying support
of his patrons, the character of Crimsworth develops according
to Charlotte Bront&'s over-present and seemingly consciously
cdnceived three-part pattern. The first section of the novel

which takes place in Bigben Close in X-~-- finds Crimsworth
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confused and uvnsure of himself. Throughouﬁ his experience in
' Brussels he increases in confidence and self-assertiveness.
In hig final success and retiremént in England he has becone
nothing short of complacent. Each sectlon manifests a per-
sonallty unlque to that section, and leads naturally--through
eXxperiences which are revealed fTo the reéder--to the sub-
ééquénfmétage;r His felafionship with so—calied‘aristocracy
{though its qualities seem more typicallof the gentry than of
aristoerats) also shifts and develops during the three stages
of hig life. The citizens of ¥X---= scorn him for his aristo-
cratic traits. His b?other Edward resents his Etonian
education, his childhood 1ndicationé of geptility {indicated
by the unecles' preference for the younger boy), his resem-

"~ blance to their aristocratic mother, and probably what must
have been his most obvious scorn of everything mercantile
about the 1life Edward had succeeded in. The townspeople are
1éter revealed as having felt that Crimsworth counted himself
superior to their societly and to their ma$riageab1e daughters.
Hunsden, himself the result of the joining of two respeqted
old families in the area, has what Crimsworth refers to as
"the advantages of birth," and Crimsworth senses that he
"fully appreciated the distinction of his ancient, if not high>
lineage” (III, 24). Yet it is from Hunsden that Crimsworth
héars the greatest scorn of his aristocratic traits:

"I told you that you were an aristoerat, and who bub
an aristocrat would laugh such a laugh as that, and look

fLg [ hanE s
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such a lock? A laugh frigidly jeeringi a look lazily
mutinous; gentlemanlike irony, patyrician resentment.
‘What a nobleman you would have made, William Crimsworth!
You are cut out for one; plty Fortune has baulked Nature.
Look at the features, figure, even to the hands--disting=-
tion all over--ugly distinction!™ _ '

(IV, 34)

In thé middle section of the novel these same aristo=-
cratic qualities, as well as his education as a gentleman, -
gain Crimsworth his entry into his new professién. When the.
position of professor of English and Latin is suggested, one
in which he will be required to use French in dealing with
the Belgian boys, Crimsworth assures his new patron that
"having studied French under a Frenchman, I could speak the =
language intelligibly though not fluently. I could read it
well, and write it decently” (VII, 58-59). .

In the third and final phase of the story Crimsworth's
aristocratic leanings benefit him most fully; He now estab~ -
lishes himself as an English country gentleman, not on the .
grand scale, but as far above the level of a mill-clerk or

a resident English tutor as he and ‘Frances could desire.

Hunsden too has progressed through three stages toward

.maturity. In the sarly section he acts rude and'arrogant; an
imbalancing of‘Crimswofth's acquiescence and humility is his_
aim and accomplishment; but a kindliness underlies his brash = -
bghavior, apparent to the reader and seemingly unnoticed by -
Crimsworth, even when Hunsden's 1etter;forwards his career.

In the heart of the novel Hunsden has completely disappeared. -
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His sudden return af first reassures the reader of Hunsden's

‘importance, implied earlier, and then disappointment sets in

as the man vanishes from the scene without taking any signifi-
cant partiin the unfolding of the story. He does reveal a
change in his character, however, as he reéponds to the.moré
matu:e quaiities which Crimsworth evinces. Hunsden's actions
éfe ﬁdﬁiﬁrﬁsqﬁé aﬁd challenging he enjoys his réputation fTor
inconsiderate speech and outspocken honesty. But again his
actions belie his words, even his written words, as through
kindliness and at an unmentioned expense to himself he sends
Crimsworth his mother's portrait.

In the final version of ﬁunsden in the third phase of
his development the reader finds him all kindliness, even
when Crimsworth suggests that he distrusts Hunsden's influence
on the Crimsworths' yoﬁng gon Victox, and that Frances "regards
it with a sort of unexpressed anxiety.“ Crimsworth watches
ﬁhem from the window and says that "Hunsden's hand rests on
the boy's collar, and he is instilling God know whaﬁ-princi-
ples into his ear." It turns out that the parents wish fthat
Hunsden had children of his own, for then he would better

know the danger of inciting their pride and indulging their

foibles® (XXV, 282). Thus the eccentric young mill-owner of

the early setting has mellowed into the kindly friend and:

‘neighbor, whose worst offenses are that he presents his

friends' young}SOn‘with e pet mastiff and otherwise incites
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his pride and indulges his foibles.

Frances too, as the other important character=--perhaps
as the most important character--goes through a three-part
‘development, but her three stages are npt synchronized with .
the overall three-part division of the novel. ©She doesrnot
enter the éction of the novel until the end of chapter
'fﬁirféeﬂ, dbés ﬂéﬁ speak ﬁntil twe chapters 1atér. Her first -
words, & recitation in English, are significant: "'On his
way to Perth, the king was met by a Highland woman, calling
herself a prophetess . . .'%" (XV, 130). The words of Frances
Henri, while not always prophetic when she spesaks to the hero-
figure in the novel, are always so ordered as to lead‘him
toward his greater accomplishment. The fiyst revelation of
Frances' character shows her to be timid and réserved, humble
beyond néed, self-effacing and downtrodden. In her éecond
phase, brought about by Criﬁsworth's interest and praise,'she
.grows-in independence and self-respect. Bpth Charlotte and
Emily Bronté believe vigorously in this maﬁifestation of
woman's accomplishment.

The acquisition of this independence, of self-esteen
and some small indication of the tolerance of the world, of
creativity and fulfillment by contributing to. life, form the
primary theme in the novels of Charlotie Brontg. ‘Her sécond
coﬁcern centers on finding completion through a compatiﬁle

ngrriage, a union with mutual responsiveness of intellect and

e
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emotion, though always'an acceptance of the relative ppsitions-
" of the obliging and dedicated wife and the dominating and yet
considerate husband. This concern governs the second theme
in her novels. Because of the sincerlty and intensity with
which the author treats these ﬁwo‘themes the character of
Frances Henri emerges successfully ffom her part in the novel.
 nd beééuse,of-fhié intenéity the character of Frances, while
rnot in any way great in itself, overpowers William Crlimsworth's
alwayg elusive, occasionally feminine, and generally asexual
character.
| In spite of their ambiguous relationship, the Crimsworths
are often’admired as a couple. The love story has frequently
been praised. Charlotte Bronté herself,deémed this the |
strongest part‘éf'the novel, claiming, |
... . the middle and 1attef portion of the work, all
that relates to Brussels, the Belgian school, etec., is as

good as I can write: it contains more pith, more sub-
stancg, more reality, in my judgment, than much of Jane

EYre. . :
She even made an attempt to have this 1solated<sequence pub=-
lished separately as a complete unit. 4nd yet in it she
expresses a vague 'cvertqne of onanism; the protagonist, by
whatever name, sﬁbmerges én 1mpérfeot1y explained and as yet

undifferentiated personality in the recently strengthened

SCharlotte Bront€ to W. S. Williams on December 14,
1847, in The Brontés: Life and Letters, edited by Clement
Shortzr (London: Hodder and Stoughton, 1908), letter 254,
I, 374.

T
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manifestation of self~-William completed in Frances.

The characters as well as the reader notice the strange
duplication of Crimsworth in Frances. Hunsden, who proves to
be perceptive as well as outspoken, tells Crimsworth at once,
after his first brief sight of'Frances, ""ohe is too good for

you evidently;: she 1is like you; but somewhat better than

Cyou . . o'V (XXIV, 244). But Crimsworth himself has sensed

something more penetrating in Hunsden's quick observation of
the couple together. He tells Frances that Hunsden's eyes
spoke clearly. "'To you‘they said, "How do you do, Wilhelmina
Crimsworth?" To me, "So you have found your counterpart at
last; there she gits, the Temale of your kind! """ (XXIV,

243). Through the astuteness of the eyes of Hunsden or the
interpretation of William, the reader sees here the unifying
nerging of the divided parts of the protagonist.

A preoccupation with the overlapping character of
William-Franceg doeg not, however, distract the reader Trom
his attention to the basic intention of the novel. He has
made an orderly, linear voyage with the protagonist‘through
the vell-defined areas of action and pvhases of character
development. He has seen him awakening in Englénd and has
Journeyed with him to foreign lands. He has followed him
through the second stage and has seen the protagonistt!s figure
first doubled and then merged into one reinforced imaée.

Finally, he hés seen this protagonist-couple move from their
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long period of struggle and attainment to the final stage of
'1life back home in Englend. The three-part structure has been ]
maintained on several 1évels, go many that the reader cannot
ignore this conseciously proposed order of ﬁrogress.

But if the three-part division were the only structursl
_ basis of the novel then therelwouid be no reason why Charlotte
Bronté should not have met with success in her decision'ﬁo‘
1ift out the center section and publish it separately;- Or,
if the publishing practices of the time weré so stringently
demanding as to length, why has someohe in the last hundred
vears not attempted the publication of such an excerpt? : =

The -enswer may be discovered in a further examination

of the structure of The Professor. Yes, Charlotte Bront& has ' ;

constructed = novel based on a three-part development. But
to assume that this is the only cohesive force in the novel
‘ would be to ignore the author'srsense of o?ganic unity, which
she handles so successfully J

Unguestionably, the regder must have a sympathetic

‘understanding of the protagonist, of the restless drive within

 him and the frustrating forces which divert him from that suc~
cess which he hag cpenly declared to be his'goal. But the
_reader cannot depend on Criﬁsworth*s self-revelations alone.

- Long passages of discourse between the young man aﬁd some
sbstraction, such as his conscience, imagination, or reason,

show his inner strugglé. - But they confuse the reader. They
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disguise Crimsworth's sense of conflict between pride and
humility in his daily life. They are altogether too grandi-
ose. |

The authorial comment serves as snother device offered

to guide thé reader, and one wﬁich night equally divert him

from a fulley understanding of the protagonist. The narrstor,

‘speaking Tr0m ‘the preuent ‘(about which the reader knows
nothing), inserts dlversions of description and opinion which
are intended to illuminate but have the effect of appearing
untrustworthy through the very editorializing nature of their
attitude. A wary reader cannot be led by the hand; he can~

not be tolid.

An suthor has two alternatives if he will be effective.

He may tellas well as shows Charlotte Bronté undoubtedly knous

and practices this successfuvl kind of exposure. An author
may--and an eminently successful author must--establich com-
munication with his reader through metaphor.lo _That is, by

his selection of vocabulary and words of reference he reveals

9As Wayne C. Booth has convincingly explained in The
tht§rlc of Fiction (Chicago: The University of Chicago Press,
1961

10The thematic metaphor, as the expression is used
here, refers to a unit of communication which, by being
grouped with recurrent variations with the same basic implica-
tion, conveys an inner meaning, the Aristoteliasn disznols or
theme, which remains unstated on the surface or plot-level of
the novel. The thematic metaphor is not restricted sewan-
tically or syntacticallyt! a word, a phragse, an image, &
proper name--when one of these links in meaning to others
within the novel they work together to create the thematice
metaphor.

Tim. )
A
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to his reader the true theme of> the novel and the actual
world of the novel as it exists not on the obvious level of
action and setting but on the more obscured level of the
ﬁotivatioﬁs and preoccupaﬁions of the characters, and, inci-
@ently, of the author. Twentieth-century writers, having
“Jlearned all about metaphor from such excellent critics as
I. A. Bichards, T. 3. Eliot, Cleanth Brooks; Nofthrop Frye,

and the many others, consciously use this subconscious level

of communication. In contrast, the nineteenth-century writers,

end: particularly the isolated natural writers such as the

' Bront&s, used thematic metaphor in its most revealing func~

.tion, without artifice, without diverting their subconscious
into sone mqre deeply submerged level, The netaphor was |
selected bﬁ the author ostensibly f&r its ﬁnusual qualities,
for its plecturesque effect or its powerful or poetic phrase-
ology. The modern critic is at 1ibe;ty ﬁo investigate and
determine whatever instinctive forces he feels have guided
the author's choice or even produced the selection fromiwhich
ne chose. |

In the works of Charlbtte Bronté én investigation of
metaphor proves vastly‘rewarding. Her ability to penetrate
beneath the surface characteristics of the protagonist and
move with him through his year of growth ig that same ability
which enabled her to select the metaphors which are most

‘revealing of his motivations and frustrations. The remarkable
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thing about The Professor is not only that the metaphors

- are revealing of this underlining thematic development, but

that Charlotte Bront&€ has used them consgistently and
structurally to unify what would otherwise be a segmented
and even eplisodic tale. .

John Loofbourow declares in his thorough study that
Thackeray "was the first English novelist to create a narre-
tive medium in which form and content are derived from the
expressive pattern of the language.itself{"ll This state=~
ment suggests the reason why Charlotie Bront%® had such
enthusiasm for Thackeray. For thé pattern of Charlotte
Bronté€'s langusge, and especially the long threads of meta-
phor which reinforce that pattern, create a multi-dimensional
exposure of the protagonist which his actions might tend
to disguise.

On the whole, Charlotte Bronté's areas of metaphor
may be considered in groupings of the two opposing forces
which struggle for douminance in the 1life of the protagonist.
As  in most human existence; a negétive aﬁd a positive force
are at work in his 1ife, but, as in most humsn lives, the
division is not as simple a8 that statement might seenm to
imply. HMetaphors of isolation, of restriction, and those
which reveal a struggle for vower indicate the negative

force, Metaphors of freedom or escape and those of rewarding

1l5onn Loofbourow, Thackeray and the Form of Fietion
(Princetons Princeton University Press, 1964), pe 4.
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experiences represent the pcsitive force. Throughout the
- novel these specific metaphors are maintained; from the
mention of animal and fire on page one ("cold-blooded
creature," "animal magnitism," and "coldness") to the use
of “stag" and "flame" on the final page, a conslstency and
_extended emphasis on selected metaphor gives unity to the
novel. The reader may not be consclously aware'of the areas
of metaphor; perhaps the writer herself was not. But ana-
dyzing and knowing bring their own satisfaction.

It will be in order, now, to try to define these areas

of metaphor; in the hope that a fuller understanding of their.

complexity will add to the general esteem in which readers

hold Charlotte Bronté's early work, The Professor.

Of the negative~force metaphors the most effeciive
and nmost subtly conceived area is that of isolation. This
metaphor includes such images as the Wall,fa nock, & convent,
a Gabinet, the grave, and a box. O disgppointment and
grief Crimsworth declares, %I pent them . . . in one straight
and secret nook® (XIX, 167}. Frances too seeks this same
seclusion, for Crimsworth reports that when he speaks a word
of praise to her she will "nestle into a nook of happiness™
{(XIX, 186). The essential force lies in the implication of
being enclosed in seclusion aﬁd isolated from the rest of
the world. Even the bird becomes a part of the metaphor of
isolation #hén it is used so frequently in relation to nest-

ling, fledglings, and other images of rest and security.

L

{Iq | mes



31

Crimsworth reveals that his desires, "folding wings, weary
- with long flight, had Jjust zlighted on the very lap of
fruition, and nestled there, warm, content . . ." (XXTII,
242), Although defining isolation, the other images too
suggest that to be withdrawn, alone, enclosed, brings peace,
a peace gained by aveiding reality, by refuéing to come face
" to face with life.

The protagonisf puts the imagery in action as he seeks
his Tavorite garden retreat, enclosed by = high blank wall on
one side and overgrown shrubberies on the other. This con-

fined seclusion actually bears the name of the allée défendue.

It is here that Crimsworth Tlirts with Mlle. Reuter, who is
engaged to another, and looking from his window down on this
area he overhears the conversation which informs'him of this
engagenment. The way is forbidden indeed. Throughout, the
protagonist seeks to be zlone.  In action, at tﬁe end,
Crimsworth has accepted.the isolation which he courted and
repulsed and finally took to heart. Ultimately the metaphor
of isclation does not inply the negativg force which is seek-
ing to stifle him, but the ambivalent symbol of control and
liberty. |

The guthor offers the metaphor of restriction quite
gimply. Crimsworth does not have great vision. On the‘lével
oflmaterial objects and physical circumstances; the reader

learns that he wears glassegs and is handicapped by extreme

TR
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shortsightedness. His restriction is revealed, too, through
symboelic imagery of natural forces which close him in. Mist
and snmoke, rain and snow, and the darkness of night serve to
hamper his total vision. He i1s beset by dreams and delu-
sions; he is connected, metaphérically, with symbols of the
overpowering supernatural. The metaphor of injury and 1i1ll-
‘ness indicates his lack of wholeness or of éomplete sotion,
Two other images of thihgs more tangible or materiszl indicate
the restrictions which curb him. A bell rings and Crimsworth
Junps willingly back iﬁto his restricted circumstances or
from one situation to another. After his first ?ersomal
encountef with Francos, he has dilismissed her rudely because
of hex uvnpunctuality. When he éllows himsell o muse on her
behavioer and on her person he interrupts his thoughts with
the comment that "the féur o'clock bell rangs: with my
accustomed alertness in obeying that signal, I grasped ny
hat and evacuated the premises" (XI1I, 121). This uanques-
tioning response to the bell appears throughout the novel.
Clock bells, door bells, school bells, factory bells, all
shock him into slertness and call him back into line.

The other metaphor of restriction implies self-
restriction as Crimsworth equates himself with stone. The
image of stone. or rock appears repeatedly. Mlle. Reuter's
smile falls on his hesrt "like light on stone" (XIII, 116);

her homage to him seems to transform him "into a rigid pillar
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of stone"” (XV, 134). But a combination of the images of
- isolation and restriction appear in some passages. In a =
moment of despalr the protagonist admits: : ‘ B
I seemed like one sealed in a subterranean vault, who
gazes at utter blacknesss; at blackness eansured by yard-
thick stone walls around, and by piles of building

above, expecting light to penetrate throuzgh granite,
and through cement firm as granite. : .
o (XXI, 205)

Inages which refer to a struggle for power are used
congistently throughout all of the sections of the novel.
One of the strongest is the master-slave rglationshlp, in
which the protagénist always figures as thé slave. Early in
the novel metaphors of chivalry hint at the heroic role which
Crimsworth might play, but Charlotte Bronté forsakes this i
metaphor entirely after the story begins to unfold. Crimsworth
states that "a man is master of himself to'a certain point,
but not beyond it* (XXII, 209). Bven Frances controls him;
her glance makes him "her subjedt if not her slave" (XIX, A
186). : =

Sonme uses of imagery combine the ldea of master-slave

relationship with that of the animal, one of the strongest
images of power and oné Which thé author uses frequently in
the novel. Crimsworth remarks that often impulses "attain us
with a tiger-leap, and are our masters ere we have seen then”
(XXIII, 239). The protagonist, essentially human in these
images, faces those who have the qualities of animals. The , -

bull, the lion, the dragon {even the cat in comnection with
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Frances) are forces which Crimsworth has not the strength
- or the understanding to overpowexr. When the protagonist
becomes the animal the image shifts to that of fthe hunt.
Hunsden warns him, ""Bad luck erushes the bulls as cagily
as bullaces; and, I believe, the fury dogs you'" (¥XII, 217).
Crimsworth escapes a trap and announces the the directress
-‘;had.féilen"info a sﬁare of her own laying--waé herself
caught in the neshes of the very vassion Wlth whaich she
wished to entangle me“ (XX, 192).

Opposing these images which reveal sublimation and : v
frustration caused by the powers set against Crimsworth and =
the urges within himself which he cannot comprehend, the meta-
vhor of escape and freedor takes many formé. Flrst, the door
and the gate consisténtly indicate a way out. A variant
ﬁse of the syumbol of the bird'appearsé—here a flying bird,

a bird of freedom. But the inmage of!sea,travelyseems”to’charm
Charlotte Bront€. Chapter fqur opens with this image:

e « « every man, worthy of the name, will row‘long

against wind and tide before he allows himself to cry

out, "I'am baffled!" and submits to be floated passively
back to land.
(Iv, 26)

The author introduces a simllar image 1ater in the book:

At that hour my bark hung on the topmost curl of a : -
wave of fate, and I knew not on what shoal the outward
rush of the billow might hurl it; I would not then ‘ -
attach her destiny to mine by the slightest thread; if =
doomed to split on the rock or run aground on the sand-
bank, I was resolved no other vessel should share my -
disaster. . « .

(XXIII, 226)
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Similarly, in a moment of success Crimsworth feels that "the
tide of fortune bore me smoothly on its surface" (XXII, 211),
and later he admits that his feelings ebb and flow. The sea
voyage, then, tells of the risky and'treacherous voyage to
freedom, a Journey during which another force controls the
protagonlst but the way through which he will arrive at
) SUCCesSS. The émage becomes a metaphor in action when the
young Englishman steps aboard the ship that will tske him
overseas to hapolness and accomplishment.

The metaphor of reward finds-expres;iom in images
'which are traditional and unimaginative, aé when Crimsworth ' %
gsays of PFrances, "the prize of success will be a treasure -
after my own heart® (XXII, 217), or of their time together,
"I see the eVenings passed in that little parlour like a |
long string of rubies circling the dusk brcw of the past.
Unvaried were they as each cut gem, and like each gem
brilliant and burning® (XXV, 261). But rewarding experlences
are also recorded through referencelﬁo green-growing snd

fruitfvl nature, to marital situations and physical satis-

factions, and to the fire which symbolizes the domestic ‘ S F

hearthfire. Fire, employed as a symbol of spiritual energy,

12

can easily be linked to fertility. As the alchemists . -

12540 a fuller explanation in J. E.'Cirlot, A Diction-
ary of Sywbols, translated by Jack Sage (New York: Philo=- -
sophical Library, 1962), pp. 100-101. . -
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identified fire as the central element In all things, the

S unifying and stabilizing factor, so Charlotte Bront€ seems

to be using the image of fire to emphasize the ultimate goal
of the protagonist in his sesking of completion through
marriége.

The author reveals the state of the protagonist's

hearth snd indicates his state of mind and emotional tenor:

"To my Joyful surprise, I found, on entering my sitting-room,
a good fire and a clean hearth™ (VI, 44)..
Crimsworth sees Ffances‘ love as fire, but one con-
trolled and domestlicated:
I knew how the more dangerous flame burned safely
under the eye of reagasoni 1 had seen when the fire shot . .
up a noment high and vivid, when the zccelerated heat
troubled life's current in its channels; I had seen
reason reduce the rebel, and humble its blaze to embers,
(XIX, 177)
He admires the look in her eyes like "a light where fire
dissolved into softness . . cU(XIX, 183). Uhen he goes to
her to propose; cne of the symbolic sounds which he hears as
he listens outside her door is that of a fire being gently
stirred (XXITI, 226). The hearthfire beccomes the fire of
creativity. And whether it is the creativity accomplished
through narriage or that kindled by independent living, this

fire represents the uheme of the novel.

Charlotte Brontd's handling of language has its

excellences and its lmperfecitions. At times her syntax

misses perfection. Often, ahd with lncreasing power to
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irritate as the novel progresses, her handling or mighand-
'1ling of French, her condescending collateral translations,
her macaronic sentences, pall rather than charm. The piling
up of adjectives or nouns has the tendency to confuse rather.
than c¢larify. But to counterbalance these shortcomings there
are some traits in her writing which bring admirers into the
Crotal o

The remnant of eighteenth-century baianced syntax

comes occasionally 1n_to play., Used so-sparingly, and with
such decorum, it becomes effective.  In moments of action
Charlotte Bronte€ confines her narrator to. a brusque style:

It was a fine day, but I would not 1ook'at the blue
sky or at the stately houses around me; my mind was bent
on one .thing, finding out "Mr. Brown, Numero --, Rue
Royale,” for so my letter was addressed. By dint of
inquiry I succeeded; I stood at last at the desired door,
knocked, asked for Mr. Brown, and was admitted.

, (VII, 58)
In contrast, the balanced sentence_becomes forceful:

From all this it resulted that the false and selfish
called her wise, the vulgar and debased termed her
charitable, the insolent and unjust dubbed her amiable,
the consclentious and benevolent generally at first
accepted as valld her claim to be considered one of them-
selves: Dbut ere long the plating of pretension wore off,
the real material appeared below, and they lald her aside
as a deception. '

| (Xv, 134)
At other times the author uses a consciously sustalned meta-
phor in sn effort to create a symbolic passage which will
enlighten the reader as to her mataphoric--ahd usually homi-
letic--intentions. While carefully worked out and managed

in an'orderly and masterful manner, these contrived images
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are less effective than the insistent presence of the series
" of thematic metaphors which run through the novel. These
thematic metaphors give the appearance of being casually

called upon and acoidéntally significant, an appearance which

allows the reader at least. the 1llusion of dlscovery and the -

author the semblance of subconscious mofiVation. .

- Probabiy the péssages which remalin most 6lear1y in
the memory after the book has been read are those which
define Frances as an 1ndepéndent woman and a beloved wife,
The reader learns that woman must live aﬁ active, productive
life involving herself in the work of her cholce. If, in
addition, fulfillment should come through mafriage, the

womarn becomes complete. But an unsuitable marriage under--

taken to eScape spinsterhood (however dreadfully its shadow

haunts Frences Henri and Charlotte Bronté) only brings about °

disaster. Crimsworth's explanation of the'guccess of thelr
marriage iz almost orécular in its utter simﬁlicity, but
completely in accord with the ideal marrigge envisioned. by
‘Charlotte Bront&. C{rimsworth states, "Frances was then s
good and dear wife to me, because I was to her a good, just,
- and faithful husbandﬁ (XXV, 269).

The passages which define Frances' existence as an
independent woman show her attlitudes and emotions, her deter-

minetion to continue as a teacher and a worker in the world.

Of her proposal for a satisfying way of life Frances declares

s
3

s
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to Crimsworth:

"I like a contemplative life, but I 1like an active
life better; I must act in some way, and act with you.
‘I have taken notice, Monsieur, that people who are only
in each other's company for amusement, never really like
each other so well, or esteem each other so highly, as )
those who work together, and perhaps suffer together.” :
. : (XXIII, 238-239)
Crimsworth, speaking in the voice of the narrator, asnd speak~:
_ ihéffdr'the uhifiéd'iﬁége of Frances and him as‘one, explain§
this same determination that womén shall be productive and.
fulfilled: |
I knew she was not one who could live quiescent and
inactive, or even comparatively inactive. Duties she .
must have to fulfill, and important duties; work to do=-=- .
and exciting, absorbing, profiftable work; strong facul=
- tiles stirred in her frame, and they demanded full
nourishment, free exercise: mine was not the hand ever
to starve or cramp thems; no, I delighted in offering them

_susgtenance, and in clearing them wider space for action.
< (XXV, 263)

But probably the most efﬁgctive writing in the novel
can be found in some half-dozen isolated passages in which'
'the reader umay listen to Charlotte Bronté's lyric volce,
which is not often heard. A passage whioh appears early in
the novel will serve well as an example. 'The author spesks, :
of course, in the voice of the,narrator;‘ The passage has _ :
two parficularly notable gqualities about it. First, many of
the images which are included convey the thematic metaphor
which has Just been discussed. ﬁAnd second, the subject 6f
-the passage resembles that of several others of' ‘the lyrie

passagest a description of man in nature, 1solated from



40

society and in harumwony with the scene around hims:

The short winter day, as I perceived from the far-
declining sun, was already approaching its close; a chill
frost-mist was rising from the river on which X-=w-
stands, and along whose bank the road I had taken lay;
it dimmed the earth, but did not obscure the clear icy
blue of the January sky. There was a great stillness
near and far; the time of the day favoured tranquillity,
as the people were all employed within doors, the hour of
evening release from the factories not being yel arrived;

~a sound of full-flowing water alone pervaded the air,

for the river was deep and abundant, swelled by the
melting of a late snow. I stood awhile, leaning over a
wall; and looking down at the current: I watched the
rapid rush of its waves. I desired nemory to take 2
clear and permanent impression of the scene, and treasure

1t for future years. Grovetown Church clock struck Tour;

looking up I beheld the last of that day's sun, glinting
red through the leafless boughs of some very old ozak
trees surrcunding the church-=-its light, coloured and
characterised the picture as I wished. I paused yet a .
moment, till the sweet, slow sound of the bell had quite
died out of the alr: then ear, eye, and feeling satis-.
fied, I quitted the wall and once more turned ny face
towards Xemmme,

- (v, 43)

With such writing Charlotte Bront¥ promised much for the

novels still to come from her pen.

TR A |



CHAPTER 11

JANE EYRE

In writing to George H., Lewes in January of 1848,
Charlotte Bront¥ spoke‘of a force governing her writing 1in =
statement which is highly pnrtinent to an understanding of
the structure of Jane Bvre'

Waen authors write best, or, at least when they write
most fluently. an influence seems to waken in them, which
becomes their master—--which will have its own, way--
putting out of vliew all behests but its own, dlctating l
certain words, and insisting on their being used. . .

The reader sensitive to language easily 5elieves, even wWith-
out Charleite Bronté's forthright declasrastion, the langﬁage_
of Jane Eyre indicates a strong organizing force at work,
This foree, this influence as she calls it, causes the novel
to have an overwhelming senge of unity snd contributes to its
organically sounﬂ construction.

To understand the function of this‘influence the
reader must first begin with an analysis ¢f the novel 1tself,
the kind of analysis which determines the basio_outline of
the plot, the use of.setting, the materialization of the

characters, snd the pattern of development as it is most

clearly delineated through one or more of these areas. In

Lomariotte Brontd to G. H. Lewes on January 12, 1848,
in The Bront&ss: Life and Letters, edited by Clement Shorter
(London: Hodder snd Stoughton, 1908), letter 263, I, 386,
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short; one must become sensitive to. these baslc. overall

patterns and must begin to detect the level on which the
structure functions.

Sir Ifor EVaﬁs gives a clue as to the begt starting
point for an investigation Wheﬁ he suggests that Jane Evre
"holds the miﬁd and the senses by the strength of its
”2""Thi%'iﬁpéétwis"felt most strongly in Charlotte
Bronté's effective use of atmosphere, and therefore vne may
rost successfully begin a study of structure in this amor-
phous ares. The atmosphere may be detected'in the seguences
of actions and respons 38 in the geogrephlcal shift of scene,
and in the emotional tensions snd mobtivations of Jane and her
naster, ¥Mr. Rochestex. Tﬁis atmosphere cannot simply be
called Gothic,B for the definition of the abtmosphere becomes
reazl only in the temperance of the Gothic with highly
believable human relationships. |

e The establishment of the Gothie, even of what has been

called the New Gothic, begins early in the book. It is

EIfor Evang, English Litersture: Values and Traditions

(London: George Allen and Unwin, Litd.,; 1962), p. 30.

BRﬁbert B. Heilman gives an gll=-too~brief treatment of
Jane Eyre in "Charlotte Brontg's 'New' Gothice,” From Jane
Austen to Joseph Conrad, edited by Robert C. Rathburn Tand
Nertin Steimmann, Jr. (Minneapolis: University of Minnesota
Press, 1958). Hellman defines the advancement of the Gothic
in Charlotte Bronté's hends as the revelation that passion,
so elenental in the Gethis, "is no longer oriented to mar-
velous circumstances but moves deeply into the lesser known
realities of human 1life” (p. 123).
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effected by a2 use of traditional Gothic elements through
emblems which seem real to the reader, which do ‘not seem to
be outside the possibilities of experience. One must remem-
ber, however, that in the oﬁening chapters the protagonist
narrates the story of ﬁer childhood as she remembers it. :
The pervading sense of being unloved is a sqlf-revelation -
in fétfééﬁect. The.lonely little girl come; to life through
the words spoken by her later self, throug@fmemories of
unhappiness which she has carried into her‘maturity. For

n

Jane is truly a child unloved. Mrs. Reed's selfish indulgence

. 4Even her name seems significant. "Plain Jane" is
her own suggestion, as she refers to herself as "plain" time ;
and time again. This epithet harks back to the word Jjane or =
Jean meaning simple cotton cloth, plainly woven without cord- B
ing or figured pattern (Qvford Engligh Dietionary). The
meaning of Eyre has been variously interpreted: connected
with error (to err), heir, air (as Adele suggests, I: XI,

128),% aery (etherealT aery or eyrie (the eagles' nest), or
Eyre as the early spelling of Alre, the river which flows
- through Keighley. Further word-play is made on the name
within the novel. Those who either plague ‘her or love her
give Jane nicknames: The young tormenter, John Reed, refers
to her as Joan (Is: I, &), though perhaps this is the time-
honored device of pretending to be ignorant of the name of one
considered too lowly to be acknowledged. Adéle quite logically
" de-Anglicizes the name and refers to her governess as "’'ma
chére Mdlle. Jeannette'” (I: XII, 140). Mr. Rochester calls
his love Janet as a term of endearment. Without entering into
the search for Yorkshire sources for place names and character
names, it remains a pleasurable pastime to imagine the pos«
sible significance and symbolism of the names in all of L
Charlotte Bronté's novels. - —
#4111 quotations from Jane Eyre are taken from The
Shakesveare Head Bronté, volumes I and II of Charlotte § -
Bronte's work, edited by T. J. Wise and J. A. Symington _
(Oxford: The Shakespeare Head Press, 1931) and are identified L
by Jane Eyre volume I or II, chapter, and page. The work -
originally appeared as Jane Eyre-~iAn Autoblography, edited
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of her own children, the bullying superiority of those
children, and even the servants' lack of understanding endow
Jane Eyre with the primary qualifications needed to make her
the heroine of a Gothic tale. In addition, Jane has a mys-
terious uncle mentioned mysteriously at nine widely separated
times in the novel. The author treats the shadowy existence
‘of this relétive in the distance traditionally, yet handles it
with a restrained use of repetition so that the freelng force
of his legacy to Jane can be accepted by the reader without |
tbo‘much difficulty. ' |

These early scenes introduce the Gothic heroine as a -
child through an awarenesé of her mistreatment, her myster-
iously'elﬁsive uncle, her loneliness, and h?f outspoken and
obgtinate independence which is, at the samé time, tempered
by a firm and unguestioning religious faith. Something of
the author's insistence on Jane's small size and plain looks
~ humanizes even the most Gothic of these childhood scenes. _

When the story shifts into Jane's maturity, the reader
senses a fulfillment of the Gothic boteptiai suggested in the
first sections. Thornfield Hall itself appears to be most -
satisfyingly'mystériOus. Huge, old, énly partially occupied,

the hall glves promise of every Gothie quality. The characters,

by Currer Bell, 3 volumes (London: Smith, Elder and Company,
1847). It was reprinted in 1848 as "By Currer Bell," with a
"Preface. ' ‘ ‘ ‘
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too, fulfill the Gothic gualifications. Jane arrives at

night, cold and hungry, and finds that she has mistakenly

supposed the housekeeper to bé the lady of the house. The

master, Mr. Bochester, remaing an unknown factor for several
months: Jane arrives at Thornfield in October and does not

meet Mr. Rochester until one fihe, calm, cold day in

' Jenuary. Jane's pupil has a confused and pitiful origin:

Mr. Roohester, 1n'disclaim1ng paternity begins by a half-

confession that Adéle is his daughter——"ipérhaps she may '

be'" (I: XV, 185)--though ever after he dq%ieé it vigorously.

Except for Jane's affectionate care, little Adéle grows up |

as unwanted as little Jane Was‘in her time,
Other events, listed in sequence, méﬁe the novel

seem truly Gothic. The eery laugh which féightens Jane, the

bed set afire in the night, the arrival of a mysterious stranger

from distant lands, Mr{ Rochesgter's troubling éecret, the

presence of the gypsy fortuneteller, the bloody attack on

Mason and the consequent necessity for steélth and éecrecy,

the mad midnight visitor whb tears Janeisfwedding veil in

two, even the urgent énd frenzied preparations for the wed=

ding-Qall lead directly to the purely Gothic climax. Yet

the understandably'human relationship betwéen Jane and the

eccentric with whom she falls gradually and 1rfevocably in_

love tempers the whole wildly improbable Gothiocism. Mr.

Rochester appeals to the reader not as a Byronic hero, the

PERTI T
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romantic wigh=fulfillment of a lonely young writer's drean,

but as a human being caught in a tangle of uncontrollable

circumstances, a man who reacts as a real man, a confused and .

headstrong man, highlylindignant that he 1s not fated to be
&as othér men are. Rochester remains sélf—determined,
attempting'to dominate the situation because he cgnnot tol-
erste sotuality. His involvement with his ward's plain and
forthright governéss brings into play will against will 4in
| a struggle which makes dramatic use of the Gothic as back-
ground for reality.

At the height of his exasperation with their con-
flieting ideologies, Rochester excléims of Jane that "'never
was enything at once so fraill and so indominable,'” and he

sdmits that "'it is you, spirit--with will and energy, and

virtue and purity-~that I want'" (II: XXVII, 103). Both Jane

and Mr., Rochester move as fully realized characters against
the Gothic badkdrop. They materislize mainly through their
conversation: the lightness of thelr repartee, their open
interest in each other, the contrast of‘their attitudes which

-sparks reaction and response. In one of the first interviews

which Rochester conducts with the governess the conversation _

suddenly takes a very personal turn. Rochester reveals
later that his interest had been aroused by Jane from the

-moment of their first encounter--"'I was at once contented

and stimulated by what I saw: I liked what I had seen and I

-
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wished to see more. . . . I wondered what you thought of
me~-or if you ever thought of me . . .'" (II: XXVII, 98).
But Jane, as narrator, first tells aboutﬁhe interview, and
only her reactlons are revealed:

He had been looking two minutes at the fire, and I
had been looking the same length of time at him, when,
turning suddenly, he caught my gaze fastened on his
physiognomy. .

"You examine me, Miss Eyre," said he: "do you think
me handsome?" _

I should, if I had deliberated, have replied to this
gquestion by something conventionally vague and polite; .
but the answer somehow slipped from my tongue before I
was awarei--"No, sir."

"Ah! by my word! there is something gingular about
you,"” said he: "you have the air of a little nonnette;
quaint, quiet, grave, and simple, as you sit with your
hands before you, and your eyes generally bent on the
carpet (except, by-the-by, when they are directed pierc-~
ingly to my face; as just now, for instance); and when
one asks you a question, or makes a remark to which you
are obliged to reply, you rap out a round rejoinder,
which, if not blunt, is at least brusqug. "

(Iz X1V, 167)

Having set the tone for their relationship, Jane

maintains an honesty which is, at best, brusque. The origin-
ality of her response, ingenuous and uncalculating, pleases
Rochester and advances her to a position'of equality which
leads to mutual affection. Her attitude never chénges.
"During the final scenes, as potentially melodramatic as pén
“ecould devise, Jane does not meet Rochester's pltiful ery from
his desolation and blindness with anything but her previous

love, that blending of subservient admiration and dominating
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_honesty. When Rochester morogely contemplates the fubure

"'when, at some fatal moment, you will again desert me-=-

passing like a shadow, whither and how to me unknown,'"” Jane

regquests hlg pocket cogb to tame his wlld appearance. A
pang of regrét‘makes him ésk, "tAm I hideous; Jane?'" and she
candidly replies, "'Very, sir: you always were,'ibu know'"
(II: XkXViI;'265); The humanizing of their relationship has
the effect of meking the Gothic acceptable, just as the
Gothic background overshadows thelr personal relatloﬁship
with‘uncertainty and instablility which seems 511 too humanly
real. ' ;‘ |

A pure Gothlc climax discloses Rochester'srdreadful
secret as he and Jane stand before the”altar.‘ It remains
pure Gothic throughout the wild scene of dénunciation at the
church, the visit to his mad wife's attic gell, Jane's
exoneration and escape to her own room..'ﬂgwever, the final
encounter between the estranged couple, iﬁ which Hochester
pleads his case S0 convindinglj tg twentiethfcentury ears,

" 1s the scene played between two human beings, confused and

suffering, who are being torn apart by donflicting principles. -

Rochester begins in submission, “'You know I am a scoundrel,
Jene? . . . Then tell me so roundly and sharply--don't spare
me'"” (IIi XXVIiI, 78). He affirms his love, he‘persists.

rationally, he. appeals emotionally. Jane's rejection of his

offer of a liailson drives him to passion: "'Jane! will you



hear reason? . . . because if you won't, I'll try violence.'"
Jane, who becones exhilgrated by the passion of the
moment, by.har powar sand influénce over him, admits that
"the crisis was'perilous;-but not without ite charm” (II:
XAVIiI, 82-83). Eer words to him are soothing, but her control
illes in ﬁhe venerable weapon of tears. The scene has a -
familiarity, an authenticity. Rochester bases his strong-
- est plea on the wmorality of their relétionshiﬁ, sinée his
wife is no wife to him, is little more ﬁhan an animal. His
question influences Jane: "'Is it bettex to drive a fellow;
creature to despalr than to transgress a mqfa human law--
ne men being injured by the breach?'"5 He‘oontinuga then
with the losing point in his argument, one which touches - : ;
Jane in the area of her-self-respect and self~relianoe:' |

"Who in the world cares about rou ? or who Will be
injured by what you do?"

Still indomitable was the reply--~"I care for myself..
The more solitary, the more Triendless, the more unsus-
talned I am, the more I will respect mysell. I will
keep the law given by God: sanctioned by man. I will
hold to the principles received by me when I was sane, )
end not mad--as I am now.™ i
- (IIs XXVII, 102)

Thus begins the transition between the Gothicism,

5”hat his argument is persuasive, that Jane is aware
of wronging Rochester is shown later on the moors when she is
tempted to return to him: "I could go back and bé his com-
. forter--his pride; his redeemer from misery; perhaps from
ruin. Oh, that fear of his self-abandonment--far worse than
my ebsndonment--how it goaded mel” (II:XXVII, 108)
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climaxed by the scene of the disrupted wedding, and the non-
Gothic atmosphere to be established in the sectlion of the
book ‘devoted to Jane's life at Marsh End and M§rton. Jane's
flight from Rochester begins on a moral note and mounts in
rapid crescendo into a full chorus of religious symbolism.
One can fead into the days of trial and suffering a nearly
'Ebmpléte order of Passion symbology. But it is perhaps more
important to recognize in the language 6f the narrator a
calling-forth of her faith to support her action, perhaps
as much to freé her from her sin of omission against the man
she is deserting és to sustain her through the physical suf-
fering and terrors of thé lonely days andfnights. The bib=-
lical paraphrase rouses the reader, the familiar words waken
echoes |

"Will you give me a piece of bread?®

"I want a night's shelter. . . " ;

"Don't shut the door. . . ." |

"I believe in God. Let me try to wait his will.®
"Young woman rise.” \ ‘
[Someone] broke some bread . . » put it to my 11pé.‘
“What'. . . do you expect me to do for you?"

« + o« three days and nights. ; . .

I was comforted. )

On the third day I was better.

[The women] refused to give me shelter.
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"You have rescued me from desth.”

"Be at peace."”
(II: XXVIII and
XXIX passim)

Even the names of the three young Rivers are steeped in
religious symbolism: Die (as they fondly call Diana), Mary,
and St. John.® |

-~ : New;.having‘passed from an atmosphere of heavy
Gothicism softened by extraordinary humasn rapport, through
a period of religious reaffirmation, the protagonist finds .
herself in a vigorously non-Gothic atmosphere. The Rivers
are a closely allied family, affectionate, tolerant of one

- another (and most particularly of brother St. John). Their
' impﬁiées are honorable and.charitable, thelr home environ-.
~ment rural and wholesome, Thelr servaent describes thelir
home, salled both Marsh End and Moor Houssi és "'aboon two .
hundred year old-~for all it looked but afsmall, humble
place,'" but the young people "'did so like Marsh End and
Morton, and all these moors and hills about; They had been
in.London; and many other grand towns; butfthey always saild

there was no place like home . . .'"II: XXIX, 137).

6This is not, of course, the only way in which this
scene can be read. Robert B. Martin in Agcents of Persuasion:
Charlotte Bront€'s Novels (New York: W. W, Norton and Com~-
pany, 1966) proposes an interesting parallel between the
flight scene and Lear's wanderings: "Jane's lonely and ter-
rible wandering before she comes to Moor House is the most
"vivid of the entr'actes of the book, and it takes much of’
Cits colouring from its. likeness to Lear! '8 suffering on the
heath « « ." (p. 84).

\

T



52
Into this atmosphere, 1dea;istica11y contrived--
though troubled by the emotional and spiritual conflict ' -
between Jane and St. John~-the next Gothié climax intrudes.
The voice which Jane hears, the mystic triple ory in the
-="'Janel Jane! Jane:'"--has honorable literary ances=-

tors. Charlotte Bronte 8 use of it takes something from

o bt b,

Moll's passionate cry for Jemmy and even more from tha

demands _of the Lord whgnmhg“calls to. Samuel.

et s st
A

The e¢ry comes
to Jane, and the tone of the novel shifts abruptly. The '
return from non-Gothic to Gothic is as dramatic as 1t is.
sudden. The last section 6f the novel resches additionsl
peaks in Gothieism. Jane first views the blackened ruin of
Thornfield Hall amid "the silence of death! "

' The lawn, the grounds were trodden snd waste: the

portal yawned void. The front was, as: 1 had once seen-

it in a dream, but a sheet-like wall, very high and very

Tfragile-looking, perforated with paneless windows; no

roof, no battlements, no chimneys--gll had crashed in,

, . (IIs XXXVI, 247) ’
The innkeeper adds'further_emotion tb the diselosure when
he reports to Jane, "'I was the laste Mr. Rochester's. but~
ler.'" He responds to Jane's horror by'assuring her, "'I
mean the present gentleman, Mr. Edward's father . . .'" (II:
XXXVII, 248).
Ferndean, to which Mr. Rochester has withdrawn--scarred,

maimed, and blinded--is itself a Gothic setting of the

" wlldest order. It'has'earlier been mentioned as "'more

retired and hidden'" than Thornfleld Hall, as a place so-

SR T U 1
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unhealthy and wretched that Rochester would not conceal his
lunatic wife there (II: XXViI, 80), To this remote retreat
Jane goes in pursuit of her love, The woods around Ferndean
seem almost impenetrable, the house lies submerged in the
gloom, “searce . . ..distinguiéhable from the.trees; so dank
end green were its decaying walls® (IT: XXXVII, 255). This
éaéﬁemfiﬁfiﬁg'fdf the seclusion of the seared end maimed hody
of Rochester, it is even more apprepriaste for his intellectval
and spirlitual withdrawgl from life and his rejection of all
society.

The tale of the destruction of Thornfield Hall, of
the medwoman's ravings and deeds and of Mr. Rochester's
herolsm, describes the sumﬁit of all Gothic scenes. Yet 1t
does not take place before the eyes of the_readgr-nit is &
hearsay tale which evokes sympathy but not fterror. Charlotte
BrontE's skillful handling of the Gothic elenments throughbut
the novel dictates the off-stage use of this Gothlc device.?

The author handles with equal dexterity the finsl
scenes, with their potential vathos and sentimentality. They
display an intermingling of Gothlcism and humanity, initiated
in the atmosphere of Thornfield Hall prior to the weddiﬁg

day. Jane's sense of humor, her understanding of Rochester

?This restraint is more than movie producers fllming
the novel have been capable of demonstrating. To the camera-
eyes the burning of Thornfield Hall is one of the most impor-
tant scenes In Jane Eyre.
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and her love for him, her control of the tone of their
dialogue~=-these demonstrate the author's senéitivity toward
the situation and her ability to suétain the reader's bellefl
in these_charaaters aswsympathetie humen belngs. The Gothio
elements again sexrve as a backdrop which emphasizes the
- reality and the human qualities of the two 1mportant people
in the tale.

For there is never any doubt that Jané and Rochester
are the important characters whose actions and emotions form
the core of the novel. Roger Fry has said fhat Yone of the
chief aspects of order in a work of art is unity,” and that
'-the-achievement of this unity is '"due to a balancing of the
attractions of the eye about the central line: of the plc-
tu;;."s In Jane Eyre Charlotte Brontd acoomplishes this
‘balance by a subtle overlapping of several patterns which at
no time detract from the central line of tée novel. The
shift of scene, evoking one atmosphere after another, creatés
one strong pattern.‘ The emotional tension'has.a patfern of
1ts own. The actlion, happening sometimes off-gtage, some-
times on-stagé, overprints another pattérn. The interpersonal
relationships wax and wane in another pattern. But through
it all, the main outline of Jane and Nr. Rochester; their

attraction, disruption, distraction, and unlon, makes clear

8Roger Fry, "An Essay on Aesthetics" in Problems in

Aesthetics, edited by Morris Weitz (New York: The Macmillan
Company, 1959)s P« 57.

TR R L o
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its single purpose. The inteiweaving of the pattern,achieved
by the Elademeﬁt of these ¢limaxes, gives strength té the
novel.,

To guide the reader in his understanding of the pat-
tern of the plot Charlﬁtte Bronté uses a simple device to
begin the Taornfield section of Jane Eyre. On leaving
_ﬂowood féf héf.heﬁ position as Ad€le's governess, the nar-
rator tells the reader, "A new chapter in a novel is something

like a new scene in a play; and when I draw up the curtain
this.time, reader,_you mist fancy you see a room in the
George Inn at Millcote . .« " (I: XI, 117). But the reader
must not 1ét the author trick him into thinking that any such
simple division as a shift in setting is going to clarify‘ |
the complexity of the structure of a good novel. True,

there are five geOgraphicaliy separated settings for the
novel, as there are five acts in the tradi}ional dramsa, each>
unique in its atmosphere and meaning in tq; life of the'pro-
tagonist. But the tensions which control man's life will
not be go easily partitioned. Jane's story begins first at
Gateshead whére she lives with the Reeds. The second setting
is that of her glrlhood spent at Lowood where she suffers
and matures. Her real story begins in the third setting at
Thornfield Hall where she experiences love and then self-
denial. A brief excursion back to Gateshead interrupts in

the midst of the developuent of the emotional tension at

RS
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Thornfield Hall. Her flight from Thornfield, sometimes con-
sidered an entr'acte, takes place about two-thirds of the way
through the novel., Many critics have felt that the.novel
‘bresks in twg at thils point, The fourth section consists
of the ten chapters devoted to her 1life at Marsh Eud and in
Morton.9 The fifth and final setting is at Ferndean, NMr.
‘Rochester s wilderness retreat from the world. The reader
must remember that the scenes of this nove}, while exper-
ienced in sequence by the protagonist, are:all viewed in
retrospect and revealed by the emotionall§—involved narfator
who recounts the tale. | ‘ |

She also reveals subjectively everythlng which can be

learned about the characters in the story.lo Jane and Mr.

' 9These chapters have been variously 1nterpreted.
Kathleen Tillotson in Novels of the Eighteen-Forties (Oxford:
Clarendon Press, 1954), says, "They are the least appreciated
part of the novel: but an essential part of 1ts unity, knitted
alike to the Thornfield and the Lowocod chapters” (p. 310).

This 1s appreciation of sorts, but it is humble tribute indeed
to a section of the novel which is an integral part of a conm-
plex and beautifully achieved structure.

10Excellent studies of point of view mey be found in
such works as Philip Momberger, "Self and World in the Works of
Charlotte Bront®, English Literary History, XXXII:3 (Septem-
ber 1965), 349~ 369, Earl A. Kneis, "The Art of Charlotte
Bront€: a Study of Point of View in Hexr Fiction," unpublished
Doctoral dissertation, University of Illinois, 1964, and his
later "The 'I' of Jane Eyre," College English, 27:7 (April
1966), 546-556; Percy Lubbock, "Point of view" from The Graft
of Fiction (New York: Charles Scribner's Sons, 1921)% and
Norman F Friedman, "Point of View in Fiction: the Development of

a Critical Concept," PMLA, LXX:5 (December 1955), 1160-1184; as-

well as the comprehensive study by Wayne C. Booth, The Rhetoric
of Fiction (Chicago: Uhiversity of Chicago Preas, 1961).
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Rochester are really fhe only two whom the reader can accept
in full sympathy. The author reveals the atmosphere of the
novel, the undertone of Gothiocisn and'the overtone of humane
ity, not only throuzgh Qesoription and éebtlns. through
actions and observations, but also by the very characters of
the protagonist and her master as they come into reality inr
iéﬁérdéveloping sfory( Jane appears firstAgs e child, and her
character is asserted both in the scenes 1§ Gateshead and at’
school in Lowood. Her maturity begins to*ﬁe sensed as she
tekes her place as Veacher: (first at Lowood, later with
Adéle at Thornfield, and finally in the village school in T
Mofton. She is most clearly revealed as a women loved and in . |

]

love; she appears as a true woman first 1n;Thornfie1d‘and then

continuousl& ever after, through her experiences in Marsh
End and at Morton, and finally at the WOodiand manor of:
. Ferndean. _

Mr. Rochester, too, passes through various stages as
the action_progressgs.‘ Apparently bored when first intro-

duced to the reader, he then shows himself domineering and

troubled=--interchangeably and 1nexplicably-¥and finally

- defeated until Jane‘finally resurrects him., The atmosphere:
of tﬁe novel does not so much affect Mr. Rochester as his
emotions aﬁd actions affect the atmosphere. In fact, he :
functions as the thunderheéd from which %he storms evolve,

but a thunderhead eventually subdued and placated by a small, -
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rather plain, out-spoken ZOVRINess.,
| The atmosphere of Jane Eyre, then. might be called
humanized Gothic, or, in the manner of the painters, "Gothic
Scene with Figures in the Foregound"-—énd, in this case, those
figures are living, breéthing, nineteenth-century people,
However, in labeling the atmosphere one only admits to a
7 unity in the pattern, which is not the same as a unity in
the structure. But such a unity exists. ‘ _
Though this unity can be Sensed th%;ugh the atmos-
phere, it will take a closer examination of the details of
this novel~-and most particularly of the symbolism--to lead -
to the conclusion that the unity not only exists, but is
organic and was predetermined and masterfuily achiefed. Sir -
Herbert Read has made the statement that ﬁwithout deliberate
structure creaﬁife activity tends to be fragmentary and
disjointed."ll A statement of this kind would not have come
as a surprise to Charlotte Bronte. This wéiter demons trates
a dependence on a substantial structural framework for all

her novels. The structure is preplanned. the balance or

T s

rhythm of her work is organically justified. Taking this as
s premise, the reader may begin to discern the craftsmanship
which has gone into the creatlion of these novels, and partic-

ularly into the creation of Jane Eyre. : ‘ -

11Herbert Read, English Prose Style (Boston: Beacon ' -
Press, 1961}, p. 154.
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. Now that modern oriticism has analyzed and documented
as many literary devices as there are leaves on a tree, it
may seem rather odd that, for a clue to Jane Eyre, one should
return to a book as dated and disputed as E. M, Forster's
Aspects of the Novel (unprecedented as it was in the 'twenties).,
But in Forster's discussion of & la recherche du temps perdu,
particularly of Proust's rhythmié treatment of the recurring
or expanding symbol12 the olue to the structure of Jane
Eyre may be found.
Of the recurring éymbol Forster proposes:
£ :
There are times when it means nothing and is forgotten,
and this seems to me the functlion-of rhythm in fiction;
not that it be there all the time like a pattern, but by .
its 1ovel{ waxing and waning.to fill us with surprise:
and hope.

Within Jane Eyre there are a number.of recurring symbols,

They wax and wane, some insistent and inespapable--as.fire
or storm--others barely noticeable and only faintly familiar
when they recur. ]

That Charlotte Bronte was aware of the necessity for

12Edward K. Brown in his 1ecture on "Expanding Sym-
bols," published in Rhythm in the Novel (Toronto: University
of Toronto Press, 1950), pp..30 ff., discusses Forster's use
of the term "rhythm"--to which Edwin Mulr has taken such
Justifiable exception--and transfers it into a more acceptable -
image of the "expanding symbol," which he declares "is of
special use when the idea or feeling the novelist is render-
ing is subtle or otherwise elusive” (p. 55).

13E. M. Forster, sgects of the oxe (New York:
Harcourt, Brace and World, 1927)9 P . 167,
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balance and proportion in her noveis becomes obvious after
an examination of the four novels which are her complete
expression. But the basis of her most successful novel, Jane
Eyre, may not be.quite.as apparent unless one investigates
the functional use of the structural symbol in this complex
§?°fo,,0f,31; the symbols which might be considered, one
alone~-the mirror--functions thematically, metaphorically,
and structurally, as though 1t were a product of that influ-
ence she wrote of which will have its own way, which 1nsists
on certain words being used. t

One of the most sensible and constructive examinations
of' the recurrent symbol may be foun¢ in David Lodge's dis-
cussion of repetition in "The Novelist's Medium end the
VNovelist's Art." The first three propositions which he sup-
ports are of vital interest in a gtudy of‘%he‘symbolism in
Jane Eyre. He contends that | |

Firstly, the significance ofrrepetition 1n‘a given

text is not conditional on its being a deliberate and
conscious device on the suthor's part. . . .

‘Secondly, the significance of repetition in a 51Ven

text is not conditional on its being consciously and
gspontaneously recognized by a majority of intelligent

readers.

Thirdly, the significaﬁﬁe of repetition 1is not to be
determined statistically.

14Dav1d Lodge, "The Novelist's Medium and the Novel-
ist's Art: Problems in Criticism” in Language of Fiction: &
Essays in Criticism and Verbal 1 sis of the “English Novel
(Londont Routledge end Kegan Paul, 1 }s pp. 82-87.
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The expanded symbol of the mirror must be meamsured
against these three propositions. If thg importance of a
symbol were to be based on computer-count alone there is
little doubt that the fire image would be considered the
dominating image ;n the.novel. But there 1ls also little
sdoudbt that Charlétte Bront€ uses this image most conscién-
”4 ;i5;;ij_éﬁd'sélf-cﬁhseioﬁsly to convey her awareness of the.
inflammable nature of the attraction between Jane and Nr.
Rochester and the icy relationship between Jane and St. John,
Then, too, in Jane Eyre the overpowering imagery of nature
functions as it should in a novel in which the characters
are go deeply under the influence of the w#;d and weather;
the storm and spring verdure, and the isol;tion and pro-
pingqulty brought about by the restrictive forces of nature.
An awareness of these elemental lmages, as well as that of
- eroticism (which a delayed reaction tO'Freug gseems to have
engendered in certain of the mid-twentieth-century orities)
has brought forth an 1nterésting variety oé articles on

5

symbolism in Jane Exre.l The extent of this kind of study

15M&ny excellent studies are to be found, among then
discussions of the fire imagery: Jerome Hamilton Buckley, The
Victorian Temper (Cambridge: Harvard University Press, 1951)%
Eric Solomon, "Jane Eyre, Fire and Water," College English,
XXV: 3 (19645;;and David Lodge, "Fire and Eyre: Charlotte
Bronté's War of Earthly Elements,” op.git. Nature symbolism -
is discussed in Robert B. Heilman, "Charlotte Bronté&€, Reason,
and the Moon," Nineteenth Century Fiction, March, 1960; and
in Mark Schorer's introduction to Jane Eyre (Boston: Houghton
Mifflin Company, 1959); and a mythological approach is taken

NESTR L]
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ig limited only by the oritic's decision as to which of the
symbols he selects for analysis. Syﬁbols important to the -
theme of the novel and delineation of character have been

sought out and pursued. The major;ty of these discussions

T limit their analysis to a primary concern-with the human

experience reflected in Charlotte Bronté's use of the thematic
metaphors many restrict themselves to a‘personal or psycho-
logical interpretation of the author's life story.

But for a more objective study the emphaslis must be

" on the work itself. For the purpose of fusing symbol‘with

structure, of indicating the unity of thematic symbol with
" the form of fhe novel, an investigation of‘the'mirror symbol
is worth while. In the function of the mirror symbol, and “
the mirror qualities in other imagery, the structure of the
novel becomes unified--demonsfrated most apparently in the
basic form of reversal which takes place béfween the Thorﬁ—

field section of the'nqvel in which Rochesfer dominates snd

by R. A. Hughes, in "Jane Byre: the Unbaptized Dionysos,"
Nineteenth Century Fiction, March, 1964.° Erotic imagery is
proposed by Richard Chase, "The Bront&s: A Centennial Obgerv-
ance, " Kenyon Review, IX (1947), 4953 G. Armour Craig, "The
Unpoetic Compromise: On the Relation Between Private Vision
and Social Order in Nineteenth-Century Fiction" in Soclety
end Self in the Novel: English Institute Essays, 19355 (New
York: Columbia University Press, 1956); Wayne Burns, "Critical
Relevance of Freud," Western Review, XX (1956), 301-314;
Joseph Prescott, "Jane Eyre: a Bomantic Exemplum with a Dif-
ference,” Twelve Original Essays on Great English Novels
(Detrolt: Wayne State University Press, 1958); and David
Smith, "Incest Patterns in Two Victorian Novels," Literature

and Psychology, XV: 3 (1965), 135-162:
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the Marsh End section which explores the personality of St.
John Rivers.

If one were to believg Hamlet that "to hold, as't
were; the mirror up to nature" would show "the very‘age end
body of the time his form emd pressure,” (Hamlet, IIT: 2,

25 ff.}, then he would be agreeing that the figure in the
ﬁﬁirfdéwﬁﬁéfﬂbé theréiacﬁ duplicate of reality«min'fact, a
kind of minmetic realit&. He would be agreecing with Byron:

if the ocesan is a "glorious mirror, where the Almighty's

form/Glasses itself in tempests"” (Childe Herold's Pilgrimage,
Canto IV, stenza 183), then,when one looks at a reflective
surface, he sees a true plcture of the actual.

Charlotte Bront¥ gives no indication of such a belief.
Her use of thé mnirror symhol, on the contrary, is as tradl-
tional as the Greeks' use of it in the Narcissus myth, as
“modern as the mid«twentieth-century.physicists‘ revelatidn

of the undependabllity of parity.16 In the mirror, one dogs

16Two excellently clear explanaticns will prove help-
ful to anyone who is, like me, a2 practicing non-~scientist:
Hermann Weyl, Symnetry (Princetont: Princeton University Press,
1952) and Philip Morrison, "The Overthrow of Parity," Sci-
entific American, April, 1957. Morrison explains that wlith
the 1957 siereochemistry diseclosure of positive evidence that
organic substances have an asymmetrical arrangement of atons,
based on the discoveries of two Nobel Prize-winning Chinese-
American physicists, Tsung Dao Lee and Chen Ning Y ang,
vhysicists began to explore the need to amend Lelbnitz's
"great principle” that "two states indiscernable from each
other are the same state." Mirror invariance became dead, as
science affirmed what Lewls Carroll's Alice had suggested:
that in the mirror world "'things go the other way,'" or as

T
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not expegt to find a figure repeated as though it.had been
rotated around a perpendicular axis. If one turns to a
mirror and :raises his right hand the figure opposite ralses
his left--which is not a repetition of reality. Man sees a
face which he accepts aé an actual reproduction of his real
gg;fi_pgt,mas”chances_are_that he is far from symmetrical
(has not the face which Martin Gardner refers to as super-
imposable upon its mirror image [See f. 16 below.l]) the face

in the mirror which he calls his own only approximﬁtes the

. real one known to his friends and family. He_vieﬁs_unreal-

ity in a mirror image. .
‘ Weyl extends this conception of reversal into the_
realm of music when he discusses reflectioﬁ-as inversion in

tine?

A melody changes its character to a considerable degree

if played backward, and I, who am a poor musician, find
1t hard to recognize reflectio& when it is used in the
construction of a fugue. .« . 7

Charlotte Bronté uses the mirror'syﬁbol again and

agein in the course of Jane Eyre. Each time the author indi-.

cates the reveréal which the mirror accomplishes, or the sym- .

bol of unreality which it implies. She does everything

Martin Gardner rephrases it: "the ordinary world is turned

upside down and backward: it becomes a world in which things -

go every way except the way they are supposed to" (Martin
Gardner, editor of Lewls Carroll's Through the Looking=~Glass

~in The Amnotated Alice, New York: Clarkson N. Potter, Inc.,

1960, pp. 180-181).
l?Weyl, oD _(}_:!._Eo’ P 52-
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possible to prepare the reader for the mirror structure of'

‘the novel itself.

Five major scenes in Jane Eyre show the protagonist
looking into a mirror. On each occasion she studies the

reflection and sees in it eilther a view of herself which

~differs from the one observed by others, or (perhaps the

same thing).a symbolic image removed from actuality; Char-
létte Bronte first mentions a reflection, not a true‘mirror,
mnerely the mirror-like glass in a wardrobe door in which
the child, Jane, sees "subdued} broken reflections” %hich.
frighten her by theilr distortions. Her description of the

dreaded red-room in which she 1s imprlsoneq continues as she

!',-

explains that

e « To my left were the muffled WindOWSElB]; a
great looking-glasg between then repeated the vacant
majesty of the bed and room. + o + I had to cross before
the looking-glass; my fascinated glance involuntarily
explored the depth it revealed. All looked colder and
darker in that visionary hollow than in reslity: [Italiecs
not in original.] and the strange little figure there
gazing at me, with a white face and arms specking the
gloom, and glittering eyes of fear moving where all else
was still, had the effect of a real spirit: I thought it
like one of the tiny phangTs, half fairy, half imp,
Bessie's evening stories represented as coming out
of lone, ferny dells in moors, and appearing before the
eyes of belated travellers.

(s II, 11)

Others do. not see Jane as a spirit, a phantom, fairy, or imp. '

18

sn unreal representation of the actual, an imitation of real-
ity which might decelve the unwary.

Both windows and folk taleg, along with pilectures and
and dreams, are extensiong of the mirror symbol, as each shows

e RLR A I
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She sees herself posseséed of what Charlotte Bront& likes to
call "preternatural” powers and indulges in an effort to
avold acknowledging the reality 'of her unloved treatment,
her supposedly inferior condition. But the author sets the
fantastic self-vision against a background which "looked
_colder and darker in that visionary hollow than in reality.”
Here in Charlotte Bronté's first use of the symbol of the
mirror the author distingulshes for the reader between
reality and the "visionary hollow" of the ?eflection. She
has forewarned that a reversal. tekes placqsin the very func-
tion of the mirror. |
The next use of the mirror symbol in:its most obvious
form takes place in Thornfield when Jane bé;omes assured of
the hopelessness of her positi?n as rival éf the beautiful
Miss Blanche Ingram. The humbie governess addresses herself:
| "Listen, then, Jane Eyre, to your senfence: tomorrow
place the glass before you, and draw in chalk your own
pleture, faithfully; without softening one defect: omit
no harsh line, smooth away no displeasing irregularity;
write under it, 'Portralt of a Governegs, disconnected,
poor, and plain.'"” :
(I: XVI, 205-206)
Rochester later describes to Jane how she appeared at the
time, speaking of "'the sweet charm of your freshness . . .
something glad in your glance and genial in your manner . . .
your face became soft in expression, your tones gentle ; v e

I think you good, gifted, lovely'" (II: XXVII, 98-99). Yet

Jane sees quite another person in the mirror as she prepares

IR e
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' to draw her self-portrait, the so-called "real head in E
chalk" (I: XVI, 206). | o
Conversely, the mirror can image'a false optimism, a o
vision of promise doomed not to be fulfilled, Immediately
after his declaration of love, Rochester bids Jane goodnight,
and she retires to her room. In the morning she wonders if
‘the whole experience has been a dream, saying, "I could not
be certain of the reality." She then continues:
While arranging my hair, I looked at my face in the
glass, and felt it was no longer plaini: there was hope
in its aspect, and life in its colour: my eyes seemed
as if they had beheld the fount of fruition, and borrowed .
beams from the lustrous ripple. I had often been unwil- =
ling to look at my master, because I feared he could not -
be pleased at my look; but I was sure I might 1ift my
face to his now, and not cool his affection by lts
expression. _
(II:+ XXIV, 23)
The hope and life which Jane sees in herself are real, but
the beanms borrowed from the "fount of fruition" are fated to
be dimmed before any part of her allliance ﬁlth Mr. HRochester

comes to bear fruit.

171

Jene sees in the mirror the horrible visitation of the

mad woman to her bedroom. Rochester later interprets it as-

e EELN] EEE S A

"1half dream, half reality'” (II: XXV, 59}, a perceptive
description of actuality viewed in a mirror. The mad creature.
examines herself in Jane's wedding vell, as Jane explains:

"'I saw the reflection of the visage and features quite dis~ =
tinctly in the dark oblong glass'" (II: XXV, 57). She sees | -

a travesty of the first Mrs. Rochester as bride, and a



__negatiaﬁ of - herself as fhe bride of the man she intendS'tﬁ
marry. A further'acknowledgment of thls negation comes when
Sophie urges her to look at herself in her wedding gownt |

"Stop!" she eried in French. "Look at yourself in
the mirror: you have not taken one peep." )

So I turned at the door: I saw a robed and veiled
figure, so unlike my usual self that it seemed almost
7 the imazge of a stranger. :
| (II: XXVI, 62)
It is a stranger indeed, a bride, fated not to be a bride,
a dream fulfillment which will become a nightmare figure.
The mirror reflects the genersl outline and shape, but with-
out reality.
 Of the principle involved in the symbolic significance

of the mirrof, J. E. cirlot in A Dictionary of Symbols states

that Yevery casé of duplication concerns duality, balancéd_
symmetry and the active eéuipoise of opposite forcéé.“19 K
Charlottei&rohté_uses these opposite forceslsucessfulIYa

in the basic structure of the novel. Just foﬁrteen years

before the publicaftion of Jane Eyre, Tennyson told of the unre-

ality of the mirror world in "The Lady of Shalott" in which he

revealed that to this lady ". . . moving thro' a mirror clear/

That hangs before her all the year,/Shadows of the world

br—

ng. E. Cirlot, A Dictionary of Symbols, translated
by Jack Sage (New York: Pnilosophical Library, 1962), p. 81.
He also guotes Marius Schneider (Barcelona, 1948) in sug-
gesting that the mirror, "like the echo . . . stands for

twins (thesis and antithesis)" {(p. 202)..

WAL
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appear."zo Gharlotté Bronté& develops fully this world of
shadow and unreélity in the basic¢ structure of Jane Eyre.

Throughout the novel, Charlotte Bronte suggests the
presence of a mirror in many of the scenes, and always the -

mirror reflects not actuality, ! but a reversal of actuality.

There are mirrors in the rooms at Gateshead, at Thornfield,

a;dwét Mﬁréh End. Further extensions of the mirror symbol
are suggested by the false promise of marriage in the charade
at Thornfield, the reference to the shadows of the guests
seen as through a magic lantern, the self-revealed gypsy
disguise, and the brother-sister love which Jane wishes to
arouse in St. John; all these express the ;nadequacy of a
pretense which mimics reality. : |

The idea pf the unreal image, deveibped in several

metaphors, appears well over two hundred times in Jane Eyre.

There are direct references to mirrors and looking-glasses

and the extended image employed in the mirror function of the

window, the pieture, the folk tale, and thé dream. Of these

later extensions, the folk tale is, almost by definition,
an unreality masquerading as reality--surely as much so as
the mirror. The pictufe, particularly the portrait, can be
accepted as a form of the mirror image, a frozen or stop-

action mirror figure which reflects not reality, but the

2(')efklfred, Lord Tennyson, "The Lady of Shalott," 1l.°

46-48 in Complete Poetical Works, edited by W. J. Rolfe
(Boston: Houghton Mifflin Company 1898), p. 27.

AT s
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pseudo~reality envisloned by the painter. Jung sees the
painter's function as "medilating between conscious and :
unconscious."21 The three water colors which Jane displays
to Mr. Rochester during thelr first interview are images of
fantasy which have been'called up from the depths of her
gnconscious by Jane during her stay at Lowood. The author
does not mention the mirror during the entire section of the
novel devoted to Jane's years at the school, but the paint-
ings reflect what Jane experlences in terms other than reality..:‘

The Blakean symbolism of these paintings seems to call for

the psychologist, not the litereary critic}zz ' . -

Of the other paintings the reader may speak with more
assurance: the éelf-portrait, the portrailt of the 1magined'
face of Blanche Ingram, the sketch of Nr. 3ochester from
memory, and the ldealistic representations;of‘St. John Rivers
and Hosamund Oliver. In these Jane demonstrates her artis-
tic sklll by materializing immobile mirror images, not of
things as they are, but as they could be, or might be, or
should be. Even Jane's degcriptions of the bird drawings in

the opening chapter reveal the unreal world into which Jane .

210. G. Jung, The Archetypes and the Collective -
Unconscious, translated by R. F. C. Hull, Bollinger Series
Vol. XX of Collected Works (New York: Pantheon Books, 19595,,

po 1970 . o

22One attenpt at analysis may be found in a brief
article by Lawrence E. Moser, S. J., "From Portrait to Person:
A Note on the Surrealistic in Jane Eyre,” Nineteenth Century
Fiction, 20:3 (December, 1965), 275~281.
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escapes. Bewick‘s §;§§g;x of British Birds offers the
unloved ten-year-old a mirror image of life, filled with ;
ldentifiable objects but organized into an unreality which
appears a thousand times more 1nteresting than the dread-
fully lonely reality. This pictured world serves the youth-
ful Jane as Roger Fry suggests a mirror-view of the street
may serve the adult mind, creating a work of art "intimately
connected with the secondary imaginative lffe, which all men
live to a greater or less extent," a fascinatingly attractive
imaginative world "rather than a copy of actual 11fe."23

It is interesting to compare Jane's ?hildhood reading
of Bewick's introduction, and the visual images which it
induces, with her water 6olor paintings done later when shé
was at school in Lowood. The reader does not learn Jane's
age when she does these palntings, but as she'shows them
Vwillingly to her employer as examples of hgi.skill in art

they may be assumed to be moderately recent works, done per-

haps when she was seventeen or elghteen.

B

An additional link, making it a three-way link, exists

in:

e R R,

between Jane's early escape literature, her self-expressive.
water color paintings, and the poignant dream which sﬁe has.
during the night before her flight from Tnornfield. In her -

remembrance of her childhood response to the Bewlok intro-

#

2330ger Fry, op. cit., P 51,
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duction, she tells that his Wérds caused her to envision the
dreary space" with its Alpine heights of ice and snow, these
"death~white réalms" where the desolate scene is under "thel
cold and ghastly moon glancing through the bars of clouds at
a wreck just sinking" (I: I, 3).

~_In the first of the_Lowood paintings there are "the
¢louds, low and livid, rolling over & swollen sea . « « thefe

was no land. One gleam of light lifted into relief a half=-

submerged mast, on which sat a cormorant.” The third painting

"showed the pinnacle of an iceberg piercing a polar winter
sky: a muster of northern lights reéred their dim lances,
close serried, along the horizon" (I: XIII, 159-160).,
Although no human figure appears in her childhood |
visions of Bewick's descriptions there are two symbols which
seem to represent the ohild or those who influence her: the,
one bird who inhabits the"'solitary rocks and promentories'”

and the ever-present moon, appearing either as "a newly-risen

crescent" or large and full, "cloud-hidden, cold and ghastly",

I: I, 2).

In the paintings which she does as a young woman these

beings take shapet: the first painting includes "a cormorant,
dark and large, with wings flecked with foam" holding in its
beak an object of inestimable value--here, a "gold bracelet,
set with gems." The second presence in the‘picturq appears:

-as "a drowned éorpse“ whosgse "fair arm was the only limb

R
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visible;“ the arm from which the bracelet has been snatched.
There is.only "one gleam of light” (I: XIII, 159-160).

In the second and third paintings the bird-child-
participant has become the viewer; the corpse with its arm
and lost treasure has taken on the shape of a woman's head,
or head and shoulders. In the second palnting the "dim fore-
head was crowned with a star. . . . On the neck lay a pale
reflection like moonlight. . . ." 1In the third palnting there
rises "a colossal head, inclined towards the iceberg, and
resting against it. . . . Above the temples, emidst wreathed
turban folds of black drapery, vague in 1tsf?haracter and
consistency as cloud, gleamed s ring of whiﬁe flame, gemmed
with sparkleé of a more lurid tinge" (I: X#II, 159-160). [Mr.
Rochester's first question, "'Were you hapgy when you painted
these pictures?'"” gives an interesting indication of his
sensitivity. ]

The dream which besieges Jane durlng the last few hours
before her flight from the unbearable situation at Thorn-
field seems to be linked by images and expressions to these
earlier visions. Jane sees herself back in the red~-room at
Gateshead. A light mounts the wall and,_trembling, pauses
on the dark ceiling overhead. She describes it:
| I lifted up my head.to look: the roof resolved to

clouds, high and dim; the gleam was such as the moon
imparts to vapours she is about to sever. 1 watched her
come--watched with the strangest anticipation; as though

some word of doom were to be written on her disk. She
broke forth as never moon yet burst from cloud; a hand

Tl s,
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first penetrated the sable folds and waved them away;
then, not a moon, but a white human form shone in the
azure, inclining a glorlous brow earthward. It gazed
and gazed on me. It spoke to my spirit: lmmeasurably
distant was the tone, yet so near, it whispered iln my
heart~- :

"My daughter, flee temptation!"

"Mother, I will."
(IXs XXVII, 105)

- The continuing repetition of imagery from childhodd
and girlhood now finds release in the dream during this night
of intense emotional trisl. Thig dream expresées, finally,
these images which have mirrored Jane's turbulence and
irresolution. The dream seems to be the culmination, too,
of the dreams of the burden of the infant which Jane has been
enﬁisioning-throughout her involvement wltﬁ Rochester. A
drematic shift has been made: she has now becone the
acknowledged child, visited, comforted, snd advised. |
In the progression of this developing dream, through
the troubled daydreasms of childhood based qh the book she

i

read at Gateshead, the imaginative daydreaﬁs expressed in the

paintings of her late girlhood at Lowood, the final unrestralined

nightmare in the full complexity of her young womanhood at
‘Thornfield, Jane sees her problems reflected as unrealities.
Her Verbal;zed pictorial response to Bewick, her paiﬁtings
of fantasy which reflect some inner impulse, the dream of
tension in which her moon-mother materializes as guide and

comforter to assure her that what she has planned to do is

Wl sk
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right-~all these: reccunted étory, pleture, and dream, func-
tion as the mirror functions throughout the novel,

In other dreams, too, Jane mirrors realiﬁy in terms
of the symbol., The childmburdeﬁed dreams of Jane's days of

courtship are persistent and desoribable--not troubled tur-

moil of emotion and frustration, but vividly visual exper-

lences with an infant, a "baby-phantom.” She tells of
« +« » a dream of an infant: which I sometimes hushed
in my arms, sometimes dendled on my knee, sonmetlmes
watched it playing with daisies on a lawnj or agsain
dabbling its hands in running water. It was a walling
child this night, and a laughing one the next: now it
nestled close to me, and now it ran from me; but what-
ever mood the apparitionevinced, whatever aspect it
wore, it falled not for seven successive nights to meet
me the moment I entered the land of slumber.
(I: XXI, 285)
Later, she dreams of herself "'burdened with the charge of
a little child, a very small creature, too young and feeble
to walk'" (IT: XXV, 54). And in her succeéding dream, when
she sees sb prophetically the destruction of Thornfield Hall,
she describes herself as carrying "'an unknown little child:
I might not lay it down anywhere, however tired were my
arms--however much its weighﬁ'impeded my progress, 1 must
retain it.'" At the climax of the dream, the c¢hild, now
resting in her lap, rolls to the ground (II: XXV, 56).
Charlotte Bronté may have felt, in those pré-Jungian.
pre-Freudian days, that she was consclously symbolizing

Jane's preoccupation with domesticity, her yearning to be
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Rochester's wife and the mother of his r:.l';:'fkil,ci.zlp Even grant-
ing her the handicap imposed by the times,; when psychoanalysis
and dream interpretation had not yet become a national ama?
teur sport, does not do much toward shaping this dream into
) nightuvision of reality. It'remains a fear dream, z drean

of impedinment, of frustration, of incompletion. And it

still mirrors the image of reality, life-like symbols demon-

gtrating the contrast between the imagined and the actual.
Charlotte Bront& uses this reality of vision, shown
in the mirror, the folk tale., the ﬁainting, and the dream,
in the symbol of the window. This object serves two purposes,
as Kathleen Tilleotson suggests, "the double impression of
constraint and freedoma"25 But parts of this concepticon of
repression and release shown in window imagery are also present
in the symbol of the mirror: the restricted dimensions,
1imiting.and focusing attentioni its untroubled glass sufface
{St. John is once described as "serene as glass,” II: XXXIV,
207): the real presence of the protagonist on her side of the
glass and the uncertainty arocused about the image held within

the frame (Adele sees Mr. Rochester's return when she looks

24An interesting extension of this dream image of the
infant may be found in Charlotte Bronté's use of the meta-
vhor of birth, found repeatedly in the second half of the
novel. Such apparently subconscious use of imagery suggests

significant connctation. Jane sees agony, hope, love,and plty

in terms of birth, usually as s deformed or suffering infant,

2
5'I‘illotson, op. ¢it., p. 300,
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through a window--in actuality, she witnesses the arrival of

a stranger, It XVII, 244). The window, although not described

as such, must also .at times have served as a quasi-mirror:
when the room was well lighted and Jane looked out into the
dusk or night, it must have reflected the blurred imege of
the viewer overprinted on the shadowy plcture of what lay

beyond the pane. This is surely intensified unrealityv

At one time Charlotte Bronté merges these images,
giving emphasis to the impression of the similarity between
the window and the mirror. When Jane first visits thé ele-
gant drawing-room of Thornfield she oommenés on its magni-
ficent detalls and ends with the statement that "petween .
the windows large mirrors repeated the general blending of
snow and fire" (I: XI, 132). These antithetical elements,
snow and fire, blended in the reflective cqﬁfusion of windows
and mirrors, give substance to the belief that in the symbol
of the mirror Charlotte Bront€ demonstrates the function of
the reversal image. |

Besides the uses of the mirror in the imagery of the
novel already noted, other palired symbols reinforce the 1ldea
of a reversal and a duality. Jane recelves the two offers:
love without marriage or a loveless marriage; she effects.a
double escape: once fleeing from Rochester and finding a
haven with St. John, once deserting St. John in an emotional

flight to Rochester. Jane and Rochester are twice in

| e



| 78
contrasting ﬁositions: he is first strong, striking in
. appearance, wealthy, determined to have Jaﬁe desplte her moral
withdréwalj she is small, plain, and poor. A second ﬁirror—
{ ing takes place at the end>of7the story when his physiéal
\condition andhéeif-pitying social withdrawal are in contrést
to Jane's self—possegéion and mature determination.
777777 - Tﬁééﬁéhéf showé contrast among. the other characters,
too., Jane as a child finds‘a reversal in Adele as a child.
Jane as a plain and humble worker appears in contrast to the
wealthy and pampered Blanche Ingram on the one hand and.the
animal-like, irrationally violent Bertha Mason on the other.
Pairs of sisters demonstrate this same unequal mirror image:
Eliza and Georglana Reed, Mary and Diena Rivers; Jane's
| relatives, too, echo this reversal: her Aunt Reed's selfish
acts of relection are contrasted with her Uncle Eyre's
munificehce. Charlotte Brontg& implieé th%t the Jane Eyre who
arrives at Thornfield that cold October evening mirrors the

image of the real Jane Eyre who seeks Mr. Rochester in his

hidden seclusjion of Ferndean, The symbol of the mirror func-

tions in this novel in more thén verbal ilmagery and specific
character delineation. Charlotte Bront¥& demonstrates bril-
liance in handling of the novel form in her adaptation of
thls metaphoric use of the thematic symbol to the functioning
use of 1t as a structural symbol. The success of Jane Eyre

lies in its balance and proportion. In spite of Walter Allen’'s




declaration concerning the book that "as a construction it
is artless,“26 most ¢ritics have sensed the strength of the
contrapuntal effect in the contrast between Rochester and
St. John Rivers, and have attributed much of the success of
the novel to the understanding Jane gains of Mr. Rochester
after her encounter with the lesser man. When/8t. Jonn |
- d;ci;féé, ﬁ'Réason;.énd not Feeling, is my'guide'“.(II:
XXII, 180), the author absolutely clarifies the attitudes of
these contrasting characters. ‘An understanding of their |
relative positions leads toward a comprehension of the force
of the basic strucure of the novel. They ;re set in dlemet-
.\rical opposition to one another. Their aﬁpea;s to.Jane in
\relafion to love and marriage'epitomize their differences.
Jane herself points to this parallel when she feels coerced
by StQ Jéhn, besieged by his persistence;;almost convinced
by his determination: : |
-1 felt a veneration for 3St. John--veneration so strong
that its impetus thrust me at once to the point I had so
long shunned. I was tempted to cease struggling with
him--to rush down the torrent of his will into the gulf

of his existence, and there lose ny own. I was almost as
hard beset by him now asz I had been once before, in a

different way, by another.. .
A (II: XXXV, 238)
The devised contrast between these characters makes spparent
the reversal on which Charlotte Bronté has constructed this

\novel and suggests the complex'link between imagery and

26Walter Allen, The Enzlish Novel (New York: E. P.
Dutton and Company, 1955), p. 218.
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structure, between the metaphoric use of the symbol in imagery

and the structural use of the reversal in form.

The novel builds toward the olimax of the interrupted

marriage ceremony and Jane's consequent flight from Rochester,

finds its second phase in Jane's second life with the Rivers

' family, its solution in the mysterious call which she hears

- in the night, and its resolution in Jane's happiness with

the maimed and blinded Rochester. But even when stated so

simply the plot admits to further complications. A carefully -

devised reversal takes place when Jane Join? the Rivers
family at Marsh End. An entirely newllifefbegins for her.
The same general outline takes shape: she.is a young woman
alone, appealing to the man with whom she assoclates, deter=-
mined to support herself by her own taslents, beseiged by
pleas to reorganize her life in a way whichfdoes not seem
right to her. But how reversed are the deﬁails. New solu-
tions are proposed in her ;areer in the village school which
she runs so succegsfully, in the legacy which frees her from
dependency, in the offer of marriage by St. John Rivers, in
the career as missionary which is hers for the taking. The
plot, then, while moving chronologically through Jane's life
from childhood to womanhood, does not fit the convenient

graph of introduction, developmgnf, climax, and denouement,

primarily because of the obvious importance of the reversal

demonstrated in the second life which Jane begins to live with

EREIR Al
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the Rivers family. She has, in truth, moved into the mirror
world.

Roger Fry clarifies the function of the mirror as a
structural Symbol in Jane Eyre, or for that matter in any
literary work, in his discussion in "An Essay on Aestheties,”
in which he discusses how the mirror functions in relation
to art. In explaining'the difference between a scene viewéd'
in reality and that same scene reflected in a mirror, Dr.

Fry suggestss
If we look at the street itself . . . wWe aré reacting
to life 1tself in however slight a degree, but in the
mirror, it is easier to abstract ourselves completely,
and look upon the changing scene as a whole. It then,
at once, takes on the vislonary quality, and we become
true spectators, not selecting what we will see, but

seeing everything equally, and thereby we come to notice
a number of appesrances and the relstions of appear-

ances. + « « Tne frame of the mirror, then, does to some

extent turn the reflected scene from one that belongs to
:;ggﬁgzg?%eliige%%%o one that belongs rather tc‘the
Just such a transformation takes place within the
structure of Jane Eyre. The plot pattern develops, cumu-
lative in intensity, to the emotional climax when Jane
renounices her love for Rochester. She has shown the develop-
g ment of a strong will, of a passionate involvement with her
3 master, of a religilon which drives her to self-denial and
i the rejection of a man who is in absolute sympathy with her.

At the point of emotional climax Jane steps through the

27Roger Pry, loc. cit.
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mirror into a world where life exlsts as a reversed image, 20
She now exposes.a rapidly weakening will, an unimpassioned
involvement with her cousin, an insight into her religion
which drives her to reject ner earlier asoct of self-denial,
and-~at the pitch of this new awareness--a rejection of the
man who is totally out of sympathy with her emotionally.

According to the ancient mythical beliefs in the
mirror, Jane should be able fto use it to free her soul as
she passes through to the other side. In fact, she exper-
iences the awareness which Fry suggests, and is able to
"notice a number of appearances and relations of appearances." A.;
She thus frees herself by developing an understanding which
permits her to break back through the barrier, to return S i
_from St. John's mirror world to the real world occupied by
Rochester. The reader thus finds the thematic symbol of the
miiror used structurally: two contrastingjpictures. Cne,
the actuality from which Jane flees, is doﬁinated by Rochester,
the virile, rugged, passionate man, with his oddly peopled

home which he determines to maintaln, his acceptance of the

T

28Robert Martin (op. cit.) seems to have missed the
full force of the reversal in the mirror imasge when he com=
ments that the "two men are hardly mirror images, however,
for Rochester is capable of reformation, since he can sym-
pathize with Jane's need for the part of the relatlionship that
he cannot offer her; for natures unllke his own, St. John has
nothing but contempt” (p. 88). It is exactly this presence
of such indications of their contrary natures which makes St.
John the mirror image of Boohester. _ -
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burden of his mad wife, his passionate dedication to Jane
as she is. In the other wdrld, as 1t could be, Jasne encounters
St. John Rivers, virtuous and ascetic,la religious man with a
pasgion for principle and not person, a home of no impor-
tance to him, a celibacy hard-won and often discussed, and a
determination to entrap Jane into becoming the missionary he
” hésrénéiéioﬁéd;“”iﬁagé after image crowds tbe novel to make
clear to the reader that Rochester and St.-gohn are opposites
in appearance, principles, and passion. P
Consider; for exampie, one of the slightest of the
many images, one which illustrates the subtle, persistent,
- all-permeating imagery used so skillfully by Charlotte Bronte
in her revelation of this thematlc symbol. This token image,
enforcing this understanding, this small uée of phraseology
shows, as vividly as bold colors and vigorous metaphors,
Jane's relationship to the two men., Jane shows simply by her
use of the word half in connection to St. Johnt
As for me, I daily wished more to please him: but to
~do so0, I felt daily more and more that I must disown half
my nature, stifle half my faculties, wrest my tastes from
their original bent, force myself to the adoption of pur-
sults for which I had no natural vocation.
(II: XXXIV, 211-212)
In contemplating her acceptance of St. John's proposal to
join him in his mission she complains, "'Alas! If I Jjoin St.
John, I abandon half myself . . .'" (II: XXXIV, 219). And
St. John responds to her withholding acceptance of his pro-

posal, "'Do you think God will be satisfied with half an
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oblation?'" (II: XXXIV, 221-222),

But 1f‘Jane has shown her awareness of the incomple-
tion of the mirror world whleh involves her, so she shows her
awareness of the intersity of the real world to whioch she
returns. She cbmpletes her action in hurrying to Mr. Rochester
in his woodland retreat with an abandonment of the reversal--
aé 1£“Wé;é;wa£”uhddiﬁé‘of the mirror reversal. In her
escape back to reality, she negates the half-image created
around St. John. To the landlord she cries, "'If your post-
boy can drive me to Ferndean before dark this day, I'll pay
both you and him twice the hire you usually;demand'" (I1s . r.;
XXXVI, 253). To bresk her bondange within;the mirrﬁr world, :
the substitute world, the half-world, Jane_:.has burst into the o
world where forces are twice as strong as normal forces.

Although the most important use of the mirror as a
structural device 1s surely the effective preatment of reversal
in the ten chapters of the novel devoted to Jane's life at
Marsh End and Mofton, there are other, less importaﬁt, but
equally effective uses of the device. In the principle of ' v
forecasting which appears at various points in the stoxry, E
Jane suggests the unreality, the projected idea, the mirror
vision. Later the actuality takes place. As a child at the -
Lowood school Jane speaks of her natural inelination toward lf
emotional involvement when she says to 1ittle Helen Burns

that it seems natural "that I should love those who show me
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affection'” (I: VI, 70). This may be oonsidered as a vision,
an ilmagining, és this unloved little girl has never yet
found anyone to show her affection so that she can love them.
The forecast finds fulfillment in Jane's assoclation with
Mr. Rochester, defined when she assures heréelf, " Mr.
Rochester approves you: at any rate you have often felt as
7£frﬁerdia”:”. :;" (I:VXVi, 200) and her later admission that
"while I breathe and think I must love himdj(I= XVII, 225).

Another mirrored forecast proposed %y Jane is her.
Joking allusion to the future when she accuses Mr. Rochester
of his far-eastern inclination toward passion. She declares
that while he indulges himself, "'I'1ll be preparing myself to
go out as a missionary to preach liberty té them fhat are
enslaved . . .'" (II: XXIV, 39). This whole unreality comes
close to being a reality a few chapters later when St. John
urges her to become a missionary and travel with him to
India.

A third forecast sppears as a mlirror image when
Rochester tells Jane gbout his hunting lodge, Ferndean Manor,
and about its unhealthy situation asnd hidden location. In
this dramatic description he plays on Jane's sympafhy,
describing the estate as too wretched even for a person whonm
he hates. But later, in physical ruin, he despalirs of him-
gelf; his escape to Ferndean fulfills the imagined plecture

he has drawn for Jane.

g
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Jane forecasts even more dramatically thé extent of‘
the injuries which will be visited on Rochester. In hér
period of shoék following the rgvelation of the existence
of Rochester's mad wife, Jane has been lying in seclusion
in her room. ‘An unresl voice speaks to her of her need to
desert hef lover, to run f;om him, and casts a mirror image
5f ﬁééﬁéséég;é-coming suffering:

"No; you shall tear yourself away, none shall help
you: you shall, yourself, pluck out your right eye:
yourself cut off your right hand: your heart shall be
the victim; and you, the priest, to transfix it."

(II: XXVII, 76)

Charlotte Bronté employs another, ana equally as
effective, mirror device by repeating--with reversal and
counter-reversal--one significant picture of Jane and Mr..
Hochester in a simple act of sympathy.

At the moment of their first enoountér, Jane and
Rochester are faced with a situation of dep;ndencya The
master has been injured and cannot reach his horse without
the aid of his ward's small governess. Rochester comments,
""Necessity compels me to make you useful.' He laid a heavy
hand on my shoulder, and leaning on me with some stress,
limped to his horse (I: XII, 146). To intensify their
relationship, the author presents another scene in which the
physically strong man needs the suppért of his steadfast young

employee. She brings him word of a stranger who awaits him,

called Mr. Mason from Spanish Town. The dialogue reveals
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Rochester's dependence on Jane:
He hardly seemed to know what he was doing.
"Do. you feel ill, sir?"'I inquired.

"Jane, I've got a blow;--1've got a blow, Janel!"
He steggered. S : '

"Ohl~~lean on ne, sir,"

| e P

— - " Jane- you- of fered- me your shoulder once before; let

me have it now."

"Yes, sir, yes3 and my arm."”
' ' - {Is XIX, 263)

The.reversal of this image‘appears in the description
of the wedding day which becomes a nigﬁtmare, the day of the
marriage which wiil not be sanctified, will not exist. Jane
is a2 bride whd is no bride, a woman whose happiness evapor-
ates before her very e&es. In tﬁis scéﬁe unreslity begins
Yor Jahe; the mirror world which envelops her for one full-
year begins to close'ih arouﬁd her.‘ The image of dependence
becomes reversed: Jahe; the steadfast and determined young

woman, leans on the arm ofrthe man who gives the illiusion

of being her protector. Jane recalls the day:

I know not whether the day was fair or foul; in
descending the drive, 1 gazed neither on sky nor earth:
my heart was with my eyes; and both seemed migrated into

- Mr. Rochester's frame. . . . At the churchyard wicket
he stopped: he discovered I was guite out of breath.
"am I cruel in my love?” he said. "Delay an instant:
lean on me, Jane.,” o
- ) (II: XXVI, 63)

On Jene's return from her flight into the reversal

world, begun on this day invelved in unreality and night-

eI A
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nare overtones; the real and actual imége of the dependency
of Mr. Rochester on his rediscovered loved one brings the
reader back to the reality of the first appearance of this
vignette. Now, on her return from Morton, when she rejoins
Rochester in thé ;ountfy hbuse-where he has been hiding, Jane

sees their interdependence in terms of her early imasgery of

bjrds, "just as if a royal eagle, chained to a perch, should

be forced to entreat e sparrow to become its purveyor” (II:
XXXVII, 266). But Jane is not in a dream world, ghe is not
escaping into the imaginary world of unreality. Instead
she gerves as much as his aid and comfort as she did in the
early days of their association.

The chapter ends on a note of the acknowledgment of
their inferdependence, of their emotional stability and mutual
need and trust:

Then he stretched hls hand out to be led. I took

that dear hand, held it a moment to my lips, then let
it pass round my shoulder: being so much lower of stature
than he, 1 served both for his prop and his guide. We
entered the wood, and wended homeward.

(II XXXVII, 270)

The theme of Jane Eyre which is so clearly revealed
in these closing incidents has been suggested to the reader
throughout tﬁe_novel. Jéne, a young woman working hard to
be self-sustaining and self-esteemed, strives to be respected
by those Whomgshe adnires. Her struggle for self-recognition,

end for a reiatidnship with Rochester which she can respect

end contribute to, rings out as modern a2 note as any heard

G G
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in the eighteen-forties. But more than just the story of a
young person persisting through determination and selfw
reliance, through the undefeatable vigor of assurance and
resolve, the novel speaks to the reader across the years
through the universality of its theme.
At the annual meeting of the Bront¥ Society on January
26, 1907, G. K. Chesterton delivered a speech in which he
discussed Charlotte Bronté&'s splrit of romanticism. Chester-
ton is reported to have evaluated Charlotte Bronté's basic
principles which are expressed in the theme of Jane Eyres
- Charlotte Bront¥ represented in the nineteenth
century the supreme central point of Romanticisn, just
as the spire of Amiens or Cologhe did in the history
of architecture. ©She was a person who said:s "I
believe in all the virtues, but I do not believe the
virtues are tame things. f believe they are violent
things, and I will express them violently." This
was the highest point of huﬁan art whenever this
occurred, 29
Jane holds fast to her conception of virtue as she sees
it; in her denial of the forceful emotional attraction of Roches-
ter she fights tempbtation with a resistance significantly based
on the Christian tradition. The reality of Christ's temp-
tations, which must have been ever-present in Charlotte Bronté's

thinking, seem to be mirrored in the fictional temptations

of the character, Jane Eyre, In the moment of her struggle

296G, K. Ch Sterton, "Charlotte Bronté and the Realists,”
Bronteg 8001eqx ransactions, pt. xvi, IV, 1907.

TR A



. 90
to free herself from the almost-irresistible appeal of
Bochester, an unnamred presence fempts her to depend on
Bochester for her life's subsisfance, almost as though she
were told that under her protector's care she could live by
bresd alone. The bresd which he could supply would teke the -

place of the stones of hardship and deprivation which she
encounters in her terrible days of wendering on the moors.
She is tempted to cast herself down from the heights of
respectability to which she has risen as governess and let
Mf. Hochester bear her up and protect her from the scorn of
the world. She is tempted to accept the 1u$uries of exiled
living, thé material glories Which she could find in the
outcast's world which her lover would establish for her.

But Jane has a strong will, as the reader has learned
from the beginning of the novel, and she continues to live
by the law “given by God; sanctioned by man," to hold to the
principlés which shé received while she was sane, before she
was confused by her love for Rochester (II: XXVII, 102).
Something of the integrity of this indomitable and incorrup-
table young governess, of the intensity of her feelings and
her beliefs, something of the universality of her struggle
gives the novel an undying appeal.

However dated the dialogue, however outmoded the
WENNETs, ﬁhe steadfast character of the protagonist remains

wholly believable; the disastrous nature of the circumstances

SRR H
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encompassing her and the tempting solution offered to her
seem real. The credibility is reinforced by the contrast
presented in the reversed world which Jane ocecupies for the
year followlng her dramatic'ﬁlight. Reality returns with the
reaffirmation of her love for Rochester. With skill the author

firmly establishes the reader's belief,

1A R



CHAPTER III

SHIBLEY

In Shizley, Charlette Bronté has ﬁritﬁan & novel with
a highly organized three-voiced contrapﬁntal structure. The
novel has seldom been viewed as an organic unity; more often
-Tcritics consider it to be a heterogeneous gathering together
of dissimilar threads of plot. Shortly after its publica~
tion, such an attitude was expressed by G. H. Lewes in his
severe critical attack in the Edinburgh Reziew of 1850. Lewes
was looking for an echo of the méving messagé the world had
received in Jane Eyre, and Shirley is not a second Jane Eyre.
The critic expressed his disappointments: _'
But in Shirley all unity . . . is wahting. There is
no passionate link: nor is there any aptistlc fuslon, or
intergrowth, by which one part evolves.itself from

another. Hence 1ti falling=~off in interest, cocherent
movement and life, ‘

lG H., Lewes, Edinburgh Review, January, 1850, In
response to this review, Charlotte Bronté wrote to Lewes what
Maréchal Villars had remarked to Louis XIV: "'I can be on my
guard agalnst my enemies, but God deliver me from my friends!'"
(Charlotte Brout®, letter 408 in The Bront®s: Ljife and Let-
ters edited by Clement Shorter, London: Hodder “and Stoughton,
1908, II, 106). Both M. R. Watson, "Form and Substance in the
Bront@ Novelsﬁ in From Jane Austen to Joseph Conrad, edited .
oy Robert C. Rathburn and Martin Steinmenn, Jr. Minneapolis:
University of Minnesota Press, 1958) and Robert B. Martin,
Accents of Persuasion (New York: W. W. Norton and Company,
1986) agree with the early analysis that there is too much of
everything and. all without order. Robert B. Hellman, "Char-
lotte Bront&'s 'New' Gothic" in From Jane Austen teo Joseph Con-
rad, suggests that while the novel is not pulled together form-
ally and the characters are not fully realized, "still it
accommodates the widest ranging of an. extraordinarily free
sensibility" (p. 127 ?
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In Shirley, one part does not ev61Ve from another, and

- Lewes was right.in abandoning all attempt to find an "artis-
tio fusion or intergrowth." But unity is there, and the
passionate link is there; the passionate link exhibited by
the characters of the novel as they seek for a solution to
thelr bewlldering and pressing personai experiences with the
ﬁroblems of mankind. The link exists in thelr seeking and
not in their finding.

The reader can easily identify the themes of Shirley,
the themes which are Charlotte Bronté's ory from the begin-
ning of her writing: that man is isolated, that he needs
independence and self-regpect, and that man seeks his counter=-
part in woman and woman in man to bring each to fulfillment.
Robert Moore, who takes a major part in the development of
two of the three voioes in this fugal structure, speaks of

man's primary need when he declares, "'Somgthing there is to

look to « « + beyond man's personal interest., + . . TO respect

himself, a man must believe he renders justice to his fellow-

men'" {(II: XXX, 245-246).2 His concern with self-respect more

than:his conclusion indicates the maln tenor of Charlotte

All gquotations from Shirley are from The Shakespeare

Head Press, 1931) and are indicated as Shirley volume I or
II, chapter, and page. The work originally appeared as
_nﬁz%gx——g Tale, 3 volumes (London: Smith, Elder and Company,
1849
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Bronté's writings. |
Caroline, who has been barred from the sickroom,
Tinally visits Robert at the time of hig convalescence from
the attempt on hiallire. To hef gqueary, "'And you ait alonas?'”
Robert replies, "'Worse than alone'” (II: XXXIII, 290). He

acknowledges that man not only exists in isolation, but in

 an isolation which ho one else wants to penetrate; the reader -

hears the poignantly lonely note of Charlotte Bronté's cry..
Man must expect no outside help. Caroline comes to this
realization. in her half-satisfying, half-tormenting rela-

tionship with young Martin Yorke. When he refuses to help

her see Robert, Caroline declares, "'See him I will. If you -

won't help me, I'll manage without help,'" to which young
Yorke replies, "'Do: there is nothing like self-relianoé-f
self-dependence'” (II: XXXIV, 302). '

The words of Robert Moore finally give the reader the
key to the tone of the novel: " T believé-~1 daily find it
proved--that we can get nothing in this world‘worth keeping,
not so much as a prineciple or a conviction, except out of _
purifying flame, or through strengthening peril’'"” (II: XXX,
24k). This struggle to get the things worth keeping concerns
the'author, the characters in the novel, and, ultimately, the
reader.

The contrapuntal structure of Shirley leads toward the

resolution of this struggle. The author introduces the
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reader to three voices, offers three wajs to solve life's
problems, shows three apparently unrelated areas of activity
through which man attempts to find independence, self-respecp.
and personal satisfaction. She introduces and reintroduces
each volce with emphasis and detailled attention, preéenting
each‘one from a varlety 6f points of view, involving people
'-ffdﬁféé#éféiwwéiké of life. Tﬁese organically rélated voice=
parts form the single harmonic texture of the novel, each
retaining its linear quality, yet each oontributing to the
organic unity of the novel., These three moges of solving
lire's problems involve the comfort or demands of religion,
the reciprocal duties and rewards of earniné one's livelihood,
and the needs and responses of human relatiqnshlps——especiélly
that of marriage.

The novel begins with a declarationfﬁy the volce
spesking for religion, but in its least haémonious tones.
The opening scene depicts the three curates whose domestic
behavior sets the mood for the reader's distrust of reli-
gion. They are joined by the rector, Mr. Helstone, who
stands in firm contrast to fhe young.men‘s wastrel soclal
exlstence. The landlady of one remarks, "'The bld parsons
is worth the whole lump of college lads; they know what
beloﬁgs td good manners, and is kind to high and low'" (It

I, &),
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thére‘so much talk of churches, parish schools, clergymen
and the religious affiliations of charaoters,'and 1ﬁ no other
1s there so little sense of Christianity having any effects
upon its adherenps.“3 Thé'ﬁoice of Christianity speaks, is
heard, but with a message‘less thaﬁ nérfect.

The second voice soon makes a statement, since the

ecanomie problems of +'he community concern all, The revolt

of the wmrkers against industrialization, the mill-owners'

stubborn and often inhumaen defense of their rights, the
inciting.tc,riot and murder instigated by outside orgenizers--

these have become the major problem of the Whole'community.u =
An interw&a#ing of the two voices takes placé a8 rectors and
vicars lire up in sympathy with mill-owners or workers.

" The third veoice enters early in the novel with its own
complexities as Caroline Helstone and Robert Moore are
mutually attracted yet selflessiy forebearing in theirx relan“
tionship. The ternsion between thenm deveiops throughout the-

novel. This fthird voice beconmes dominant‘after the intro-

duction of Shirley (Chapter Eleven) and the much later intro-

duction of the man whom she loves, Louls Moore (whe is

s S ——— e 2 S T AL BV W

3Martin, op. eit., p. 115. _ _ _
aﬁsa Briggs,'in his informative addreqs "Private and -
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(p. 208} Pe re]ates how closely Charlotte Bronté& has -
followed the history of this workers' revolt in her portrayal :
of the plet against Robert Moore.
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mentioned in Chapter Filve but does not. enter uhtil Chapter
Twenty-Three)._ Their love-snd-power struggle, their social
conflict, and ultimate rapport suggest that man finds it hard
to achlieve human compatibility. This third voice, the plea.
for solution to life's problems through human reiationships,
finds its strength not so much in 1ts continuing presence |
" as in its apparently workeble resolution--the results of
personal adjustment and generous compromise--an ultimate
resolution which does not seem to be avallable through either
of the other approaches. The plea for love, for harmonious
satisfaction through compatible marriage, chimes in con-
tinuously, overriding the other volces.

It must not be thought, however, that the.structure
of thls contrapuntal interplay ls monotonous and regular or
superficial ahd apparent. On the contrary.' The introduc-
tiong of the volces speaking for religion;jépeaking for
satisfaction through livelihood, or througb love, mzke a
complex pattern;i religion opens the novel as the first to be
heard, the socio~economic tones~-dramatic and violent--are
overpowering when they enter, but the insistent theme ofr
harmony through personal relationships dominates in the end.
Charlotte Bronte dextrously handles the interweaving of these
three voices; sometimes they ilnterrupt one another with

strident contrast, sometimes they modulate from one to the
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next subtly - and almost j.l?t1pt=31'c<=:ptibly.-5 In everylaspect
of man's problems considered within thé novel these three
volces offer their solutlons. With a subtle shifting of
emphasis Charlotte Bronté€ leads the reader to the concluzion
reached by the main characters--that only through harmonious

human relationships can man hope to achieve independence,

-HQEQﬁifé“ééif:ééiééﬁ,'éﬁa-élleviate the 1solation which besets

him. This voice becomes dominant, then, thfough the prin-
ciple of hierarchy, explained by DeWitt H. Parker in "The
Problem of Aesthetic Form't as that species of organization
of fhe modes of organic unity which designatés some one ele-
ment of a work of art as occupying "a position of commanding
importance there.“6
But the early dominance of this thyid volce 1is not

immediately apparent in the structure of the novel. In fact

not until the novel has dealt with a series of major problens

5Sometimes the transition is managed with great skill
by an assocliation of ideas or on a pivot word. Note, for
example, the Juxtaposition of the words "die" and the end of
Chapter Thirty and the beginning of the next chapter., Hart-
ley, as he shoots Moore cries out "'. . . he shall die with-
out knowledge'” (II: XXX, 228). The chapter ends in the
unresolved climax of action. The next chapter has an abrupt
change of subject: the issue of Shirley's marriage is being
considered. The first sentence reads: "The die was cast"
(II: XAXI, 229). The word has changed its meaning, the chord
has moved from unresolved seventh to the tonic, but the same
note rings out.

6DeWitt H. Parker, "The Problems of Aesthetic Form" in
Problems in Aesthetics, edited by Morris Weitz (New York:
The Macmillan Company, 1959), p. 183.
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does the proposed solution begxin to comé clear to the reader.

The major problems considered in Shirley concern man
and his relationship to the world around him. The novel
ralses a gerieées of guestlons that must be answereds it asks
the questions in many ways, suggests in its three separate
voices a variety of responses and proposed sqlutions. The
" Qﬁeéﬁigaé_é;é'fépééﬁea,.ﬁosed again and agaiﬁ, that a work-
able answer may be supplied. The questions themselves are
basic: Which is more important, man'é urge for independence
or his sense of duty? Can man, as a human being, win over
the impersonal forces which seek to repress and overpower
him? Which is trustworthy: emotion or reason? The questions
are raised in moments of mortal conflict an& over the tea=-
cups, by stalwart young men and pale young women, in dread
and in hope. Three voiées answer the question. The inter-
weaving of problems and proposed solutions creates a pattern
of complexity. But throughout the pattern the three main
volces~-the three melodiest one speaking for God and His

gsolace, one speaking for independence of self-sustaining man,

one speaking for harmonic domesticitya-may be heard in contra-~

.puntal degign.

One of the major problems which confront the charac-
ters in Shirley is that of freedom: should man be independent
and self-willed or should he be loyal, with alsense of duty

and responsibility? The voice speaking for religion answers

L sE I
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first in response to this question. The novel begins with
an exposure of the wayward and irresponsible young curates
who glide through 1life on the crest of gelf-indulgence,
whose sense of responsibility has béen reduced to the vanish-
ing point. Running counter to the lack of Christian serfice
shown by the curates are the actions and attitudes of the
othérclei‘gymen in thedistrict, particularly Mr. Hall, as
well as the occupations of the dedicated churchwomen who
people the novel-~although the money raised by their needle-l
work and other endeavors 1s directed awgay from the starving
parishioners and applied instead to "the conversion of the
Jews, the seeking up of the ten missing tribes, or to the
regeneration of the interesting coloured population of the
globe" (I: VII, 122-123).

Of all the local ladies who may live Christian lives
two come to the reader's attention. One is Miss Alnley of
whom the Vicar of Nunnely says "that her life came nearer
the 1ife of Christ than that of any other human being he had
ever met with" (I: X, 203). But even with this high praise
the author gives a warning agalnst emulating the good woman's
ways which may be selfless but are uncritical. ™ The narrator
comments, "The clergy were éacred beings in Miss Ainley's
eyes: no matter what might be the insignificance of the
individual, his station made him holy . . . the white surplice

covered a multitude of sins” (I: XIV, 295).
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Mrs. Pryor, too, emerges as a truly religious person
who hes accepted the duties and burdens placed upon her by
hér creed.. Early in the book the readexr learns that Shirley's
Christlan upbringing is thelresult of Mrs. Pryor's good ways,
and Caroline refers to her 1ibéral.charities. Yet when the

reader is introduced to these women neither seems to have

 found completion or satisfaction in life.

Tne author shows Shirley's religlous attitude as more
appealing if less Christian. That completely independent
young wdman speaks throughout the hovel on the gide of free-
dom and self-direction, yet when her conversation turns to
religiox,her'poinﬁ of.view reflects Christian charity. After
casuallyfremﬁrking, "7 am always eassy of belief when the-
creed pleases me,'" she explains that her "'landed-propri-
etor and lord~of-the-manor conscience'” is uneasy. "'To easge
my mind, and to prevent -harm as far'aé I can, I mean to enter
on a series of good works. Don‘t be surprised, therefore,
if you see me all at once turn outrage ously charitable'"”
(I: XIV, 290). Shirley's good works to her fellowman come
¢logest to suggesting that independence and & response to
duty may both exist in one person. |

The novel also deals with man's problem in his resis-
tance of organized force. In the ares of_religioﬁ one might

suppose that the question would center on the Dissenters'

revolt against the Established Church, which it does. But

=R il IR T
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it is not so much what Charlotte BrontéAsays of the faith-.
ful followers of the Church of England as what she says
sgainst Dissenters which indicates how her sympathies lie,
The reader learns that the principle of revolt is more
lmportant to them than the principles they are revolting
agalnst. As Mrs. Yorke says when she suggest that her Dis-
'éénfing jéﬁhérsoh été& home from chuich, "I Martin hates to
g0 to c¢hurch, but he haﬁes still more to obéy'“ (IIs XXXIV,
295). o

The two individual Dissenters who are fully charac-
terized in Shirley turn out to be the arch villains. The

mill~owner Robert Moore accuses the Rev. Moses Barraclough,

the recognized ringleader in the frame-breaking incident:

"I saw you one night a week ago laid dead-drunk by the

roadside, as I returned from Stillbro' market; and while
you preach peace, you make 1t the business of your life
to stir up dissention. You no more sympathize with the
poor who are in distress, than you sympathize with me:
you incite them to outrage for bad purposes of your own;
so does the individual called Nosgh o' Tim's. You two are
restless, meddling, impudent scoundrels, whose chief
motive principle is a selfish ambitlon, as dangerous as
it is purile.”

(I: VIII, 149)

The novel clearly deplcts another Dissenter, Michael Hartley,

"1that mad Calvinist and Jacobin weaver'” (Is: XIII, 259), who

avenges Moore's pursuit and apprehension of the frame-breakers

by shooting Moore, iﬁtending to kill him.
The whole class of Dissenters, grouped and condemned

en masse, are mercllessly routed in conflict over a disputed

AT LI L i
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passage, the "straits of Royd Lane . « . SO narrow that only
two could walk abreast without falling into the ditch which
ran along each side." TFrom one direction comes the Estab-
lished Church, represented by twelve hundred children of the
comblined parishes of Whinbury, Nunnely, and Briarfield,
reinforced by Sunday School teachers and the full comple-
ment of clergy; from the other, "'The Dissenting and Meth-
odist schools, the Baptists, Independents, and Wesleyans,
joined in unholy alliance.'” The Chapel i& routed by the
Church which comes marching firmly, coolly, purposely forward
to the stirring notes of "Rule, Britannia" (Is XVII, 334-335).

Of the whole assenmbly of the faithful of the Estab-
lished Church, the narrator declares with affectionate
alleglance and a cynical plea:
| It was a joyous scene, and a scene to do good: it was

a day of happiness for rich and poor: the work, first

of God, and then of the clergy. Let Fngland’'s priests
‘have their due: they are a faulty set in some respects,
being only of common flesh and blood, like us alls but
the land would be badly of'f without them: Britaln would
miss her church, if that church fell., God save it! God
also reform it! '

(I: XVI, 332)

Another major problem presented in the novel, responded to

by the three voices, and dealt with on the levels of religion,

of economics, and of human relationships concerns the deci-

sion man must make between the influence of emotion or reasson

in his life. In the area of religion the reader sees the

éecurity of conventional beliefs, and though reason is too
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intellectual a control to imply as guiding the members of
the Established Church, at least it can be called anti~
emctionalism. Metaphorically Robert suggests the function
of the clergy, particularly through the sermon, when he
refers to Caroline's corrective influence on him. When she

wants him to read Shakespeare, he suggests it is ™with a view

'56 ﬁéking me better; is it to operate like a sermon?'"”

(I: VI, 97). Later when she chastises him for his unemotional
and materiallistic proposal to Shirley, he refers to Caroline
as his pastor and vpriestess. Her home life has given hex

this unresisting acceptance of the sensibility of order

based on Christian faith.

She gives every indication of unperturbed acceptaﬁce’
of the Creed. The author only hints of the doubts which
beset Caroline. In a time of extreme discouragement, when
her loss of Robert seems inevitable, she reminds herselif of
the accepted beiief in the progress of the soul, but she
ends by asking, "The soul's real hereafter, who shall guess?”
(I: X, 194%). The narrator reports:

Caroline was a Christisn; therefore in trouble she
framed many a prayer after the Christian creed; preferred

it with deep earnestness; begged for patience, strength,

relief, . . . She believed, sometimes, that God had

turned His face from her. At moments she was g Calvin-

ist, and, sinking into the gulf of religious despair,

she saw darkening over her the doom of reprobation.
(IT: XX, 36)

The reader may remember that Caroline's earlier choice of

poetry was Cowper, that she was stirred by the poet's dread

T i
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acceptance of his doom in "The Castaway.” So although
Caroline seems to find comfort and assurance in the non-
emotionalism of her church, the author does not fully assert
that such an approach satisfies her.

Shirley'é free uninhibited emotional response to
nature demonstrates theﬂpoptrast between emotion and reason.
rfhe reader learns that "earth [is] an Eden, life a poem,
for Shirley. A still, deep, inborn delight glows in her
young veins . . . the pure gift of God to His creature, the
free dower of Nature to her child" (I: XXII, 78).

Shirley's declaration. of faith in nature has often
been quoted. In refusing to go into the church after the
excitement of the momentous walk of the Whitsuntide festival,
Shirley voices her regret that she will miss the sermon,
""all sense for the Church and all causticity for Schism.'"
She tells Caroline:

"Here I must stay . . . Nature is now at her evening
prayers. . . o Caroline, I see her! and I will tell you
what she is like: she is like what Eve was when she and
Adam stood alone on earth."

(IIs XVIII, 1-2)
Rejecting the idea of Milton's Eve (""Milton tried to see the
first woman; but, Cary, he saw her nét.r. « «» LIt was his cook
that he saw.'")} Shirley continues:

"I would beg to remind him that the first men of
the earth were Titans, and that Eve was their mother:
from her sprang Saturn, Hyperion, Oceanus; she bore
Prometheus. . « . That Eve is Jehovah's daughter, as Adam

was His son. « . . I will stay out here with my mother
Eve, in thege days called Nature. I love her, undying,
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mighty being!®
(II: XVIII, 2-4)

Meanwhile throughout the novel the other volces have
been speaking. The second voice, which proposes that by
socio-economic means man may make his life ftruly satisfying,
speaks out in answer to the guestion: should man be inde- -

- pendent-and-self-willed, or should he be loyal, with a sense
of duty and responsibility? This question finds 1ts answer
among the rioters. Charlotte Brontg introduces individual
unemployed workingmen sympathetically, dbut her sympathy

does not go out to the mob in action. The girls, Caroline
and Shirley, stay alone at the rectory with fwo housemalds
on the night of the assault on the mill and are threatened
with attack by the rioters that night. Oniy the barking of
the Rector's dog frightens the men and saves the girls from
attack (II: XIX, 22). But the author offers no sympathy for
these men who are over-zealousiin asserting ftheir independence
aéainst authority.

Asa Briggs in his lecture oh the Luddite riots explains
that_ﬁhe only answer which the rioters would have accepted
after they had reached this pifch of violence would have been
the promise of more jobs, a fall in food prices, and a rise

in the standard of living.? Charlotte Bront§ does not propose

that such an answer could come from Robert Moore or from any

"Briggs, op. cit., p. 214
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mill~owner. Moore, with his export trade stopped entirely
by Orders in Council, is on the brink of bankruptcy. He
suffers the breakaée of his frames by the rioters, their
destructive attéck on his mill, and finelly the vengeful
attempted murder on his person. He cannot, through pros=-

perity, and will not, through sympathy, give the riocting

- workers any of the things they demand.

Charlotte Broﬁté, wisely guided by history, offers
no solution for the conflict between worker and mill-owner.
That her sywmpathy i1s with the pvoor may be gathered from her
often-quoted statement: "Misery generates hate" (I: II, 30),
a statement which, as Asa Briggs points odt, was later sel-

ected by Sir Willlam Beveridge for the motto of his Full

‘Emnloymént in a Free Society of 1944.8 Cthers in his com-

munity praise Moore, on his part, for his hard spiriﬁ, his
determined cast of mind, his scorn of low enemies, and his
resolution nof "to truckle to the mob" (I: VI, 101l). He
exhibits the courage to stand strong for his beliefs, though
other manufacturers, dreading assassination, neither defend
their own rights nor side with those who do. But Caroline

points out to Robert Moore that "'there is something wrong in

" your notions of the best means of attaining happiness'" (and

this is essentially the theme of the whole story) "'as there

81pid., p. 215.
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i . . . in your manner . . . to these Yorkshire workpeople'"
(1: v, 77). )

Charlotte Bronté again poses‘the serious problems
men must make the choice between the desire for independence
and the 1ess pleasant demands gf duty. Agein later in the
npvel she supplies the-answer offered by the same second

“voice, the voice sﬁééﬁing for men's livelihood, for a soclo-
economic answer to life's problems. Caroline's despair over
hex frustrated love for hobert, her lconeliness in the home
of her unemotional uncle, and her desire to avoid the nisery
and dependence of the spinsters in hef community, all cause
her to want to become 2 governess, fhe only position for
which she feels suited. She and Shirley discuss woman's
prospects in business:

"Caroline . . . don't you wish you had a profession-~
a2 trade?™ : :

"I wish it fifty times 2z day. As it is, I often
wonder what I came into the world for. I long to have
somethlng absorbing and compulsory to fill my head and
my hands, and to occupy my thoughts.".

"Can labour aléne_make a huwan being happy?"

And here again the queStion'strikes at the heart of the book.
Caroline answersg:

"Noj; but it can give varieties of paln, and prevent
us from brezsking our hearts with a single tyrant master-
torture. Besides, successful labour has its recompense;
a vacant, weary, lonely, hopeless life has none.,"

_ (I: XII, 250)

But when Mrs. Pryor hears of Caroline's idea of going to work
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in a stranger's house, the former governess reveals the |
odiousness of the position, the‘degrédation of treatment, | 3
and the isolation. |

Iouis Moore gives a second sonnding.of this sgame note.
As the tutor of ﬁenry Sympson kand the former tutor of Shirley

while she lived with her uncle Sympson), he moves oputside

| Eﬁémféﬁiiyréiféie.aé é“éatellite, scorned by nis employers.

In his mement of action and independence, when Louis Moore

the éuitor stands before the woman he has selected to be his

wife, he.rejects his menial position as tutor as his major

gesture of self-assertion. He declares to Shirley, "'. . . for
the_first time I stand before you myself. I have flung off
the tutor, and beg to introduce you to the men: and remem-
ber, he is a gentleman'™ (IT: XXXVI, 334).. The question of
dignity and respect emerges as an essential part of the con-
flict betbtween independencé and duty. |

The second volce of the contrapuntal composition picks
up the current problem of man and his impatience with oréan«
jzed force and answers it in a way which is strident and
violent in its prdpositién. The workerslare human beings,
the machinery of the woolen industry is the force they can-
not tolerate. ~An early statement in the novel explains the
situation:

Misery generates hate: these sufferers hated the

machines which they believed took thelr bread from them:

they hated the bulldings which contaired those machines;
they hated the manufacturers who owned those bulldings.
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In the parish of Briarfield, with which we have at
present to do, Hollow's Mill was the place held most
abominable; Gérard Moore, in his double character of
semi-foreigner and thoroughgoing progressist, the man
~most abominated. And it perhaps rather agreed with

Moore's temperment than otherwise to be generally hated;

especially when he believed the thing for which he was

hated a right and expedient thing. . . .

: _ (1: II, 30-31)

Moore declares his position in an argument with the fanatie
" “Barraclough:

"Here I stay; and by this mill I stand; and into it
will I convey the best machinery inventors can furnish.
¥hat will you do?  The utmost you can do--and this you
will nevexr dare to do--is burn down my mill, destroy
ite contents, and shoot me, What then? Suppose that
building was a ruiln and I was a corpse, what then?--you
lads behind these two scamps, would that stop invention
or exhaust sclence?-~Not for the fraction of a2 second of
time! Another and better gig mill would rise on the
ruins of this, and perhaps a more €nterprising owner
¢ome in my place,”

(I: VIII, 149)
But workers are human beings, trapped by socio-economic prob-
lems beyond.their OOntrol or comprehension, stubbornly deter-
mined to resist the inhumanity of the force working against
themn.

William ¥arren, one of the saner rioters, declares

_ that "'them that governs mun find a way to help us: they mun
mak' fresh orderations'" (I: VIII, 151). But "them that
governs"” neither find a way to help the workers nor to relieve
the mill~owners until June 18, 1812, when "the Orders in
Council were repealed, and the blockadéd ports thrown open”
(II:s XXXVII, 351). As the workers chafe against the inhuman-

ity of the machines that are robbing them of livelihood, so
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the mill-owners chafe againsgt the regulations’of the govern-
ment-which'drive them toward bankruptey. DMen like Yofke and
Moore suffer from the results of the war against Napoleon
which seems never-ending; they urge peace at any price, They
feel they cannot hold out until the British shall eventually
win, Thelr struggie agéinst stringencies and restrictions
uiééﬁééémfhémwfgmféﬁorré?ﬁifﬁlation. The harder they are
plagued from below, the more stubborn their resistence; the
harder they are repressed from above, the more eager they
are for hational compromise. Thelr politips grow "'narrow,
‘selfish, and unpatriotiec'" according to the loyal Tories
(1: X1, 224). The worker becomes angered by the machinery,
by the inhumanity of the mill-owners who do'not care sboul
starvation and degradation; the mill-owner becomes angered
by the war-time restrictions, by the unfeeling government
which does not care gbout his imminent financial collapse.
The volce which speaks for man's salvation by socio-econonic
means tells of the problem, tells of it from the first
chapter in the bookX to the 1asﬁ, in one form or another, but
nowhere offers a solution for man's problems except through
the miracle of Wellington's military success.

Througﬁbut the novel the second volce of the compo-
sition has been making its statement concerning the values
of emotion and reason in man's 11fe. Suffering and despera~

tion goad the rioters, s hate which directs them goads them
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to action. William Farren says simply of Robert Moore,
"'Folks hate him'" (IIt: XVIII, 8), and Robert Moore is shot
in revenge. And yet the rioting accomplishes nothing.

Moore continues to bring in wagon-loads of frames, then
continues to store his goods waiting for the lifting of the
Orders of Council. As the rioters attack with wviolence, so
a}é'fhé&mfépfééééamﬁifhvﬁioience: battled against by civilian
and soldier, arrested, imprisoned, transportgd. even executed.
Emotion drives them to violence, vliolence overtakes them,
Moore combats this with a clear mind and well-formu-
lated plans. Rational belief in his rights fortifies hinm
and makes him calm in the face of danger. Caroline says of
him, "'Mr. Moore himself hates hobody; he only wWants to ‘
to his duty, and maintain his rights . . .'" (II: XVIII, 9 ).
At the nmoment of attack he has arranged fo? the support of
friends and soldiers; he has fortified'hisfmill; he does not
fire on the rioters ﬁntil they have fired on the mill. After
the attack he rides for the doctor to aid the injured rioters,
but in a like unemotiénal manner he sets out to bring the
ring-leaders to Justice. He finds employment for the desti=~
tute William Farren--but without revealing his part in the
matter. He remains unemotional and controlled in all he
does until two experiences change him. One concerns marriage.
In a moment 6f rationalized assurance that Shirley is attracted

to him and that he should be "'rich with her, and ruined
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without her,'" vowing that he "'would be practical, and
not romantic'™ (II: XXX, 235), he proposes marriage--in a
manner as blundering and unemotionally candid as could be
devised. Shirley's scornful rejection of him does much to
arouse doubts about the efficacy of reason. He leaves the

community that same night in search of the malfactors who

inclted the rioters and does not return until they have all

been apprehended. On the rlde home to the Hollow after
months away this second experience takes placet Moore is
shot and almost killed. His brush with death, followed by
hls convalescence during two lonely months of isolation in
the Yorke upstairs bedroom, addes to his understanding of
himself and his emotions. His treatment of the man who shot
him most clearly defines his change in attitude:

The murderer was never punished; for the good reason
that he was never caught; the result of the further
cilreumstances that he was never pursued. . . . Mr. Moore
knew who had shot him, and all Briarfield knew; it was
no other than Michael Hartley, the half~crazed weaver
once before alluded to, a frantic Antionomian in reli=-

- glon, and a mad leveller in polities: the poor soul
died of delirium tremens, a year after the attempt on
Moore, and Robert gave his wretched widow a guinea to
bury him. _

(II: XXXVII, 349)

The third voice, the voice suggesting that through
human relationships one may find the solution to life's
problems, speaks to the question involving independence and
duty throughout the novel. In estimating woman's place in

the scheme of life, both Caroline and Shirley find that



114
woman has not yet been assigned to a satisfactory position--
with one very important exception, that of the well-beloved
wife.

Shirley has a vigorous response to her treatment.
She claims Yo be as masculine as her name, refers to herself
as "'Shirley Keeldar, Esquire,'" and invites the locsl
éentlemen to choose her as churchwarden, as maglstrate, as
captain of yeomanry (It XI, 223). Later she confides to
Caroline, "'Men, I believe, fancy women's minds something
like those of children'" (II: XX, 37). The passion Shirley
allows to enter into the rendering of a song troubles the
minds of the listening representatives of the upper class:
Was 1t proper to sing with such expression, with
such originality--so unlike a school=-girl? Decidedly
not: it was strange, it was unusual. What was girsnee
must be wrong: what was unusual must be lmproper.
Shirley was Judged.
(II.‘XXXI, 248)
According to the observations made by Caroline and
Snirley, they most dread to become dependent spinsters.
The dread of the dependency of spinsterhood overshadows the
novel and causes Caroline to want to become a governess. In
pondering the question concerning her place in the world,
Caroline finds that her desire for independence will not
allow her to submerge herself in petty, unappreciated dutles
towards others. |

The alternative, marriage, seems to lead more likely

to & state of misery than one of compatibility and sympathy.
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The consequence of a bad marriage stands always before then.
Mr. Helstone's marriage embittered him; thaﬁ of Caroline's
mother and father ended in separation; Mrs. Pryor--before
she dlscloses that she is Caroline's mother--gpeaks out
against her own marriage. When Caroline suggests to her

that "'where affection is reciprocal and sincere, and minds

"ATe harmonious, marriage must be happy,'" Mrs. Pryor replies,

"'Tt is never wholly happy. Two people can never 1iteral1y
be as one . . '" (II: XXI, 68). Minor charactefs reinforce-
this impression.

Ideal marriage forms part of the dreams and confi~ .
dences of Caroline and Shirley, as it does for most young
women, then and now. Kindness must be one of the c¢charac-
teristics of the men who will win them. .And by this word:
they are ilmplying that their husbands will treat them with
respect and consideration, wlll make them Qeel wanted, will
save them from isolation. After a plea:agéinst passion~-
words which will be cancelled out by later action--Shirley
praises the quality in a man which all of Charlotte Bronte's
heroines admire. Caroline, stimulated by the talk of
woman's rights and woman's indevendence, asks:

"But are we men's equals or are we not?"

"Nothing ever charms me more than when.I meet my

superior--one who makes me sincerely feel that he ls my

superior.”

"Did you ever meet him?"
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"I should be zglad to see him any day: the higher

above me, so much the better: it degradeg to stoop--

it is glorious to look up."”

(I: XII, 238)

S0 the essential conflict announced by the voice speaking
for resolution through human relationships is a conflict
solved by-compromase. Woman must be independent--that is,
devote herself to the duties of her marriage, the duties of
respecting, honoring, and looking up to herihusband——her
superior.

This third voice responds to the problem of man over-
powered by inhuman organized force, speaking for man's
salvation through the understanding of other men. Oﬁ this‘
level man--or woman--struggles against soc;éty, that is,
against the sccial conventions and restricﬁion of ¢lass and
the acquired reputation perpetuated by gossip,

This powerful inhuman force, the force of gossip,
victimizes Caroline. She knows little of her parents, and
: accepts without question what she hears about them. Her
father she knows by more than reputation, by a vague and
unpleasant childhood mémory. But her mother seems equally
real to her, yet real dnly through gossip. Mr. Helstone
takes pride in never having mentioned Caroline's parents to
his niece during the twelve years she has lived in his house.

The narrator reports that,

« » « never in her life had she heard her mother
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rraised: whoever mentioned her, mentioned her coolly.
Her uncle seemed to regard his sister-in-law with a
sort of taclit antipathy; an old servant . . . spoke
with chilling reserve; sometimes called her "queer,”
sometimes sald she did not understand her.

‘ (Is XI, 207)

When Mrs. Pryor ldentifies herself, Caroline cries out,

"'*My own mother! is she one I can be so fond of as I can of

o

sen glven
to understand,'" to which Mrs. Pryof answers, "'They told
you that? Well, jﬁur mother now tells you, that, not having
the gift to please people generally, for thelr approbation
she does not care . . '" (II: XXIV, 123).

But more powerful than the depersonalized force of
gossip is the seemingly impenetrable barrier of class.
Louis Moore as tutor has lost his heart to Shirley Keeldar,
his pupil, long before the novel beglins. Through thelr love
story Charlotte Bronteé presents the.conflicﬁ of man against
organization, tutor agalnst the snobberj of class. And the
voice, the third veice in the complex contrapuntal structure,
speaks for hope through the adjlustment of human relation-
ships. Louls ls moneyless, a scorned and belittled tutor,
and his position is clear. Shirley, while completely free
from the prejudices and narrow-minded snobbery of her class,
suffers from pressure by her family; but she pr;marily fears
that the man she loves may be humble or subservient--not her
master. She tells her uncle (but not in Louis' presence),

1T will accept no hand which cannot hold me in check.'"
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She completely rejects her uncle and the standards of their
¢lass. She tells him:

"Your thoughts are not my thousghts, your aims are not
my alms, your gods are not my gods. We do not view
things in the same light; we do not measure them by the
same standard, we hardly speak the same tongue."

(II: XXXI, 261)

But Shirley must do more than cast off the class restric-

tions 1mposed by such as her uncle. The strength of this

third volce proposes a workable compromise between the
heiress, proud and independent, and the tutor who has been
subjected to social chastisement over‘the years.

Louis conducts his courtshlip on two premises which
at first glance seem outrageously 1mprécticabie. They are:
that as Shirley's superior he will raise her by marriage,
and that she appeals to him because of her faults. He asserts
hié first power over her by winning the loyalty of her dog
Tartar, usually spllen and unfriendly to any but Shirley,
now devoted to Louls-=~deserting hls place pf honor by
Shirley's feet to go to Louis' side whenever hé appears. One
word and one gesture are enough to cause the great dog to
leave his mistress and rest against the knee of the tutor.
Such power extends beyond the dog.

Louis recognizes his power over Shirley. She first
relinquishes herself to his control when she turns to him
aefter she has been bitten by a mad dog, telling him that she

has cauterized the wound herself, but expects the worst,
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After giving him the responsibllity for action in case of
dire need she becomes pacified and untroubled. He remembers
the interview with a new sense of power:
"o, . 1%t wasg uhutterably sweet to feel nyself at
once near her and above her: to be conscious of a
natural right and power to sustaln her, as a husband

should sustain his wife."
(IIs XXIX, 223)

~A;75; ;ihaii&“foféééuéheir relationship to a moment when a
mutual declaration of love can no longer be avoided he again
becomes aware of his power. He notes, "'I suppose I hardly
was like my usual self, for I scared her; that I could see:
it was right; she must be scared to be won'" (II: XXXVI, 334).

Shirley, too, recognizes his power. One look betrays
her when she and Caroline share confidences. Caroline
reports, "'Whatever I am, Shirley is a bondswoman. Lioness!
she has found her captor. HMistress she may-be of all around
her-~-but her own mistress she is not'" (II{ XXXV, 316).

But the power is not one=-sided. In a way new to
Victorian love stories this novel conveys the strong physical
attraction which Shirley exerts upon Louls. The potential
passion suggested in the adolescent Henry Sympson and Martin
Yorke comes into full maturity in the relationshiﬁ between |
Shirley and Loulis. When they Joke sbout an imaginary court-
ship of his it leads to a direct confrontation between them.
She taunts him:

"Never would you have gathered the produce of the

gold-bearing garden. You have not the courage to con-
front the sleepless dragon.”
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o which he replies:
"You look hot and hauvghty."

"And you far haughtler. Yours is the mdnstrous
pride which counterfeits humility."

"l am a dependent: I know my place."

"I am a woman: I know mine."
(IIt XXXVI, 329-330)

éﬁtuﬁhe:moét §ivia revelation of the assoclation
between them occurs in Shirley's withdrawal into isolation
after she has publicly accepted Louls as her fiasncé. A week
after they have declared thelir affection and demonstrated
their relationship to Shirley's uncle, after the promises
have been exchanged and the vows glven, Louis finds himselfl
- bewildered by Shirley's strange attitude:

"I am not easy--not tranquil: I am tantalised--some~
times tortured. To see her now, one would think she had
never pressed her cheek to my shoulder, or clung to me

- wWith tenderness or trust. I feel unsafe: she renders
me migerable: I am shunned when I visit her: she with-
draws from my reach. Once, this day, I lifted her face,
resolved to get a full look down her deep, dark eyes:
difficult to deseribe what I read there! Pantheressi--
beautiful forest«bornl!--wily, tameless, peerless nature!
She gnaws her chain: I see the white teeth working at
the steel! She has dreams of her wild woods, and pin-
inzs after virgin freedou.

(II: XXXVI, 343)

Unawilling to submit to his powers, she cannot find satis-
factlion without him. Having finally agreed on the day for
the marriage,

. « » vanquished and restricted, she pined, like any

other chained denizen of deserts. Her captor alone
could cheer her; his socliety only could make amends for
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the lost pr1V1iege of liberty: in his absence, she sat
or wandered alone; spoke little, and ate less.

(IIs XXXVII, 352)
Charlotte Bronté writes of somethlng'more than that
mateching of man to woman, a romantic pairing off, in the
human compromise which will lead to happiness. Shirley and
Louls suggest the first compromise half-laughingly, in the
tone o%lﬁifébeii-énd Miiiamant. Louls declares:

"I have you: you are mine. . . . our lives are
riveted: our lots intertwined.”

"And are we equal then, sir? Are we equal at last?”

"You are younger, frailer, feebler, more ignorant
than I."

"Will you be good to me and never tyfanize?"

"Will you let me breathe, and not bewilder me?”
(II: XXXVI, 336)

But the true compromise comes when Shirley reveals that the
langor with which she meets all problems before her wedding
day, her resignation of ail responsibility, has behind it
the best of motives. The narrator discloses: |

She furthered no preparations for her nuptials;
Louis was himself obliged to direct all arrangements: he
was virtually master of Fieldhead, weeks before he
became so nominally: the least presumptuous, the Xindest
master that ever was; but with his lady absolute. She
abdicated without a word or a struggle. "Go to Mr.
Moore; ask Mr. Moore," was her answer when applied to
for orders. Never was wooer of wealthy bride so thor-
oughly absolved from the subaltern part; so inevitably
compelled to assume s paramount character.

In all this, Miss Keeldar partly yielded to her dis-
poesition; but a remark she made a year afterwards proved
that she partly also acted on system. "Louis," she
said, "would never have learned to rule, if she had not
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ceased to govern: the incapacity of the sovereign had
developed the powers of the premier."

| (II: XXXVII, 352-353)
Thus the . voice for human relationships declares above the
other voices in the fictional fugue that man's happiness

relies on his winning over inhuman forces, in making per-

sonal adjustments and in overcoming the restrictions

imposed by others.

Throughout the novel the third voice has been speak-
ing and holding silent, and then spesklng again. Over and
over the voice which declares that man's problems may be
solved by human reconciliation offers tentative suggestions
which might lead to man's happiness. The area of man's
association with other men is explored andjexplainéd,‘demon-
strating what happens to those who follow their emotions,
what happens to those who depend on reason for gulidance.
The author favors emotion.:

Caroline, a young woman of natural affections and
easily stirred emotions, has, for twelve years, met with

silence and sternness from her uncle the rector who con-

siders all females weak and inferior. The most casual reader

recoénizes her love for Robert Moore as Moore must too. Yet
Caroline sees that he tries to divert this affection into a
relationship less emotionsal, though Just as familiar. She
belives that her problem is that "she had loved without

being asked to love--a nafural, sometimes an inevitable

TP RO L |
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chance, but big with misery" (Is VII, 1l16). The use of the
idiom of gestation gives added poignance to her despair.

She later tells sShirley, "'Love hurts us so, Shirley: it is
80 tormenting, &6 raoking, and 1t BlUras away ouyr strength
with 1ts flame . . .'" (I: XIV, 289). As a result of this
frustration of natural emotions Caroline attémpts to live
5&7féaéoﬂ;”aﬁ-ééﬁificially induced rationality imposed by
self-discipline. She makes a conscious decislion: "She
will determine to look on life steadily, as it is; to begin
to learn its several truths seriously, and to study its
knotty problems olosely, conseientiously" (I: VII, 116).

Caroline responds to repression of emotion by fail-
ing in héalth. The fever she contracts shé ¢annot overdome,
only the health-giving emotion aroused betﬁeen_her and her
newly-found mother gives her the will to recover. Caroline,
in hér exceptional modesty and unassuming humility, has
managed to overlook all the hints dropped by Robert Moore
that in him reason and c¢ircumstance have sﬁbdued hope and
emotion. DMoore states to Yorke on two separéte occasions
that these are not the times for marrying, and a man on the
brink of bankruptcy may not have a private life. He says as
much to Caroline on many occasions, hinting of the day com-~
ing when he can speak out,'of the demand he will put on her,
of the fact that his heart is no longer his own.

His overt acts are of two kinds: he admits to
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qaroline that he sees her form when she i1s not there--in a
cpowded room, in the blowing of a white curtain in an
empty room; and he tries to delay their partings--once when
they héar her uncle coming he declares, "'I don't want to
gos on the contrary I want to stay'" (I: XIII, 281), and
again when she visits him after the shooting he inguires,
most want you to stay?'" to which Caroline replies, "'Because
you most wish té retain when you are most certain to lose'”
(II: XXXV, 319). Finally, when Wellington's success and
the government's response improve Robert's economic condi-
tions, his rational behavior then allows him to act in his
own behalf and offer marriage to Caroline. Even then, he
uses a practical approach, but his motivation is purely
emotional.

The balance tips towards emotion. The voice which
claims that human beings may solve_theif p%oblems by working.
out satisfactory relationships; one with the other, has not
much to say for the wholly rational being. BRobert is the
nearest man to the rational one, and yet he too has suffered
an adjustment and a mutation. He glves in to the emotions
which.he has been sublimating. He selects, for his counter-
part, a young womén who has always appealed to him through
her feminine sensitivity, one lovely and whole only When‘she

allows her emotions to flow freely. He sees his brother,
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superficially calm and aloof but basicélly turbulent,
married to a young woman of undisclosed emotional depths.

He notes the compromise which these two have made to find
completion. His only stronghold on reason is his restraint
from emotional alliance until the practical problem of a

pending bankruptey has been solved by orders of parliament.

seems to come from the novel: that in religious life alonse
man cannot find the solution to his problems; that in the
assoclation of worker and employer, in the:attack on socio-
economic troubles, man cannot find his salvation; that man's
only'hope for happiness and completion rests in his ability ‘
to ereate an interpersonal understanding built on the com=
panionship which ends isolation, on man's fespect for woman's
abilities, and on woman's worshipful acknoﬁledgment of man
as her master and superior: in short, in the compatible
marriagé. Charlotte Bronté& does not suggest that all mar-
riages are good marriages, or that all women--or even all.
men--will marry. She suggests, though, that the idesal
state is that of genuinely reciprocal married love. 3he
ldealizes this condition by creating an image of Man and
Woman; not specific but generic, a Caroline~Shirley marry-
ing a Moore.

The first indication that she wants to show the two

sides of man and the two szides of woman, as contrasted to

The reader is asked to accept the con&iﬁQiSﬁmﬁhiéﬁ'”Wmmm“mr
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the individualized characters in the novel, comes in her
reference to man's two natures in the words of Robert Moore:

"I find in myself, Lina, two natures; one for the
world and business, and one for home and leisure. Gerard
Moore is a hard dog, brought up to mill and market: the

person you call your cousin Robert is sometimes a
dreamer, who llves elsewhere than in Cloth-hall and

counting house."
(I: X111, 280)

Caroline recognizes his two natures when she sees him "smil-
ing in his way which gave a remarkable cast of sweetness to
his mouth, while his brow remained grave . , ." (I: XVI,
319). Later, meeting him unexpectedly after a social event
she notes that "his social hilarity was gone: he had left
it behind him in the Jjoy-echoinz fields round the school;

what remained now was his dark, guiet, business countenance
(Is XVII, 349).

The readexr first envisions the two sides of Robert
Moore, as the narrator says "the sanme man,4only seen on a
different side™ (I: VIII, 144); then the reader sees the
person of Moore moving in two directions within the frame of
the story, called by two names: Robert and Louls, repre-
senting--in his personal reaction to a series of situatlons
and circumstances--the complete man. Walter Allen in The

Therlish Novel suggests that "in the brothers Moore there are

two Rochesters, diminished and tamed to fit an action and a
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background that had to be broadly realistic.“9 But the
hero is not so much two Rbéhesters as one Moore~-the out-
wardly rational aﬁd inwardly emotional Maq.

Similarly the author presents only one woman, emo-
tional and responsive Woman, jourﬁeying in the guise of
Caroline and Shirley, cancelling out--by theif very reflec-
“five natures--the idea of duplication. R. B. Martin notes
that "each has qualities the other lacks. If Shirley has
courage, dignity, and pride,vCaroline has boundless sympathy
with those she 1oves.“10 Hefe are the two natures of woman,
- not split in one person, as Moore seems to be in the begin-
ning of the story, but in two selves which, united, fulfill
the requirements for womenhood. Martin further suggests
that in Shirley and Caroline, Charlotte Brontg& "splits the
consciousness that Jane (Eyre] represents 1nFo two 1:;&::"09.."1:L
And when these two parts are united the reéder becomes gware
of the universality of the character Just\és in the charac-
ter of Robert-louls and begins to sense, then,that the
ultimate solution for mankind is demonstrated in the
compatible marriage of these universalized characters.

The prominence of the third voice, this voice of human

Ywalter Allen, The English Novel (New York: E. P.
Dutton and Company, 195E5, pe 219,

10yartin, op. cit., pp. 133-134.

1l1pid., p. 122.
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compatibility, becomes the dominant ﬁheme at the close of
the novel.. Charlotte Bront& pays final lip-service to the
influence of the Established Church in the community and to
the importance of economic security in attaining domestic
tranquility. °“But the possibility that Caroline-snd-Robert
and Shirley-and-Louls will live useful, complete lives
fééﬁifs_difédﬁi§_frdm'ﬁhéif having ﬁade thé comprdmise of
personelity and the adjustmenﬁ of‘ciroumstances'to assure g
compatible marriage. 8o says the third voice.

Charlotte Bronté has attempied a most complex and
delicately balanced structure in Shjzléx. This young but
skillful writer interweaves the three voices, though they
appear at times random and interruptive, achleving harmony
through polyphony--an early attempt at what was to be so
magnificently accomplished by Joyece in legses--what Northrop‘
Frye has called a unity "built up from an intricate‘scheme

of parallel contrasts."12

lzNorthrop Frye, "Specific Continuous Forms™ in
"Rhetorical Criticism: Theory of Genres," Anatomy of Criti-
cism {New York: Atheneum, 1966), v. 314. Jacob Korg, in the
only serious structural study of the novel ("The Problem of
Unity in Shirley," Nineteenth Century Fiction, XII, Sep-
tenber 1957, 125-136) suggests that the characters exist in
three concentric circles around the center which is egolism,
embodied in the dog Tartar. Unfortunately the idea of the
rings would hold true for almost any novel, where the pro-
tagonist and friends hold the center of interest, his
agssoclates move around at a little distance, the people he
knows only slightly exist in the c¢ircle farthest removed from.
the center. ' '
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Charlétte Bronté had neither the experience nor the
intuitive craftsmanship to succeed gbsolutely in creating
such an involved organization., But she demonstrates skill
in counterbalancing voice against voice,.persuasion against
- persuasion. She creates an orgénic unity in which each
voice retains its indiﬁiduality while allowing the message
T of the author to reach the reader through that one voice
which dominates.

Much of Shirley's distinctive quality results-from
thelauthof's handling éf languapge~~somne excellent, some '
reprehensiﬁleumthrough dietion, power of descriptlion, choles
of point of view, and use of other literary devices.

Charlotte Bronte uses diction in the spéech of the
characters to differentiate to some extent amonz the three
voices of the couhterpoint. Much of the time the reader
cannot tell from the language itself which voice ig speak-
ingy he must depend on action and authorial comment. But
the chureh group, the mill workers, and the youhg people
in their courtship scenes in the homes have differences in
their mannef of speech. For the most part, the clergy and
the churchwomen. speal in Charlotﬁe Bronté's manner: the
English pure (with some syntaétical and géammatical problems);
the allusions biblical and homeletic, with a smattering of

the Classics and standard British authors; the attitude,

on the whole, reasonable and conservative. An exception
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appears in the curates, especially Mr. Donne, a Southerner.
His accent and idiom invite Yorkshire ridipule. The nar-
rator indicates through phonetic spelling where the humor -
liest "'When I gor him' (such was Mr. Donne's pronunciabion)
about to spring, I thought I should have fainted'" (I: XV,

308).
- V_NEhé.éiﬁpie.wofkméﬁ in the mill speak in dialect, but
a‘dialeot neither so phonetically spelled nor so accurately
recorded word by word that the reader oann@t follow.

Charlotte Bronté includes interesting diction of the trade
in the everyday speech of people of the area. NMoore calls
one rioter "'a double-dyed hypocrite'" (I: VIII, 147}, and
Caroline tells the foreman, "'My notions are dyed in faster
colours than yours, Joe'" (IT: XVIII, 13).. Moore, after his
proposal based on materislistic ambitions,.admits his error
to Shirley and complains that "'it has won me bitter wages
e o o' (IIs XXX, 239).

In a similar use of metaphor to indicate character,
Louis, the penniless sultor of an helress, says that he
would "'reward'" an 1maginary‘bride with his love, and would
"be "'repald a thousandfold.'" Shirley, in retaliation, accuses
him of having a pride which "‘counterfeits humility'" (II:
XAXVI, 230). Shirley has already implied her emotional
attachment to Louis Moore when, in her refusal of Robert,

‘she continually refers to a brother-sister affection.
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Although he does not know of his brother's involvement,
Robert reports the "sense of Cain-like desolation” (II:
XXX, 239) which he feels at the time.

‘Both Robert and Louis Mooré naturally lapse into
French on occasion, particularly for terms of endearment.
The reader finds it harder to understand the smattering of
W:F;éﬂ;hﬁiﬁAfhémiﬂféfiérrmohologues of the Yorkeshire school-
boy, Martin Yorke--for though his father ha§ been presented
as almost bilingual, no indication of continental influence
shows in thelr home. Carocline occasionally speaks with a
stilted pomposity, religiously assoclating New Testament
mottos and 014 Testament heroes generally admired in Sunday
School lessons, and seemingly dependent on the single-volune
editions of the literary giants found in a rectory parlor
bookcase. However, this ﬁoes not seem atfall out of charac-
ter. |

Although the population between the covers of
Shirley threatens at times to egual the combined parish
registries of Nunnely, Briarfield, and Whinbury, the reader
has little difficulty in distinguishing one charécter from
“another nor in separating them into the categories of
interest which are here being called the voices of the fugue.
The clergy and churchwomen form one group, although they
speak at times for economics. The mill workers and owners

form the second voice. The courting couples and their
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families and friends form the third voice, although these}
too, speak of the other concerns. Diction partly clarifies
this grouping.

Charlotte Bronté's descriptive abilities come into
play throughout the novel. The narrstor sets the stage in
descriptive passages which make clear the geogfaphic loca—
”iméibﬁé a}mhéméénéﬁarsceﬁes of action. The déscriptions of
Briarmeins and Fieldhead are particularly pyaise—worthy,
also the atmosphere of the ancient forest éf Nunnwood which
Shirley and Caroliné plan to visit and the woodland soli-
tude in which Caroliné encounters young Martin Yorke.
Inga~Stina Ewbank suggests that "Charlotte's language only
becomes truly imaginatife when she 1s working on a mind in
an agony of passion,“ls_yet it seens hardl& possible to find
more poetic.passages than those in which Charlotte Bronté
deseribes the isolation of man in nature~-such a passage,
for example, as the.one which includes the statement that:

'« » o« there came g day when the wind ceased to sob

at the eastern gable of the Rectory, and at the oriel
window of the church. A little cloud like a man's hand
arose in the west: gusts from the same gquarter drove
it on and spread it wide; wet and tempest prevailed a
while. -
(II: XXV, 135)
Anothef such passege declares:

This is an sutumn evening, wet and wild. There is

13 ' oy
Inga-Stina Ewbank, Their Proper Sphere (Cambridge:
Harvard University Press, 1986), p. 153. ‘
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only one cloud in the sky; but it curtains it from pole to
pole. The wind cannot rest: it hurries sobbing over '
hills of sullen outline, colourless with twilight and
mist. The rain has beat all day on that church tower:

it rises dark from the strong enclosure of its grave-
yard: the nettles, the long grass, and the tombs &ll

delp with wet.
' ' (II: XXIII, 100)

The authof's histdric descriptions, while handled
_1ightly and informatively, come 2 little late in The novel
for the casual twentieth~century reader; Qhose who know
the Luyddite riots as early examples of worker-resistance,
and know little more, unless roused to regéarch, are left
with a hazy half-comprehension until they‘reach the final
pages of the final chapter to set them straight on the
relation of dates to historic facts. The topical interest
in national events must have carried the nineteenth-century
reader sailing boldly into é thoroughly unders tandable
situatidn, but some of the universality of the appeal of the
story becomes hampered by the author's assumption of reader-
awareness of facts. |

In the matter of the handling of point of view
Charlotte Bront€ has left something to be desired. With
the planned 1nterweaving of three distinctly separated
volces 1t is 1mpoésible for the author to depend, as she has
Iin the past and will again in Villette, on the single cdn-
fesgsion of the first-person narrater. The difficulty in
" Shirley is that there is a fluctuation among Kinds of nar-

ration: one part seems to be coming from a full dramatized
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narrator, materialized off and on throughout the book to
include the reader in a personal relationship, and par-
ticularly discernible as a person in the opening and clos-
ing of the novel. This narrator makes the reader aware of
time, partially by slipping occasionally into the present

tense, but mostly by asserting,in the final passage of the

| book, dates and changes which have been made by time.

Two completely personal passages, describing events
of which the narrator claims to have been reminded‘by some-
thing in the story, are in no way integrated into the action
or theme of Shirley end seem to serve merely as the outlet
for personal remiriscence by the dramatizéd narrator--
suspiciously appropriate to'the author's personal exper-
iences. One (I: XIV, 300), appears to be a reference to
Mme. Héger of the school in Brussels; the other (II: XXIII,
100}, to the death of Mary Taylor's sister,?‘There is an
omniscient narrator, undramatized, who spéaks of the future
of the Tayler children and who appears to be self-critical
of the style of writing, explaining, within the text and
even in a fdotnote, the use of French words in place of
English (a2 use which, nonetheless, irritates as being
pseundo-intellectual and affected}. One cannot improve on
the simpliclty of the words of Walter Allen who, after

criticizing the inclusion of the curates, remarks that,
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"the omniscient narrator is also a bore.":¥
Charlotte Bronté's dependence on obvious literary.

devices :seems to have resulted from her decision to divide

her message into three contrapuntal voices. Almost all of

the scenes in which Caroline‘takes part are shown from

Caroline's point of view--a negation of the omniscience

'"ihtfédﬁéé&"éiééwhéfé;ls'.But the author must relate the

emofions end personal reactions of some of the other charac-
ters. - She does so partly through the dialoéue. as when
Robert Moore recounts his proposal'to Shiriey verbatim to
his friend Yorke and later to Caroline. But the reader
finds himgself embarrassed bty the contrived reﬁelation of
Louis' interegt in Shirley, when the tutor fecites, word
Tor word, the schoolgirl composition which_éhe had written
vears before. The author uses a notebook 6f intimate con=-
fessions to reveal Louis' inmost thoughtsiénd feelings, as
well as the exact dialogue between him and Shirley. The

narrator asks the reader to "come near, by all means, reader:

14Allen, op. ¢cit., p. 219.

lsAnd this leads to a deception of the reader, who
sees the affalr developing between Shirley and Robert as
Caroline sees it and is therefore surprised and quite pos-
sibly annoyed when he finds that his view is personal,
biased, and not authorial. The same kind of deception takes
place in the hiding of Mrs. Pryor's identity until Carocline
discovers it--thls identification, known to some of the
characters in the story but noet known to the reader, is a
reversal of dramatic irony.
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do not be shy: stoop over his shoulder fearlessly, and read
as he sgeribbles" (II: XXIX, 221). Equally contrived is the
suspense created by timely interruption of the téte-a-tltes
of Robert and Caroline; Just at the peint in the dialogue whan
Robert may be expected to acknowledge his affection.

As Tor the allusions within the bodk, many fall into
7££é_;£é; ;fwéﬁbiic domain, that seemingly bottomless travel-
er's pack of classical, Eiblical; and historic nameg--

supposedly connotative; fragments of the precepts of Christ;
| verses from hymns and old ballads; and obvious--1f general-
jzed--references to Shakespeare and Milton. Less common-
place are some of Charlotte Bronté€'s other allusions. She
mentions, though does not qﬁﬁte, severél French writers
whose names may serve to enlighten some of her readers:
Chenier, Rousseau, Racine, Corneille; La Fontaine, St.
Pierre, and Bossuet. Beyond the standard British suthors
called upon to give depth‘to the novel, tﬁe author mentions
some less usual ones:. Christopher Smart, William Cowper,
end Mrs. Radecliffe. éoldsmith arrives obliquely through
a reference to Tony Lunmpkin's mothery Congreve, by the sug-
gestion of an echo of the Dbargaining scene between Mirabell
and Millamant; Carlyle, by metaphoric use of "the whole
garment” and "a rent sleeve;" and Burns;by an uncredited
couplet from "Tam O'Shanter." The characters in Shirley

respond to allusions nicely--when . Mrs. Pryor suggests that
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Caroline "let the morrow take thought for the things of
itself," Caroline answers by referring to the "evil of the
day" (II: XXI, 63). There is also sn occasional allusion
Charlotte Bronte uses ironically, as when the narrator
réports that under the new curate, Mr. Macarthy, the church
schools flourished "like green bay trees™ (II: XXXVII, 348).

" Out of her own personal interest, Charlotte Bront¥

credits Aqmiral Nelson with his title of the Duke of Bronti
(II: XXVI, 158) and uses "wuthering" as an adjectivé (IX:
XXXIII, 289). Robert's nurse, Mrs. Horsfall, has & name of

historic interesﬁ, the actual surname of a’gentleman of

Marsden, outspoken in his sympathy for the mill-owners of

Leeds, and consequently murdered by Luddite riofers of
April 28, 1811.%°

Of Charlotte Bronté's skill in writing, 6nly a few
examples need be mentioned. The use of repetitionlwith
variation 'in the beginning of the first paragraphs of the
book promises well for the style to follow. Thé_first
varagraph's opening, "Of late years, an abundant shower of
curates has fallen upon the north of England: they lie
very thick on the hills . . ." is changed, in the opening of'
the third paragraph, to read, "Of late years, I say, an

abundant shower of curates has fallen upon the north of

léBriggs, op. cit., p. 208,
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Ehgland; but in gighteen—hundred-eleven—twelve that affluent
rain had not descended . . ." (I: I, 1-2). Sentence cadence
varies effectively. Such sentences as, "Total ruin I know
will follow loss, snd I am aware that gain 1s doubtful; but
I am quite‘cheerfulz so long as I can be active, so long as
I can strive, so long, in short, as my hands are not tied,
miérié_iﬁ§o§SiBi;”£6rrﬁé-£brbé deﬁressed'“ (I} XVI, 320)
contrast with those like, "The funds prospered" (I: XVI,
319). <Charlotte Bronté€ demonstrates rhetorical control in
cunulative paragraphs, built from terse stgtements of ftruth
to the ramifications of the emotional reaction to those
truths, as in the paragraph beginning, "Misery generates
hate . . .Y (I: II, 30). (See pages 107 and 109 of this study.)

It is a popular attitude that one should sense fail-
ure in Charlotte Bronté's book Shirley. Mére distractions
and tangents have waylaid crities of this %ook than have
beset reviewers of any othey of her novels. From Lewes'
review in 1850 to whatever else is Dbeing said at this exact
moment, reviewers, critics, and readers, expectant of
another Jane Eyvre, have expressed disappointment in the novel
which must have seemed to the author at the time to be the |
finest work she could produce. Charlotte Bront¥& wrote to

James Taylor:

and yet I took great pains with Shirley. I did not
hurrys I tried to do my best, and my own impression
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was that 1t was not inferibr to the former work; in%sed
I had bestowed on it more thought and anxlety . . .

Mrs. Gaskell pilcks up the author's own words and continues
in the bilography:
Miss Bronté€ took extreme pains with Shirley. She
felt that the fame she had acquired imposed upon her a
double responsibility. . She tried to make her novel like
a plece of actual life,-~feeling sure that, if she but
--represented the-product of personal experience and
observation truly, good would come out of it in the long
run. She carefully studied the differeqt reviews and
criticisms that had appeared in Jane Eyre, in hopes og
extracting precepts and advice from which to prof‘it.l
Shirley was the author's third novel to be written,
second to be published. She began writing it in the last
months of 1847 and continued to write throughout the next
two years. The novel was published in October 1849, For
critics whose primary concern is biographiqal these dates
are of the utmost importance. The unifiedfsmall band of
Bronté& writers had their hours of triumph in 1847 when each
of the three sisters published her first novel--and when the
devoted sisters still held some hope for the brilliant

future they had all anticlpated for their favored brother

l?Charlotte Bronté to James Taylor on September 35,
1850, in Shorter, op. ¢it., letter 466, I, '166.

18E1izabeth Cleghorn Gaskell, The Ljfe of Charlotte
Brontd (London, J. M. Dent and Sons, 19087, p. 277. Addi-
tional letters from Mrs. Gaskell may be found in The Letters
of Mrs. Ggskell edited by J. A. V. Chapple and Arthur Pollard
(Manchester: Manchester University Press, 1966} which gives
e vivid account of Mrs. Gaskéll's relationship with Charlotte
Brontég.
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Branwell. But before Charlotte had advanced well into

Shirley, she alone was left. The deaths of Branwell, Emily,
and Anne followed hard on one another during eight months
of trial and tragedy. Even the most objective follower of

New Criticism must sense Charlotte Bronté's suffering and

loss beneath the surface of this novel, but this is far from

‘all that may be found there.

e e

squander much time and effort on assigning personal qualities
of both Emily Bront€ and Charlotte's good friend Mary

Taylor to the fictional Shirley,19 with a token of effort
glven to the detection of the personality of Anne Bronté
reflected in the fictional Caroline. That5each of these
characters in Snhirley represents & contrasting kind of young
woman cannot be denied. But, Mrs. Gaskell's memory not
withstanding, the characters are born of Charlotte Bronté&,

and are as genulnely suited to the imagined situations

19Mrs. Gaskell in her pioneering biography makes such
dogmatic statements as "The character of Shirley herself,
is Charlotte Bront&'s representation of Emily" (ibid.),

‘though, to her credit it must be reported that this intrepid

biographer does include Charlotte Bronté's letter disclaim-
ing historical sources for the characters: "'You are not to

- suppose any of the characters in Shirley intended as lit-

eral portraits. It would not suit the rules of art, nor of
ny own feelings, to write in that style. We only suffer
reality to suggest, never to dictate. The hercines are
abstractions, and the heroes also. Gualities I have seen,
loved, and admired, are here and there put 1in as decorative
gems, to be preserved in that sitting'" (ibid., p. 285).
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which unfold in the novel as a skilled and practiced writer
could be expected to accomplish.20

Another bothersome and time-wasting exercise for
critics seems to concern the evaluation of Charlotte Brontd's

service to the world as a soclo-economic explicator of the

case against the Luddite rioters in the Heavy Woolen district

of West Riding during 1811 and 1812. If such a social study

' had been her purpose there would be ample reason for com-

plaint. But history brings life to her novel; she does not

try to bring life to history. As the omniscient narrator

of Shirley explains:

« « » though I describe imperfect characters (every
character in this book will be found to be more or less
imperfect, my pen refusing to draw anything in .the
model line), I have not undertaken to handle degraded
or utterly infamous ones. Child-torturers, slave-
masters and drivers, I consign to the nands of Jailers:
the novelist may be excused from sullying his page with
the record of their deeds. (I: v, 65)

. ’

The author trles to discover what adjustments man

must make in his life. Her interest is not in documenting

20According to the thorough research documented by
Earl A. Kneis in "Art, Death, and the Composition of Shirley"
Victorlan Newsletter, 28 (Fall 1965), p. 22-24, the author's
date on the manuscript indicates that she had completed the
first volume of Shirley (Chapters I through XI) by September,
1848, the month of Branwell's death. Emily died three months
later. ILittle beyond this one volume had been completed by
March 2, 1849. By April 16 a letter to her publisher reports
that she was beginning to write again. Kneis further states
that "the remaining portion of the novel, however, was writ-
ten gquite rapidly, in an attempt to avoid reality by lmmer-
sion in the fictional world" (p. 24). The novel was fin-
ished three months after Anne's death, in May of 1849.
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specific social problens.

There has been a certain amount of épeculatioﬁ as to
why the young author, who had met with such success in the
first-person narrations of an intimate story of oﬁe private
life lived out in the author's well-known and well-loved

locallty of Yorkeshire, should move back some forty years in

_time, and south some few miles into an area she knew but did

not love, among people whose occupation was not that of the
Bronte rural environment. A suitable answer to part of the

question has been offered by Kathleen Tillotson in her

excellent study of Charlotte Bront& in Novels of the Eighteen-
Forties. She suggests that such a shift 1ﬁ time is zus-
picioug: "The past, being past, can be possessed, hovered
and broodéd over . . . the past, not beinglthe present, 1=
stable. . . ."%1 o

One further complaint of the criﬁicé, familiar
through repetition, deserves mention, mainiy because it is

vastly more Jjustified than most of the reliterated conments.

Cbhjections have been rajsed to the overpowering presence of

2lyathleen Mary Tillotson, Novels of the Eighteen-
Forties (Oxford: Clarendon Press, 1954), p. 94. She con-
tinues by suggesting why an author is drawn to a "purpose” or
"nroblem" novel: "Speaking largely, any original effort at
the imaginative translation of actuality must increase the
interest of the art-form which receives it" (p. 119). The
writer is thinking out & problem, and "the debate, whether
it is in his own mind or with recognized opponents, takes
shape outside of him; no doubt he takes sides, but that is
less important than that he shows sides" (p. 121).
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the curate at the opening of the book, and even--~though less
vigorously--to thelr reappearance throughout the story,
particularly in the authorial summary and dismissal of tﬁem
in the thoroughly stylized tying-up-of~ends of the final
chapter. Charlotte Bronté's publisher first objected when
he accepted the bock for publication. The aﬁthor's firm
Wrébuftéluﬁhét'fhe cﬁfafes must sfay in because they are
authentic seems to have deeper significance than the one
usually aseribed to it. The authenticity which she defended
is more aptly applied to the guality and quantity of
Christiasnity embodied in each of these three young men than
to their personal cowardice, bravado, or appetites.22
Whether 6r not the author knew these young ecclesiastics
seems To be quite beside the polnt.

The reader may be deceived by the length and diversi-
fied subject matter of the first chapters: the concern with
detalled representation of the three curates who are, at
best, minor éharacters; the over-emphasis on Mr. Yorke; the

oblique introduction of the economic and social problems of

22pmy Cruse in The Victorians and Their Reading
(Boston: Housghton Mifflin Company, 1935) reports that there
wags strong reaction against the portrayal of the curates
from the beglnning. "A good man people," she comments,
"thought this wvulgar, some thought it irreverent and lacking
in respect to the Church." Charles Kingsley begen to read
Shirley and disliked the first curate chapter so thoroughly
that he dlscarded the novel and gave up the author "'with the
idea that she was a person who liked coarseness'" (p. 267).
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the riots; and the omission of any mention of either Caroline
or Shirley. Wnat appears to be an approaching of the main
subject from the far corner of a distant fleld causes eritics
to accuse Charlotte Brontd of writing ex tempore and without
a settled purpose.

But the careful balance of the three voices of
 Shirley can be discovered through close reading. As they
are discerned, the pattern of the argument becomes c¢lear,
and the diverse characters and their interrelated motiva-
tions form a firm basis for the cOntrapunﬁal motifs of this

complex and artfully constructed novel,



CHAPTER IV

VILLETTE

Charlotte Bronté's story of Villette begins dead cen-
ter in the spiral'of-life; in an isolated heért of loneli-
ness. A 1ittle girl visits temporarily with her amiable
géﬁﬁdihéfwéﬁd"%hégniééj;é.dearly belOVed.son, and yet sherr
exists as an observer, as one not to be admitted into the
worldrof love.

The novel continues always cyélic in motion, In this
pattern the protagonist moves through contrasting areas of
suh.and shadow, illusion and reality, light.and dark, passing

the same identifiable points again and‘again, in each circle

© swinging higher and wlder, with an occasional dip as though

a former cycle were being re-experienced. What happens in
the world through which the protagonist whirls is of wvery
little consequence; the important things happen within her.
in thé middle of hér circling through life, In the period of
those years included in the novel, Lucy Snowe swings wide
and free. As the novel comes to a close the Tether shortens,
At the end she is once more drawn inté the cone of silence
in the center of the pattern. She i1s once more the observer,
isolated in her loneliness.

E. K. Brown offers some interesting suzgesiions aboutb
the author's use of just such an anticipated repetition as

the basis of rhythm in the novel. He indicates the strength
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of‘compositien where repetition "expected and then presented,
enforces the ldea or feeling, makes it more emphatic in its-
resonance.” He belleves the structure best "where repeti-
tion is enveloped in variations, but never so enveloped that
it appears subordinate, "l
Charlotte Bronts deals in Yillette with a pattern
7”based-eﬁ.the complete circle through whlch Lucy Snowe passes
from isolation to depression, from depression to a recon-
ciliation with life, from reconclliation occasionally into
elation, and then a sliding through each of the areas back
to isolation again. She experlences four complete cycles
in the course of the novel, each time beginning and ending
in isolation--or at least depression. Robert A. Colby in
"yillette and the Life of the Mind" speags of Lucy's history

n2 an estimate

as "a kind of apotheosis of deprivation,
Justified by the return to isolation at the end of the novel,
the only ending 1ﬁ Charlotte Bronté's four novels which is
not a nappy one,

From the first appearance of the eovel in January of
1853 the reaction of critics was mixed. Some response was

completely enthusiastic. George Eliot wrote to Mrs. Bray on

1n. x, Brown, "Phase, Character, Incident" in Rhythm
in the Novel (Toronto: University of Toronto Press, 19507,

Dp. 29-30.

2nobert A. Colby, "Villette and the Life of the Mind,"
PMLA, LXXV: 4, pt. 1 {September, 1960), 410-419, p. 412.
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February 15, 1853:

I am only Jjust returned to a sense of the real world
about me for I have been reading Villette, a still more
wonderful book than Jane Eyre. There is somethlng
almost preternatural in its power.J3 _

Harriet Martineau, on the other hand, took Charlotte Bronté
to task both in her review in Tne Daily News and in personal
T 7T correspondencel ooJecting highly to the stress on passion and
on the author's thesis that woman depends on love as the
sustaining and single force in her life. Matthew Arnold
made the most familiar of the derogatory;pronounoements to
Arthur Hugh Clough in a letter of March of that year:

Miss Bronté has written a hideous,.ﬁndelightful, con=-
vulsed, constricted novel. . . . one of the most utter-
ably disagreeable books I ever read.*z

As the years passed, most c¢ritics have approved.of

the emotion and feeling developed within?the characters of
the novel and have tended to associate Charlotte Bronté's
own personal development with the sensitivity reveaied in
Luecy Snowe. Fasnnie Ratchford shows the overtones of the

juvenilia in this novel, particularly the echo of Zamorna snd

his captive bride in the persons of Dr. John and his delicate
bride, Polly.> That Charlotte Bronté was freeing herself

3George Eliot in The George Eliot Letters, edited by
Gordon S. Halght (New Haven: Yale University Press, 1954),
II, 87. .

b¥abthew Arnold, Letters to Authur Hugh Clough, edited
by Howard Lowery (London: Oxford University Press, 1932), I, 132.

5Fannie Ratchford, The Bronté's Web of Childhood (New
York: Columbia University Press, 19517, PP 22-40.
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from the dream world of Angria has been suggested by several
critics after Miss Ratchford. Among them is the.excellently
analytic Kathleen Tillotson, For the strong emotional release
experienced by Lucy and enjoyed by M. Paul, ag well as the
cold but heroic proportion of br.'John, are reminliscent of
the wholly romantic stories of the author's youth.

) " "But more than the tone of the novel, or evén its
sources, has troubled éhe.critics over the years. The
major problem seems to have been to diseern an acceptable
structure in the novel., Viewing the novel primarily as a
linear cowmposition,; readers, critics-~-even the publishergw-
have been sware of a break in emphasis when Lucy gives up
Dr. John and turns her attention toward‘thé professor. In
answer to Just such a complaint from George Smith, her
publisher, Charlotte Bronté wrote in December of 1852:

I nmust pfonounce you right again, in your complaint
of the transfer of interest in the third volume from
one set of characters to another. It 1s not pleasant,
and it will probably be found as unwelcone to the geader
as it was, in a sense, compulsory upon the writer(

By responding to this compulsion in her writing Charlotte
Bront€ demonstrates her genlus. For what is'right for this

sensitive author at the moment of compdsition is best for

the novel., In her act of creating she gives free play to

6Charlotte Bront® to Georgze Smith, December 6, 1852,
in The Brontés: Life and Letters, edited by Clement Shorter
(London: Hodder and Stoughton, 1908), letter 599, II, 289.
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the inner prompting which she feels toward the pattern taking
- shape in her book. The form which results, the structure
which takes shape within the novel, the pattern which com-
pels and directs the hand of the author is the force which
must not be curbea. '

The same balking at what they consider two linear
developments has been the most frequent complaint of the
nmodern critics.? One ﬁust think_threemdimensionally,
beyond-linear progression, in order to make sense out of the
_ structure of Villette.

.Colby, in his excellent analysis of the novel, gives

a hint of the kind of structure which underlies Villette

when he suggests that "in the very framework of Villette
and in the point of view from which it is told, there is
- embedded that circularity of life and literabture, romarnce

and reality that envelops its incidents, characters, and

e e e 04 e W T At I It

71n studies otherwise acutely perceptive sone éf
the most reliable of the critics of Villette have been
troubled by its structure: Inga-Stinz Ewbank, Thelr Probper

Svhere (Cambridge: Harvard University Press, 1966), p. Ll74;

=i}

Je A, Falconer, "The Professor and Villette: a Study of

Development, " Bnglish Studies, (Avril, 1927), p. 33; Robert

=yl oy v el 4 inil = S

B. Martin, Accents of Persuagion (New York: W. W. Norton
and Company, 1966), pp. 169 and 1773 Arnold Shapiro, “A

Study in the Development of Art and Ideas in Charlotte
Bronté's Fiction," unpublished Doctoral dissertation, Indiana
University, 1965, pp. 228-268; Melvin R. Watson, "Form and
Substance in the Bront&€ Novels" in From Jane Austen to Jogeph
Conrad, edited by Robert C, Rathburn and Martin Steinmann,
Jr. {Minneapolis: University of Minnesota Press, 1958) Do
11507
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thought.“8 The example which he gives, of a novel written
about a person thinking of writing a novel about a man who
does not write a novel (II: XXXITI, 165),9 while cyelic in
its own way, is less organic than the suggestion here being
made: that the pattern of the ﬁovei 1tself is a series of
concentric circles, a spifal vernhaps, which repeatedly
" Tearries the protagonist from isolation to elation and back
to isolation,

The first of these well~defiﬁed cyclic progressions
takes pléce in the first fifteen chapters of the book, the
vart of the story which carries Lucy from her childhood
around to the point at whioch she sesks to confess to the
priest Pére Silas. The stages through which Lucy passes as
she swings from dark to light and back to dark again are
demonstrated by her change in circumstance and her conse-
quent change in attitude. The first chapters of the book
find her 1solated,-an ountsider. in her godmother's house in
Bretton, in her sequestered life with Misg Marchmont, in the_
brief visit to London, she remains the observer. Her depres-

sion, short-lived but full of angulsh, takes place when she

8colby, op. cit., p. 415.
9

e e e b Y e A e e et Siim Y

I1, chapter, and page. The work originally appearsd as
Villette, 3 volumes (London: Smith, Elder and Company, 1853).

s S b g e e
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wanders unprotected and the 1ﬁtended victim of drunken
pedestrians on the night of her arrival in Villette, after
she has been momentarily set on the right path by a courteous
young man, whe turns out to be Dr. John. Her reconciliation :

with life follows when Mme. Beck accepts her, first as

childfs_ngrsgngn@ then as teacher; The sudden shadow of

isolation comes during this'early'section of the novel as

she observes 1life from her hidden garden corner--her allée
géiggéggr-and the isolated teacher's desk, but the climate
persists as one of reconciliation, especially during the
play=acting scene when Lucy tries to please M. Paul and
£1irt with Dr. John at the seme time. Although the scene
does not reach the level of elation 1t hés the possibilities
indicated in 1ts.1iveliness. The discovery of Dr. John's
attraction to Ginevra brings on depression, and is followed
by Lucy's complete physical isolation during the long holi-
day. The mood shifts to the depression of fever and the
extravagant gesture of & Protestant seeking the confessional,
This leads directly to isolation as Pére Silas sendé her
from the church with a promise but little solace.

The second cycle continues from the mental isolation
following the dismlissal by the priest and the physical iso-
lation of complete collapse. With a sudden swoop Lucy |
swings past depreésion into the area of reconciliation when

Dr. John saves her, the Bretton family accepts her, comforts
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and cares for her. Her soclal activities with John, in the
art gallery and then at the concert, lead Lucy to her ini-
tial sehse of elation as John rejlects Ginevra and smiles on
Inmey. Though she seems momentarily depressed when she
returns to the school a brief period of reconciliation
,N??t?ﬁl;y_takes place, since everyone welcomes her and makes
her feél needed., Her mood.grows to alation.as she receives
letters and attentions from Dr. John and finally 1s invited
to spend an evening of passion in the theatre by his side.
The fire, and the consequent reunion with;Polly and her
father, signal Lucy's oncoming dark times. She recognizes
Dr. John's interest in Polly and though she knoﬁs that she
should be reconciled by the attentlon which the de Bagsom-
plerres and the Brettons show her, her own embtional disap-
pointment overshadows thelr friendliness, bringing on
depression. In the shadow of_depressioﬁ she buries John's
letters and accepts his offexr of brotherly love.

In the third cycle, agéin she swoops forward, this
time from depression to elation, as her a;sociationwlth M.

Paul shines forth with affection-~mutually shown, mutually

accepted. One sudden overcast of darkness clouds this period

of elation as she hides from M., Paul when he seeks her,
causing her to exsmine her own heart and berate her own emo-
tions. The elation she experiences has a sudden ending

brought on by the interference: of Paul's family and friends.

[IHERE T R Rt
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Lucy again plunges ilnto the dark of depression followed by
the void of isolation. Her protestantism, her insular ways,
M. Paul's own financial and emotional commitmehts, come
between‘her_and the happiness she has been eXperiencing.

Her belief that M. Paul has left for his three-year sojourn

in the West Indies without a farewell is the advent of

“sorrow. In this period of detachment, of isolation, of being

the obserer, she makes her strangely hallucinatory night

visit to the park en féte.

The fourth ¢ycle begins with this 1s§lation at the
féte. Then there is a dramatic shift in mood and Lucy
sweeps suddenly into a new ?eriod oif elation. M. Paul
reappears, offers her his gift, his love, and the promise of
the great full life. The final swing carries Iuney--though
now reconciled by caresr, legacy, and memory--into the deadly
silent, empty, center of life without her love. And so the
novel ends, as it began, in isolation.

Viewed as a series of circular recurrences of mood
and emotional tension, the novel appears structurally sound,
Other critics have sensed the idea of the cycle without
exactly stating its function. For example, Phyllis Bentley,
in her booklet.for the National Book League, suggests the

circling motion when she describes the characters in Villette.

She speaks of the main characters, which she finds excellently

drawn, and says that "around this core, their inter-relations

-
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rather too neatly and skilfully arranged, circle three
other groups," the Brettons, the de Bassomplerres, and

Ginevra and her :Lover.lo

Without actually suggesting the
¢cyelic structure of the entire novel, Miss Bentley has
indicated the circular motion within the novel.

In one of the most telling devices, Charlotte Brontd

‘¢reates this sense of orbiting by repeating scenes or exper-

iences which the characters have in various parts of the
book, almost as though indicating a signpost already past
which reappears, Sometimes the identical scene is re-enacted.
Occaslionally there is a reversal, or the characters shift,
Often details become symbolicc In all cases the reader
notices-ﬁhat he has passed this way before, and he suffers
from that disturbing sensation of re-experiencing a lost
momen t qut of the past.

Part of the strength of this deﬁice rests in its
ability to limit the cosmes in which Lucy orbits. The

restriction brings sbout a concentration of emphasis. José

10ppy115s Bentley, The Bronté Sisters, published for the
British Council and the National Book Leagus (London: Longmans,
Green and Company, 1950), p. 28. Falconer (op. git.) on the
contrary feels-that the 'character grouplng in more complicated
and less symmetrical, that is, less artificial, than in any of
her other novels" (p. 35). Although he is disagreeing with Miss
Bentley's evaluation of the "{oo neatly and skilfully arranged"
grouping of the characters, he expresses a dissatisfaction with
the bilateral division so often assigned to the novel, He sees
the distraction of Dr. John by the two minor characters (Ginerva
and Polly) as a break with the linear two-part division.
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Ortegg y Gasset has made the statement that "the author must
seé to 1t that the reader is cut off from his real horizon
and emprisoned in a small, hermetically sealed universe--

the inner realm of the novel."ll

By a continuous rounding
of experlences, Charlotte Bronté assures the readers' occu-

pation of this universe. By reminding first the character.

“ and theh the Teader of the familiarity of the sights the

author indicates the repetitious oircuit of Lucy through life
and through the novel.

Lucy herself points out several of these repeated
experiences. The most obvious répetition comes in her
awakening from fever and coilapse on the streets of Villette

only to find herself apparently back in Hér godmother's

' house in Bretton. The familiarity of the furniture, of the

decorative objects in the room, calls to mind her former
experience, her former lsolation in the world of love. Ilucy
reacts emotionally: |

Bretton! DBretton! and ten years ago shone reflected
in that mirror. And why did Bretton and my fourteenth
year haunt me thus? Why, if they came at all did they
not return complete?

(It XVI, 212)

o

1lrosé Ortega y Gasset, "Notes on the Novel"™ in The
Dehumanization of Art: and Cther Writings on Art and Culture
(Garden City: Doubleday and Company, 1956), p. 83. Kathleen
Tillotson, Novels of the Ejghteen-Forties (Londoni Oxford
University Press, 1954) senses in most of the Brpnté novels
an echo of Richardson in "that nightmare-like impression
« + « of a closed-in world with the heroine as captive or in
frantic flight" (p., 149)}. The achievement of Villette is the
inclusion of the reader in this closed-in world.,
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The reawskening in a dislocated town of Bretton brings back
a second visitation of her schoel-girl love for Graham
Bretton-~now known to the reader as Dr. John. The simi-
laxrity of expression in the boy Grahamn-ﬁarticularly ag he
appears in the portrait in Luc&'s room at La Terrasse, this
continentai version of Bretton-~is noticeable in the expres-
sion occasionally discainible in the adult Dr. John (It o
XVIII, 245)., Other reﬁiniscences of the past come to light
as Luéy lives again, briefly, in the security of the Bretton
family. Polly takes her former pogition as spolled and
protected, oblivious of others in her devofion to one she
loves, and still ready to seek Iucy for comfort and reassur-
ance. At both periods Polly fails to notice Imey's interest
in John, at both periocds she turns to Lucy to smooth the

way for her.lz

_ But the reappearance of famlliar scenes means more
than nmerely a recurreﬁce of childhood experiences relived
with greater 1ﬁtensity in maturity. RFepeated scenes may
occeur clogely related in time. Lucy responds to her two
attacks of melanchollia in a similar manner. Discouraged

because she has sensed Dr. John's interest in Ginevra, alone

-~

121n ancother recurrent scene Polly reacts to John's
letter—~studying the handwriting and the seal, postponing
the delight of reading it (II: XXXII, 146-157)--just as Luecy
had reacted to the first letter she received from John

(I: XXI, 302-309).
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in the school over the long‘vacation wlth only an idiot
child to tend, she finally succumbs to fever. Then one
night she rouses herself to actlont

Cne eVeningw-and I was ot delirious: I was in oy
sane mind--I got up, dressed myself, weak and shaking.
The solitude and the stillness of the long dormitory
could not be bourne any longer. . . . I felt, too, that
the trial God had appointed me was gaining its climax,
_and must_now. be turned by my own hands, hot, fceble,’
trembling as they were. . . . that insufferable thought
of being no more loved--no more owned, half-yielded to
hope of the contrary--I was sure this hope would shine
clearer if I got out from under this house-roof. . .+ .

(I: XV, 201-202)

In a sipllar manner Lucy rouses herself from the bed where
she lies in sorrow over the supposed desertion by M. Paul.
The drug administered by Mme. Beck has nat worked:

Instead of stupor, came exclitement. I became allve
to a new thought--to reverie peculiar in colouring.
A gathering call ran among the faculties, their bugles
sang, thelr trumpets rang an untimely summons. Imagina-
tion was roused from her rest, and she came forth
impetuous and venturous. . , . To my gasping senses she
made the glimmering gloom, the narrow limits, the
oppressive heat of the, dormitory, intolerable. She
‘lured me to leave this den and follow her forth into

-dew, coolness and glory.
(II+ XXXVIII, 255)

’

In the first escape, Lucy seeks "a ocertain quiet hill, a
long way distant in the fields" (I: XV, 202), in the second,
"the park, the summer parkiwithlits long alley all silent,
lone snd safe” (I XXXVIII, 256). The first experience led
to a reconciliatioﬁ with John. "The reader can but wonder,
will the second lead to a reconséiliation with M. .Paul?

Several other timeéfLﬁcy!hérself comments on &
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repeated scene. When John takes her back to school after her
convalescence at La Terrasse she recalls:

- Just such a night was 1t as that on which, not a year

ago, I had flrst stopped at this very threshold; Jjust

gimilar was the scene. I remembered the very shapes

of the paving-stones which I had noted with idle eye,

while, with a thick-beating heart, I walted the unclos-

ing of the door at which I stood~-a solitary and a

suppliant. On that night, too, I had briefly met with
_him who _now stood with me.

(I:+ XXI, 28?-288)

'But this arrival at the school door, thls giving over to

the future beyond the door, becomes an exﬁerience which will
be passed more than twice. , After the triumphant day of
reconciliation and elation in the Faubourg Clotilde where

M. Paul has made Lucy the gift of her school and declared
his love and his hopes for their future, the lovers. return
to Madame Beck g. Lucy reports:

We reached Madame Bepk s door. Jeén Baptisté's clock
tolled nire. At this hpur, in this house, eighteen
months since, had this man at my side bent before me,
looking into my face and eyes, and arbltered by destiny.
This very evening he had again stooped, gazed, and :
decreed, How different the look--how far otherwise the
fate! ‘

(IT: XLI, 308)
Both of these experiences eSsenﬁially reverse the first time

around.13

131n other cases a similar reversal takes place. When
Luey, désperately in need of money, leaves her position upon
Miss Marchmont's death, the promlsed legacy is not supplied-~
instead "my wages were duly pald by her second cousin, the
heir, an avaricious~looking man" (It V, 40). Later, when
money is no longer of great 1mportance to Lucey the miserly
heir sends one hundred pounds--~"he was Jjust recovering from a
dangerous 1llness: the money was a peace-offering to his con-
sclence" (II: XLII, 310). ;
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Charlotte Bronté uses a variation of this device when
she again has Lucy go through much thelsame experience with
Paul as she has already been through with John. After she
and John quarrel over the worthless Ginevra, Lucy soon reaches

the point where she must have a reconciliations She pleadst

"But let me unsay what I said in enger. . . . Let
__ _us_agree to differ. -Let me be pardoned; that is what I
ask."

"Do‘you think I cherish ill-will for one warm word?"
"I see that you do not and cannot. But just say,

'Lucy, I forgive you!' Say that to ease me of the
heartache."

"Put away .your heartache, as I will put away mine; for
you wounded me a little, Lucy. Now, when the paln is
" gone, I more than forgive: I feel grateful, as to a
sincere well-wisgher."
(Is XVIII, 241-242)

The scene with M, Paul appears to be quite;different {as he
end John are such completely different men), and yet essen~
tially he and Luscy fece the same problem in the same way.,
M. Paul sounds contrite as he speaks to Lucy!

"Then it was my words which wounded you? Consider
them unsaid; permit my retractionj accord my pardon."

"I am not angry, monsieur,"

"Then you are worse than angry--grieved, Forglve me,
Miss Lucy."

"M. Emanuel, I do forgive you."

"Let us hear you say, in the voice natural to you,
and not in that alien tone, 'Mon ami, je vous pardonne.'”

"He made me smile. Who could help smiling at his
wistfulness, his simplicity, his earnestness?
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"Bon!" he cried; "Voild que le jour va poindre!
Dites donc, mon ami."” '

"Monsieur Paul, Jje vous pardonne."”
(II: XXVII, 88-89)

Later M. Paul counterposes this request in a dialogue
reminiscent of this one, Jjust near enough in essence‘that it
may remind Lucy (and the reader) of the familiarity of the
"~ situation. TIn the period of elation brought on by her
growing sympathy and her understanding of M. Paul, Lucy has
one of her withdrawals. Bedause she feels publicly coerced,
she will not Join the others in their tribute and give him
his birthday present, although it lies ready in her lap.
His natﬁral disappointment carries over into thelir meeting
after the school celebration. 'When Luey &ells him that she
| didlknow‘about the birthday custon, PaulJénswers in a way
typically his own:
"It is well-~you do right'to be honest. I should
almost have hated you had you flattered and lied. Better
~declare at once~-'Paul Carl Emanuel--je te déteste, mon
gargon!'--than smile an interest, look an affection, and
be false and cold at heart.”
' | (IT: XXIX, 119)
The contrast between "Mon emi, je vous pardonne” and "Je te
déteste, mon gargon" asserts moré than a simple reversal.
Tn this latter imagined condemnation, M, Paul has proposed
that Lucy should tutover him. The trenslated (oxr half-
translated) dlalogue recordéd in Lucy's memoirs does not

indicate anywhere that thelr conversations have shifted into

the familiar form. The reéﬁer may have been aware that for
i ‘



161

some strange reason M. Paul addresses his cousin and close
associate Mme. Beck as vous_("'Léissez-moi! + « » Sortez
d'ieil"” II: XLI, 295) and that even on the final excursion

to the Faubourg Clotilde while he promises Lucy his constancy
through letters he addresses her formally, saying, "'Soyez
tranquille'" (II: XLI, 299). But his tempestuous suggestion
“that Lucy might have said "Je te déteste gives promise of
the possibilitles in thelr relationship, bringing this |
familiar scene into new focus as Lucy re-experiences it.

Occasionally the repeated scene becomes symbolic in

slgnificance as it reappears. ILucy's burial of John's
letters has a strong resemblance. to the gérlier tale of the
buried nun, and somehow links to a negation of the death
lmage in the recurrent imasge of M. Paul busy with trowel and
watering can, sustained by his love of gaédening, of the
growing, the ylelding of nature (II: XXXVI, 205). Lucy gives
her initial description of the old pear tree in the garden:

« « « yOu saw, in scraping away the mossy earth between
the half=-bared roots, a glimpse of slab, smooth, hard,
and black. The legend went, unconfirmed and unaccredlted,
but still propogated, that this was the portal of a
vault, imprisoning deep beneath the ground, on whose
surface grass grew end flowers bloomed, the bones of a
glrl whom a monkish conclave of the drear middle ages
had here buried alive for some sin against her vow.

, (Is+ XII, 130-131)

Into this garden a missile{is thrown by an unknown hand, a.
small ivory box containing violets and a love letter which
Lucy knows cannot be meant for her. And into the soft earth

of this garden, where the young nun Waélinterred alive, lLucy

|t
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will bury her letters from John--not love letters but serving
as. an acceptable counterfelt to fill luoy's need. Here her
love will be buried alive as the nun was burled alive:

I knew there was such a hollow, hidden partly by ivy
and creepers growlng thick round; and there I meditated
hiding my treasure. But I was not only going to hide a
treasure--I meant also to bury a grief. That grief over
which I had lately been weeping, as I wrapped i1t in its

winding sheet; migt be interred

...... e dE Wk A WL R

(II: XXVI, 57)

In addition to the repeated scene as an indication of
the cyclic amction of the novel, the suthor has embedded
words which hint'of the progress under way. The circle
becomes a thematic metaphor within the novel, suggesting
the presence of the same form in the larger view of struc-
ture. Naturalistic uses of the image appear in the story
and their symbolic signifiéance becomes apparent. Physical
circles are mentioned: "a magic circle” forms around Polly
in society (II: XXVII, 80, 86); with Paul and his friends
in the park "hint, alluslion, comment, went around the circle”
(II: XXXIX, 273); when Lucy waits for him to leave his
pupils and approéch her she sees that "the semi-circle was
almost traveled round" (II: XXXVIII, 248); at the lottery
she notices "the alternation of hope and fear ralsed by each
turn of the wheel" (It XX, 281). The circle appears in
common idiom: Mme. Beck is "quite a living catherine-
wheel of compliments" (I: XIX, 247); and M. Paul "set his
shoulder to the wheel" (I3 XX, 278). But other uses of the
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clrele seem to indicate more épecifically something of the
structure. Lucy begins the metaphor by ammouncing, "I got
on in my new sphere very well" (I: IX, 100); later she com- 
ments to herself, "'I suppose, Lucy Snowe, the orb of your
life is not to be so rounded'" (II: XXXI, 140), At one

point she suggests the sweep of the spiral course through

" 1ife when she allies herself to a bird:

My heart did not fail at all in this confllict; I
only wished that'I had wings and could ascend the gale,
spread and repose my pinions on its strength, career in
its course, sweep where 1t swept.

(It XVII, 206)

At the end of the novel the author seems to describe
for her readers just what has been taking place in the
circular structure, In reference to M. Paul the narrator
says, "Certain poeints, crises, certain feelings, Joys, griefs,
and amazements, when reviewed, must strikeius as things
wildered and whirling, dim as a wheel fast spun’ (IT: XLIT,
301).

The wheel which spins for Lucy does not always turn
through the world of' sunshine and pleasure, nor always a
world clouded and dark. She passes from dne climate to the
next suddenly and disquietingly. The chapter titles indi-~
cate something of the abrupt changes which affedt her: the
most apparent are "Fraternity" followed by "The Apple of
Discord" and "Sunshine" followed by "Cloud."

In fact, Charlotte Brénté.uses contrast, expressions
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diametriéally opposed which follow one another, as one of
thegmost 1nsistent‘def1ces in this novel. S8he links words

of gpposite meanings: "backward or forward,"” "incomings and
outgoings," "the best or the worst," and"Yes or No." She
uses palrs of contrasting expressions: ;Will it be long--
will 1t be short? . . . Will 1%t be cool-;will it be kind?

© ... .'So 1little had I hoped, so much had I feared," end
"Sometimes he was studlous; sometimes he was merry."
Occasionally the author italiclzes the palr of dissimilar
words 1ln these expresslions for added insigtence on contrastt
"'The merry may laugh wlth memma, but thelweak will only
laugh at her,'" "'I belleve you may; you believe you can't,'”
and "'Hushe I will not: end go on I will.'" Her descrip-
tions often point to a dichotomy in situations: "Three
weeks of that vacation were hot, falr, and dry, but the fourth
and fifth wefe tempestuous and wet," "He was as good to me
as the well is to the parched Wayfarer--és the sun to the
shivering Jjailbird," and _ _

How brilliant seeﬁed the shops! How gléd, gay, and
asbundant flowed the tide of life along the broad pave-
ment! While I looked, the thought of the Rue Fossette
came across me-=-of the walled-in garden and school-
house, and of the dark, vast "classes," where as at this
very hour, it was my wont to wander all sclitary. « « .

‘ (I: XX, 230) _
The diction of the novel offers a continuiﬁg reminder that
Lucy spins thfough a world made up of contrasting emotions

and situations.
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‘ Contrast of charactérs'gives part of the fofoe to
Villette. On the surface Lucy seems serious, sensitive,
unloved for much of her life, and throﬁgh much of the novel
she is consciously striving to be disciplined in nature and
behavioralu The two other young women who share her story
are set in marked contrast to her. Love completely protects
"Polly Home de Bassomplerre and shelters her from participa;
tion in any of the realities of life. Ginevra Fanshawe
shows herselfras giddy, flirtatious, and fickle. The three
men seem to be equally unlike one another. M. Paul Emanuel
' acts openly and emotionally, and yet he turns out to be
dedicated to his beliefs and commitments. ;Dr. John Graham
Bretton remains contemplative, conservative, and_steadfast in
whatever alleglance he has at the moment. The Count de
Hamal, khown only by reputation and reported action, acts

always as an affected dandy. No character resembles any -

other in physical appearance.

luYet Lucy herself notes that varlious people see her
as they wish to see her, Of her assoclates at school she
remarks, "Madame Beck esteemed me learned and blue; Miss Fan-
shawe, caustic, ironlc, and cynical . . . whilst another per-
son, Professor Paul Emanuel to wit, never lost an opportunity
of intimating his opinion that mine was a firey and rash
nature--adventurous, indocile, and audacious" (II: XXVI, 64).
Later she suggests to herself, "'Miss Fanshawe there regards
you as a second Diogenes. . . « Dr. John Bretton knows you
~only as "qulet Lucy"--"a creature inoffensive as a shadow.
« « «" This harsh 1little man [M., Paull--this pitiless censor--
gathers up all your poor scattered sins of vanity . . . and
calls you to account for the lot, and for each item. You are
well habituated to be passed by as a shadow in Life's sun-
shine . . " (II: XXVIII, 104-105),
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Yet these residents of Villette show a much greater
complexity in the delineation of thelr charscters. The.main
characters are each shown as being made up of contrasting--
almost conflicting-~inclinations and responses; they seem
to move through a two-part existence. Lucy recognizes thils
ambivalence, particularly in herself:

Besides, I seemed to hold two lives--the life of
thought, and that of reality; and, provided the former
was nourished with a sufficiency of the strange necro-
mantic Joys of fancy, the privileges of the latter might
remain limited to daily bread, hourly work, and a roof
of shelter.

| (It VIII, 92-93) |
She notes the multiplicity of the parts she plays in the
lives of others; one of her objections o her assocliation
with Dr. John is that "he wanted always to give me a role
not mine'" (II: XXVII, 85). 5She indicates her sensitivity
toward the changing, passing scene when she tells the reader
of her happiness found through M. Paul's sympathy s

I grew quite happy--strargely happy--in making him
secure, content, tranquil. Yesterday, I could not have
believed that earth held, or life afforded, moments like
the few 1 was now passing.

(ITt XXXv, 201)

Lucy notices the complexity of the personalitles of
the people around her. As narrator she feels the need to
excuse what may seem to be ;nconSistencies in her attitude
toward Dr. John: "The reader 1s requested to note a seeming
contradiction in the two views which have been given of

Graham Bretton--the public and the private--the cutdoor and
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the indoor view" (I: XIX, 249). ‘She points out the differ~
ence between him and the fop, de Hamal (I: XIV, 185), and
between him and the professor, M. Paul (I: XX, 282). 'The
other characters, too, tell Lucy of Dr. John's duality or his
chnanging nature. Ginevra remarks that she had thought Dr.

John and she would be "'1ike two butterflies'" together,

but instead, she has found him at times "'as grave as a

judge'™ (I: IX, 112). John's mother teases her son by demand-
ing of Lueyt: "'Lucy, has he not rather the alr of an incip-
ient John Bull? He used to;be slender as an eel . « .'"
(I:+ XVII, 235). Of her own relationship with John, Luecy 1is
most sensitive~-and for the best of reasons. In her longing
for love, after she has relinquished all hold on John, she
recalls their'relationship as being "half marble and half
lifes only on one hand truth, and on the other perhaps a
jest"™ (II: XXXI, 141). |
Toward Paul her senses are even more acute. Very
early in their assooiatlon, she feels hls propensities for
emotions and reactions. She remarksy a little wryly, about
his directorship of the schpoi play:
No sooner was the play over and well over, than the
choleric and arbitrary M. Paul underwent a metamorphosis.
His hour of managerial responsibillity past, he at once
1laid aside his magisterial austerity; in a moment he
stood amongst us, vivaclous, kind, and soclal. . ..
(I+ XIV, 176~ 1??)

later, when her understanding of him incresases, she can

comment that "never was a better little man, in some points,
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than M., ?aul; never, in others, a more waspish little
despot"” (II: XXVI, 66). In each of these cases the wonder
is not that these characters are multi-faceted, or even that
they themselves see their complexities, but that Charlotte
Brontd has been able to oreate living human beings, as
diversified as you and I, yet people whose‘form and sub-
7ﬁ£€£ﬁ;;_éfé'fé§irfbﬂehé”}ééder'and whose éctiona are, for thé
most part, unmistakably characteristic even in their multi-
plicity.

The author has a way of playing off one character
against another. Of course, except for remarks of the
others which lLucy quotes directly, all oﬁ:the opinions and
attitudes which the reader learns about are those of the
narrator, Miss lLucy Snowe. .Evanithe actidns, as they are
recorded in the narration, are only those which Lucy chooses
to notice. But in her attention to the differences among
other people Lucy serves as a reliable narrator. At both
the art gallery and the concert she observes the reactions
of those around her. Dufing the musical performance she
conscientiously reports Ginevra's rude and flighty behavior,
and 1nd1¢ates John's reaction as well as her own. M Paul's
activities in the concert hall, faithfully noted and recorded,
give this active 1ittle professor an added dimensioh in the
nind of the reader.

But when Charlotte Bronté introduces the progression
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of the three suitors in the story as they react to the
voluptuous painting of "Cleopatra"15 she shows, through
contrast, what Lucy would never have begn able to reveal
under ordinary clrcumstances. Iucy clearly exposes herself
in her reactiqn to the paintiné. - She first comments with

a show of her common sense that the painting "represented a

" woman, considerably larger, I thought, than 1life" (I: XIX,

252). Lﬁcy cannot see the painting as thé creétive expres=-
sion of an artisti she sees only that the detalls--while
painted distinetly--are inconsistent with life, with her
understanding of how a woman would recline in a room. She
prefers "little pictures of‘still life: wiid flowers, wild
fruit, moséy wood~nests" (I: XIX, 253)--things real but safe,
tenderly natural but not things which would disturb the
passions.l6 But in the ért gallery, though she may not be
eble to analyze her own reactions, she can sense the per-
sonalities of the three men she knows by their responses to

the palnting. M, Paul's sense of decorum-is disturbed when he

sees Lucy viewing the nudé. E¢ conducts her to a corner vhere

15Some discussion has been raised gbout the actual
plcture being described by Charlotte Bront&. It seems pos-
sible that "Cleopatra,”™ under another title, might be one
of the paintings seen by Charlotte Bronté on her visits to
London just prior to the writing of the novel,

16Her reaction at the concert fits this pattern. The
chorus of burghers, hearty and unimaginative, please her--
but not the other singers.
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she may study what she considers "a series of most specially
dreary cadres" showlng four pious stages in a woman's life
(Is XIX, 254). When challenged on his opinion of "Cleopatra,"
M. Paul admits that though she appears to have a superb
figure he would not like her for wife nor daughter nor
sister (I: XIX, 258). |
. fTne y&aﬁg“dahdy; fhe Count.de Hamal, gazes with
admiration on the figufe. Drs John reports that the young
count remarked that she is “'le.type du vqluptueux.'" Dr.,
John, reacting to this sensuous interpretétion tells Lucy,
"*Ny mother is a better-looking woman. . « « I can only say,
"le voluptueux" is little to my liking'" (I3 XIX, 260).

Through an art.form, the essentlal difference between
the natures of Lucy and Dr. John becomes apparent not ohly
to the reader but To Lucy as well. At the theatrical per-
formance of the greaﬁ Véshti, Lucy becomes lost in the over-
whelming‘passion which the actress arouseslin her. Shor;ly
before this scene, Lucy has declared that "a new creed
became mine--a belief in'happiness. + » o Feeling and I
turned Reason out of doors . . »" (II# XXIII, 1-2).i Her
hope, aroused by John's attention, has begun to color her
every movement; his invitation to the theatre has lifted
her to a piteh of expectation. In this mood she sees an
accomplished actress lay bare the passions of life. Ohe

responds characteristically, exppsing the turbulence within
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her nature:
It was a marvellous sight; a mighty revelation.

It was a spectacle low, horrible, immoral.
| (IIt XXIII, 7)

Iucy feels that she must know John's reaction to "that

sinister and sovereign Vashti;" so she interrupts his con~

- centration to ask hinm.

"Hm-m-m." was the first scarce articulate but expres-
sive answer; and then such a strange smile went wander-
ing round his 1lips, a smile so critical, so almost
callous! . . . he Jjudged her as a woman, not an artist:
it was a branding Judgment.

. . (IIs XXIII, 10)
This brings about a remarkable change 1n Iuoy's attitude:
she recognizes John's lack of passionate involvemenj with
the art form, while she has relinquished her resistance to
her own feelings, has shifted from her pésition of observer
at the art gallery and the concert 1o bécome a participant
in a wholly emotional experience.

The core of the novel finds its expression in the
contrast of this bllateral Struggle within herself, oftep
demonstrated in her light and dark moods. Robert B. Heilman
has called this the "conflict between reason-judgment-common

sense and feeling—imagination-intuition."1?‘ The struggle

17Robert B. Heilwan, "Charlotte Bronté, Reason and
the Moon," Nineteenth Century Fiction, XIV: & (March 1960),
288. He further states that "in Villette as a whole Charlotte
takes speclal pains to Justify feeling, almost as if she had
to beat down the principles of a too rational world" (p.
286). Miss Ewbank (op. ¢it) picks up this concept and extends
1t to be seen in Lucy as a "psychomachia, a dialogue in her
soul between HReason and Imaginafion . . ." (p. 189).
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persists, for a time at least, as a pltched batﬁle, for, as
Walter Allen suggests, Lucy's "passionate feelings are
¢ounter-balanced by an equally passionate concern for con-
ventional morality."18 Luocy's emotions free her. Through~
out the novel, feeling femains the strongést single force

working within the characters. No other descriptive verb

rgﬁﬁéérs as often as to feel. The reader 1earns that Lucy

feels power,' pain, jealousy, a thrill. She feels desolate,
restless, safe, weary, excited, aNngry. Tﬁe narrator dis=-
cusses feelings, imagination, fancy, sentiment, intuition,

inspiration, impulse, presentiment, instinet, dreams, tears.

- These are all Charlotte Bronté's words. Actlon also suggests

feeling, Lucy weeps; she consoles a studént with a demon-

strative kiss. She is happy; she guarrels pettishly with

. Madame. - Lucy feels: she receilves "indulgent help, a fond

gutdance, and a tender forbearance" (II: XXXVIII, 245);
she experliences “dead blank, dark doubt, and drear suspense"
(IT: XXXIII, 171).

Her first emotional release comes through her affectlion

18y01ter Allen, The English Novel: A Short Critical
Higtory (New York: E. P. Dutton and Company, 1954), D. 221.
On the other hand, Charlotte Bronte felt that the novel had,
on' the whole, a sense of restraint in the handling of emo~
tion. She wrote to her publisher: "Unless I am mistaken the
emotion of the book will be found to be kept throughout in
tolerable subjection" (Charlotte Brontd to W. S. Williams,
Nogember 6, 1852, in Shorter, oOp. cit., letter 596, II,
28 : ,
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for Dr. John--but in this assoclation the contest between
feeling and reason becomes tempestuous and uneven. Ulti-
mately reason triumphs, but not without leaving Iucy wounded
and suffering. Before she dares to believe that John's
affection will continue she holds a:dialogue with Reason.
Luoy askst |
"~ "But if I feel, may I never express?”

*Never!" declared Reason.
. (Is XXI, 290)

When John's letters begln to arrive she notes "three or four
closing lines half-gay, half-tender, "'by feeling touched,
but not subdued'" (IT: XXIII, 1).*7 Her feeling for John
does not diminish though his heart is lost to Polly. Lucy's
response to emotion has pla&ed her false, she must now sub=-
mit‘to the power of reason Whichvshe has been strugéling
aga‘linst.i Unaware of Lucy's true feelings, Polly confides in
her thatishe immediately reéogniéed something remarkable

about John, commenting with unconscious irony, "'How strange

-1t 1s that most people seem slow to feel the truth--not to

see, but feel!'" (II: XXIV, 33)..
Later Polly 1nqu1res@about Lucy's impression of John,

asking, "'Do you admire him?'" She has no idea that she

l?The expression reminds one of the lines from
Charlotte Brontd's poem "The Teacher's Monologue" (The Pro-
fegsor, Emma and Poems, New York: Cassell Publishing Company,
ned.): "And every sight and every sound/Combine my spirit to
subdue/To aching grief . . " {p. 258).

8]
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could be glving anguish. Lucy reveals that reason has won
the struggle within her, but not without battering her
newly-aroused feelings. She answers?i

"I'1l tell you what I do, Paulina," was my answer to
her msny questions. "I never gee him. I looked at him
twice or thrice about a year ago, before he recognized
me, and then I shut my eyes; and if he were to cross
thelr balls twelve times between each day's sunset and
sunrise, except from memory, I should hardly know what

Lsunrise, e. ©
shape had gone by. (113 XXXVII, 223)
~The frustration and repression she experiences in her silent
love for John does not reasppear in her relationship with
Paul, but here too the battle must rage between emotion and
reason. Paul's open discussion of passion indicates the
first unmi stakable suggeétion of the inciplent emotlonal
involvement of Paul and Lucy. The subject seems to surprise
Lucy. Paul, who believes Lucy to be in love with John,
believes himself to have been cruelly treated by her, to have
been denlied a birthday tribute, accuses hers
"I think your Judgment is warped-~that you are indif-
ferent where you ought to be grateful--and perhaps
devoted and infatuated where you ought to be cool as
your name. Don't suppose that I wish you to have a
passion for me, mademoiselle; Dieu vous en garde!: What
do you start for? Because I sald passion? Well, I say —
it agains There is such a word, and there is such a
thing=-~though not within these walls, thank Heaven! You
are no child that one should not speak of what exlists;
but I only uttered the word--the thing, I assure you, is-
alien to my whole life and views."
(II: XXIX, 119)
For Paul, the relinquishing of himself to the powers of his
pagsions wiil not be easy. Lucy cannot consider the idea.

Nonetheless, in splte of reason and sense, argument and
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persuasion, obliviousness and denial, thelr emotions will
win out. On the day of Paul's condueting the entire sochool
on a breaskfast outing Luecy senses the inevitability of this
triumph. For a reason Lucy will not acknowledge she has not
the courage to face a téte~f-tE€te on their return and hides
until his departure. Then an understanding of her emotions -
~ and a sense of power cause her to say!

As that street-door closed, a sudden amazement at my
own perverse proceeding struck like a blow upon me., I
felt from the first 1t was me he wanted--me he was
seeking--and had I not wanted him too? . . . Instead of
the comfort, the certain satisfaction I might have won
+ ¢ » hNere was dead blank, dark doubt, and drear sus-
pense. ‘
(II' XXXIII, 170-171)
But the light and dark of ILucy's 1life does not wholly
result from this struggle between emotion and reason. There
are other contrasting forces which change the atmosphere
around her from galety to sorrow, or from;shadow to light.
The reader becomes conscious of the division of Luey's
world into areas influenced by the real snd the unreal.
According to Charlotte Bronté's letters, Villeite was the
author's ldea of a novel based on the principles of reallity.
In explaining Lucy's shift of interest from Dr, John to MM,
Paul, Charlotte Bronté wrote to her publisher:
The spirlt of romance would have indicated another
course, far more flowery and inviting: it would have
fashioned a paramount herc . . . but this would have been

unlike real life--jnconsistent with truth--at variance
with probability.?

20Charlotte Bronté to ‘George Smigg, December 6, 1852,
in Shorter, op. cit., letter 599, I1I, 208.
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And yet she weaves much unreality into the story.:

The suggestion of disgulse in many of the scenes
disturbs the sense of reality. When in John's company,
Lucy often senses disguise., She beocomes hurt that he sees
her as someone real, not human--"'inoffensive as a shadow'"
(IT: XXVII, 84). But her ability to’'disguise herself from
‘him relies on a mere symbol of illusion-~by putting on a
bonnet and shawl when she makes her night wvisit to the park
she believes that John will not possibly be able to recognize
her (II: XXXVIII, 264), Her irritation with John's plea
that she should interprst Polly's attituds toward him brings
on a realization of the position in which he has placed her:
"With now welcome force, I realised his entire misapprehen-
"sion of my character and nature.  He Wanted aiways to give
me a r8le not mine! (II: XXVII, 85). Shé feels that both
Brettons are arranging a disgulse for her. When Mrs. Bretton
glves her a pink dress to wear to the concert her immediate
reaction is one of withdrawal. She complains to herself,
"I would almost as soon clothe myself in the costume of a
Chinese lady of rank™ (I: XX, 261). Actually, when they
pass a mirror at the concert hall and she sees herself walk-
ing with the Brettons in al} their glory, Lucy does not
recognize herself: by disgulse she hides from herself-(Ié
XX, 264), Later, in a wholiy digsimilar situation, oppressed

by sorrow for M. Paul, Lucy agaln unexpectedly passes a
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mirror and agaln does‘no£ feel that 1t 1ls herself sghe sees
(II: XXXVIII, 253).

The awareness of disgulse penetrates to the other
characters as well. Ginevra, the least sensitive of all the
nembers of this community, becomes bothered by the unreallty
of Lucy's behavior and appearance as an English teacher.
Shiekeeps plaguing Lucy with the question, "'Who are you,
Miss Snowe?'" (II: XXVII, 72 ff.). Lucy parries the inquiry
in fun, creating a further Almpression of intrigue, an illu-
gion of incognito. ,

The ambiguity of names within‘the_novel causes part
of the sense of unreality. The trespassing count calls Lucy
the Dragon, Ginevra calls her Crusty, Diogénes, and Timon.
The boy Graham Bretton grows into the man br. John, though
his mother and Polly call him Grasham throughout the story.
Little Polly Home's father inherits a title, and she there-
fore becomes Paulina de Bassomplerre. And the professor
snswers sometimes to M., Paul, sometimes to M, Emanuel, and
even--on occasion--to his wpole name, Paul Carl David |
Emanuel.

The disquiefing suggestion of transvestism furthers
unreality, disquieting because 1t seems awkwardly handled
and almogt naively unrecogn;zed by the characters, and per-
haps even by the author. Lucy's:masculinity appears ln her

abandonment of self in the role of Ginevra's lover in the

school play, an abandonment made more apparent by her refusal
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to assume the complgte costume of.arman. When she sees Dr.
John in the audlence she becomes more fully inspired to |
become Ginevra's stage lover in place of ﬁhe real Dr. John--
Luey triumphantly "rivalled and out-rivalled him? (Is: XIV,
176). Later John calls to mind the potential men in Lucy,
telling her:

"I believe Af you"had been a boy, Lucy, instead of
a girl--my mother's godson instead of her goddaughter,
we should have been good friendss our opinions would
have melted into each other."” :
(II: XXVII, 82)
Conversely Lucy senses the feminine in Dr. John. She
comments that the gifts with which he has been showering Gin-
evra are "'the most delicate: sudh; one would have thought,
as only a woman could have imagined . . '" (I3 XVIII, 24k4),
Sometime afterward Lucy reoeives:a letter from John's mother

describing how she surprised the sleeping young doctor by decor-

ating his head with a delicate tulle and feathered turban

S(ITs XXIV, 27). It is a family joke, but a significant

one in novel which vacillates beﬁween reality and unreality.
The turban itself forms part of a pair of identifying

symbols found in the descriptién of the prizes which Lucy and

John win at the lottery following the concert. Lucyﬁs "wasg

a cigar-case, his a ladj's ﬁead-@ress--a most airy sort .of

blue and silver turban, with a'streamer of plumage on one

side, like a snowy cloud” (I: XX, 281). This masculine
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emblem of Lucy's sturdy heart, her steadfast nature, stands
in sharp ocontrast to the tribute_fo John's fluctuating
allegiance and inconstant heart. But here, too, unreallity
sounds the overtone, not only in the actual facts of gender

but in the reminder that Lucy is far from all-reasoning,
John far from all~emotional.

T 7T T Laey s response to 'a?'t"and truth~~which seem to be
set in opposition to one another--form another area in
which reality and unrealilty strife for ascendency. Lucy
takes part in a series of experiences of art, sometimes as
observer, more often as participant. In relation to music
shelobserves——and more a8 critic than connoisseur. The per-
formance seems artificial to her, and she rejects art in
favor of truth. In her experience with the Roman Cgthollc
church she becomes both participént and bbserver. Masking
her real need in a participgtion of unrea;ity, she attempts
to act out a confession--though in éctua}ity she knows neither
the surface ritual nor the spiritual sigﬁificance. Later
when Pére Silas would convert her by sho%ing her the glories
of the church she resumes the role of observer. §His reality
appears ag artifice to her. .

In relation to painting her reaction shifts. At the

gallery she does not acknowledge that her objection to
"Cleopatra" could be on any purltanic grounds--she objects

to the impracticality, the unreality of the picture. On.the
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contrary, she reacts quite otherwise when she sees the
painting of Justine Marie, the deceased flancée of M. Paul.
Here, the unreal paint and canvas become a real rival for
her suitor's love; her jealousy becomes real though the
young woman remalins an image in a portrait.

The novel Includes many incidents which embody drama.

Iucy experiences a series of scenes acknowledged to be

unreal which have more power ovef her than the actuallty of
chalk and books and compositions to grade. Here Charlotte
Bront€& balances the real against the unreal, truth against
art, dark against light. In the first of these, the school
play, Lucy completely loses.her'sense of redﬂt& as she
becomes the characfer which she pretends to be. In the
second, and more emotlonal, the performaﬁcé by Vashti, Lucy
witnesseg and participates in emétions which she haglnever
dreamed of feeling. The reality of a humaé actress has
become the unreality of the sufferings ah@ passions of her
part; the unreality of the pretendihg on-étage has become
the reality of ILucy's feelings.

The whole effect of the myth of the nun serves a
dramatic purpose, influencing Lucy through unreality, and
yet never obliterating its force even when Ginevra explains
the fantasy and exposes the hoax. If the tale of the nun

serves no other purpose than to give Lucy full play for her .
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1 potually it does

imagination it is a succegsful device.z
mach more. It sets the atmosphere of imeginative possi-
bilities for the garden and the gllee d&fendue, the scene

of so mach of Luey's emotional life. It sllows Luey to

make connections between the dead nun, her denied love for
John, and the commitments which Paul has to the past. Lucy
 sees the vision of the nun in highly symbolic situations,
deeply significant cilrcumstances. She has the impression

of viewing the nun at moments of either the extreme of ela=
tion or despalr. The location of these visitations suggests
a complexity: she sees the figure in her secret retreat in
the attic, connected vy association with both John and Paul;
she sees it in the‘ailég défendue=-~quite literally "the
forbidden way"; in the "pberceau"; in her ﬁed. She must

also remark the different reactions of those around her to
her taie. John Jjokes about it, humors her; almost indulges
her in her whimsy. Paul takes it absolutely seriously, and

is more concerned with the meaning of the vision than with

2lTnere are those who believe the nun's tale to have
a much subtler purpose. D. H. Johnson, "'Daring the Dread
Glance': Charlotte Dronté's Treatment of the Supernatural in
Villette," Nineteenth Century Fiction, XX: 4 (March 1966),
325-336, suggests that the "business of the nun serves a
thematiec function” to mark the "successive stages by which
Iney Snowe moves toward self-realization and the eventual
reconciliation of conflicting elements in her being” (pp.
325-326). Robert A. Colby {(¢p. ¢it.) feels, on the other
hand, that the nun is a "real Jjeu d'esprit” which mocks the
traditional Gothic, a device by which the author distorts
"outmoded literary conventions in a pointedly perverse way"

(p‘ “’19)0
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the possibility of its veracity. Materialistic, ordinary
Ginevra knows of the reality, but her letter of explanation
does little to lessen the power which this unreality has over
the llves of the others. |

Iuey's hallucinatory night visit to the park en f€te
presents the most dramatic and without doubt the.most unreal
adventure which she experiences. José Ortega y Gagset states
(in quite another connection), "We are reminded of Poincaré's
remark-=-which foreshadows the theory of relativity--that, if
everything in our world contracted and shrank in the same
proportion, we should not notice the difference."?2 Such a
trapsformation takes place gor Igcy. She leaves reality
(her bed in the dormitory)--by her own will but not through
the control of her reason--and goes to th; place of her
imagining (the park). But as in all dreams, the recog-
nizable becomes distorted: she'finds the park not "all
silent, lone, and safe"; not hers alone, "the moonlit, mid-

night park"” (II: XXXVIII, 256). .The festival exlists in its

full brillisnce; festive gzaiety bars her from participation.

Now the whole world which Lucy inhablts shrinks simultan-
eously apd with magnified 1ptens%ty, and she sees the men

and women who people her world drawn together in one grand

220rtega y Gasset, 9op. cit., p. 83,
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travesty of feality. She cannot participate, merely observe,
but she 1s no more real than any of the phantoms of fantasy
whom she seems to recognize as her friends and assoclates.

‘ The aétonishing contrast of the following day brings
reality into focus as violently as unreality has taken

possession of the world the night before.  Ginevra exposes

the hoax of the nun's visitations. The ambitious young

Ginevra elopes. Jolners and journeymen arrive to repair
school equipment. And M. Paul seeks Lucy. GQuite as unex-
pectedly forthright, Lucy declares herself to Paul when
Madame Beck attempts to lure him away:

Pierced deeper than I could endure, made now to feel
what defied suppression, I cried-- .

"My heart will breek!"
o ‘ (II: XLI, 295)

But, indeed, 1t will not break; on the contrary, emotion has
now triumphed over reason, sunlight over.shadow, feality
over unreality. In her circling through :life ILucy has reached
the widest swing; surely her heart can now ascend the gale

of passion, she can indeed spread end repose her "pinions

on its strength, career in its course, sweep where it swept”
(I3 XVII, 206). This is the appointed time, this is the time
of elation. :

With all the concentration of cyclic construction,

with a2ll the intensity of the feeling of contrast, Charlotte

Bronté at no time in the novel forgets the theme. In
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Villette, &s in her three earlier novels, Charlotte Bronte
concentrates on loneliness, on the need to combat this lone-
liness by self-expression and self-reliance in work, and
more especially by the need for the compatibility and mutual
respect=-the natural fulfillment of a satisféotory mgrriage.

Some keenness has been added to the gﬁthof's vision.
éhé“héfratofrihiﬁjiiéftg states gquite calml&, "The longer
ﬁe 1ive; the more our experience widens; the less prone we
are to judge our neighbor's conduct, to question the world's
wisdom . . % (IIs XXVII, 75). In keeping with this expand-
ing tolerance, Charlotte Bronté creates a hero, small and |
dark--with more than a suggestion of ugliness. The golden-
haired upright doctor must marry a doll; the Wealth-seekihg,
title~seeking schoolgirl must come to grief. But most
important of the new visions, the author shows that a pro-
tagonigt can fall in love a second time and, ﬁoreover, can
bury within her heart an unfulfilled love which was. doomed
from birth. Luecy's attraction to John after shé has recég-
nized her love for Paul expresses an emotional entanglement
far more complex than any expefienced by Crimsworth, Janes,

Shirley, or Caroline.?3

23Robert Martin (op. clt.) observes, "Probably in no
other Victorian novel is there such an adult recognition that
a woman's sexual abtitraction to one man may persist beyond the
growth of love for another.. Mature love may succeed mere
physical excitement, but it need not destroy it. Small
wonder that Miss Bronté's contemporaries found her novels
dangerously outspoken” {p. 170).
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Charlotts Brontd personifi‘és Lloneliness in Iucy. As a
child she lives unloved in a world where love comes easily.
In her first position as companion to a dying invelid, Luecy
is filled with an understandiﬁg of the anguish of a woman
living thirty years with a broken heart. She determines to
go tb London on impulses she decides to earn her livelihood
‘broad even more casually. The idea of selecting Villette
ag her déstination results from a fellow-passenger's chance
remark during the crossing to the continent. A totally
strange young gentleman rescues her at the.diligeﬁce'stop
vhen she loges her luggage. Sitrange assallants approach her
in the;night. She has sévefed whatever teﬁuous ties she had
with Englsnd, yet she has no direction in Villette. She
stends slone, abgolutely alone.

wﬁen she has secured her place in the school of
Madame Beck.she hag not greatly changed her senge of soli-
tude. She has no suitors, she likes none of her fellow-
teachers. She exists estranged in an isolation which has
caused Mrs. Tillotson to speak of "her sense of the other

."gu Lucy says

characters zs mysterious and alien. .
simply, "I went to church and I took walks, and am very well
convinced that nobody minded me." The "gaiety, security

end self-satisfaction"” of the other teachers exclude her from

2hi110tson, op. oit., p. 149,
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their company (I: XII, 137)}. She knows, though, that she
misses muchlof the satisfaction in life. Though she argues
convineingly with herself on the importance of independence,
her longing for love causes her to asks

"But afterwards, i1s there nothing more for me in life--

no true home--nothing to be dearer to me than myself,

and by 1ts paramount preciousness to¢ draw from me better

things than I care to culture for myself alone? Nothing
- at-whose feet I can willingly lay down the whole burden

of human egoism, and gloriously take up the nobler

charge of labouring and living for others?"

(IT: XXXI, 140)

The change comes when M. Paul begins to demonstrate hls con-
cern for her. He pillows her head on a shawl when he finds
her4sleeping in the empty classroom. Later he aske, "1 Yoy
looked pale in your slumbersi are you home-sick?'" To which
she gives the polgnant reply, "'To be homé-sick one must
have a home, which I have not'" (II: XXXI, 142).

But Lucy's wisdom end disillusionment cause her to
realize the importance of independence. When challenged by
Polly as to why she teaches, she answerst

"Chiefly, I fear, for the sske of the money I get

« + o for the roof of shelter I am thus enabled to keep
over my head; and for the comflort of mind it glves me
to think that while I can'work for myself, I am spared
the pain of being a burden to anyone." .
(II: XXV, 43)
Polly asks if she likes it, and she replies honestly, "'Not
always'" (II: XXV, 43). But later, when Polly begs her to
give up teaching and be a companion to her, Lucy declines.

As narrator she comments, "I had not that vocation. I could
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teach; I could give lessons; but to be either a private
governess oY & companion was unnatural to me."” She states
her reason directly: T was no bright lady's shadow « + "
(Ifs XXVI, 60)., In Pamels's Daughters, Robert Utter and
Gwendolyn Needham. Jjudge Villette to be "the first English
novel; so far as these studies have gone, which deals with
'fﬁé héfbiﬁe;éwwéfﬁ-ébhﬁiﬂﬁously and aé.an.integral part of
her 1ife. "25 | |

And Luecy's work gives her more than mohey and a roof
to shelter her, more than the assurance that she will not be
a Burden to anybody. ©She has, in addition, the awareness
of being wanted and needed. After her conﬁalescence at
La Terrasse with the Brettons she returns:to the school to
take up her duties. Ginevra;s simple tribuﬁe; "'I am glad
‘you.are come back . . .'" (I: XXI, 295) volces the reaction
of those around her at Madame Beck's. Lucy has more than
work to do--sgshe has inéepéndence. Phyllis Bentley couments
on the author's excellent handling of this theme--"the
terrible emotional intensity of the woman alone, maintaining
ner integrity against the world, " which she refers to as'one

of Charlotte Bronté's "unigue and splendid achievements.“26

25Robert Palfrey Utter and Gwendolyn Bridges Needham,

Pamg%glﬁ Dauzhters (New York: The Macmillan Company, 1937),
p. 34%0. . .

26ppyllis Bentley, op. clb., pe 29.
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Another'quality unique to Charlotte Bront¥ is her
attitude toward merriage, her belief in a marriage of two
people wifh similarities~of'nature, yet who hold one another -
in a prescribed unchanging relationship. The husband must
respect his wife's perceptive miﬁd and her independent
attitude, must treat her as a responsible thinking human
géiﬁé;  éﬁém%;fé”mﬁ§t éoknowledge her husband's superiority
of mind, of taste, and of ability. A passionaté sexual
response and an emoticnal interdependency can be found
underlying the adherencerto this formula of attitude.

. ‘Because the author has laid down firm rules for the
survival of a marriage the reader becomes aware, early in
the novel, which marriasges are slated for success. Lucy
does not consider Dr. John superior to her--the attiﬁude
which would lead to Charlotte Bronté's kiﬁd of ideal mar=-
riage--and he does not treat her with enough respect of
intellect to fulfill his part. They also lack an intima-
tion of forthcoming passion, and this lack of passion is
essentially basic in Dr. John's personallity. One incident:
related to Dr., John seems significant: the passion which -
étirs in Iucy at Vashti's performance reaches a climax as
the cry of "Fire!" rings out in the theatre. As a result of
the panic Dr. John and Lucy encounter Polly and her father,
and the meeting leads to an immediate attraction of Dr. John

to Polly. The narrator comments that i1s was later revealed

7
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that the fire was a very little one: "it was but some loose
drapery on which a spark had fallen, and which had blazed
up and been quenched in a moment" (II: XXIII, 17). The
passlon which Dr. John sparks does not hold promise of great
Tlame.

M. Paul, on the other hand, gives every indication of
7';égig%§iﬂé éﬁégfédﬁifementS-for'Charlotte_Bronté's'concep-
tion of the ideal husband. He has a strong, indomitable
personalityt Lucy sees the Bonaparte in him. He responds
emotionally when roused. He attacks Englishwomen in his
clagsroom lecture when Lucy has hurt his feelings for the
same reason that Iuey yawns over his Romah Catholic pamph-
lets when she feels that her principles are being under-
mined. They understand one another. |

Although he respects Lucy's mind and her professiocnal
abilities enocugh to found a school for her, and arrange fof
her independence, he never doubts hls own superiority--nor
does Lucy.' Only when he feels that she 13 encroaching on
his intellectual territory does he become truly angry. When
he tutors her in arithmetlic her concentration and struggie
delight him--he shows himself to bé "very kind, very good,
very forebearing."” But this kindness becomes sternness as
Lucy doubles her efforts and begins to suc&eed. T was
vaguely threatened: with I know not what doom if I ever

trespassed the limits proper to my sex, and concelived a
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' countraband appetite for unfeminine knowledge" (IIL: XXX,
217). One of M. Paul's most appealing weaknesses is his
susplicion that Lucy knows both Latin and Greek, a kndwledge
which she "was supposed criminally end craftily to conceal”
(II: XXX, 130). Such susplcionrs bring on his tirade against

women of intellect. Luoy adds:

He believed in his soul that lovely, placid and pas-
sive feminine mediocrity was the only pillow on which
manly thought and sense could find rest for its aching
temples. « « & -
(II: XXX, 131)

Lucy's reaction to his attitude exposes the complexity
of this delicately balanced relationship between man and
woman, When he asks whether she congsiders herself to be
an ignoramus she replies:

"“Not exzctly. I am ignorant, monsieur, in the knowl—

e e g S S

feel a knowledge of my own."
(II. XXX, 132)
Walter Allen comments that in these’noveis of Charlotte
Bronté "self-regard is also and perhaps fundamentally a

sexual self-regard,"z?

giving a clearer reading to Lucy's
answer.
Supposedly in response to a plea by the Reverend
| Patrick Bronté that the novel should have a happy ending,
| Charlotte Bronté left what she considered an open end--one

could accept or reject the unstated facts of death., In a
) _

27p11en, op. clt., p. 220.
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letter to her publisher she Jjokes about the choice which
remains for the reader, what Miss Ewbank refers to as "the
merits of e do-it-yourself dénouement: 'Drowning and Matri=-
mony are the fearful alternatives.'"28

Luey and Paul show an early awareness of the emotional
possibilities in their relationship. Thelr actions take on
" symbolic significance, for them as well as for the reader.
When Lucy'knocks.down the professor's spectacles and sees the
shattered glass she becomes shocked and frightened. The
professor reveals his understanding of their potential rela-
tienship in his resvonse. He revroves her and then adds,
"'Ah traitress: traltress! You are resolvéd to have me
quite blind and helpless in your hands!'" (II: XXVIII, 96).

Charlotte Brontgé uses much symbolisznm thr&ughout the
novel. The basic theme of isolation, resolved in Paul's
saﬁing love for Lucy, appears in the novel as the most over-
powering negative force. But the author symbolically indi-
cates the penetration of this isolation--Paul's prime
function in Lucy;s life. Paul penetrates Luecy's place of

escape, the allee défendue. He meets her here, admits her

to the hidden detalls of his way of life, shows her the
window from which he has been watching her. The wall closes

of f one side of her hiding place, "all blank stone with the

28 y
Ewbank, op. ¢it., p. 202, quoting Charlotte Bronte's
letter to George Smith on March 26, 1853.
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exception of certain attic loopholes high up" and one lower
window "said to mark the chamber or study of a master™ (I:
X1I, 132). - Paul's window has become his opening into her
isolation, The attic, too, which she considers a hide-
away, has been:penétrated by‘bo%h Paul and John.

The key appears as one of the most frequently recur-

“rent images. As & symbol of the release from isolation the

key becomes gignificant, vparticularly as it appears so often
in g;;%gggg in the hends of M, Paul. Even disregarding
erotic 1ﬁagery, the'keyAcannot fall to imply the end of
isolation and the prime function of M. Paul's love in open-
ing the world for the loﬁelj‘schoolmistress.

The unstated connotative reference to the myth of
Danaé seem equally suggestive., DBelieving herself forsaken
by Psul, Lucy has prepared to retire to the garden, to the

allée d&fendue, to brood in'her joneliness. She thinks she

hears a workman coming; he opens the door for her. Looking
up she sees that it is M. Paul. The nyth leaps to her mind,
"Onee havly in 1life one golden gift falls prone in the lap--
one bocon full and bright, perfect from Fruition's mint"

(IT: XLIL, 293}. Paul tdo reminds the reader of the image

when he tells Iucy of-his senerousplan—for herschool;
explaining that "'I determined to give myself the richest
treat that I Qggg known or shall know. . . . Regerve 1g

neither my virtue nor my vice.'" Seying that he can keep
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nothing hidden from her he supvoses that "'my solitary first
and last secret would presently have unravelled itself in
your lap'" (II: XLI, 302).

Early in the novel one passage holds the metaphor of
pagsion. Interesting enough,. i1t describes the garden and
the allée défendue, which will be the setting for many of
the ‘encounters between Lucy and Paul. Here Lucy reports
she often comes on summer evenings

. . . to linger solitary, to keep tryst with the

rising moon, or taste one kiss of the evening bredze,
or fancy rather than feel the freshness of dew descending.
« +« » There was a large berceau, above which spread the
shade of an acacial there was a smaller more sequestered
bower, nestled in the vines which ran all along a high
and grey wall, and gathered their fTendrils in a knot of
beauty, and hung their clusters in loving profusion
about the favoured spot where Jasmine and ivy met and
married them.

(I: XII, 131).

This reference to a kiss remains the only one in the
story, either figurative or actual, until‘two stbolic uses
of the image toward the end of the book. One evening as
Lucy watches M. Paul in the garden with the younger students
she notices that "his Spanish face, when he turned it momen-
tarily, answered the sun's animated kiss with an animated
smile” (II$ XXXVI, 203). Later, when they visit the little
house, soon to be ILucy's school, she describes it in a way
which gseems wholly significant, both of M. Paul and their
relationship:

He did not knock, but taking from his pocket a key,
he opened and entered at once. Ushering me in, he shut
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the door behind us. No servant appeared. The vestibule
was small, like the house, but freshly and tastefully
painted; its vista closed in a French window with vines
trained about the panes, tendrils and green leaves
kigsing the glass. :
(IT: XLI, 299)

In other uses of language besides the symbol Charlotte
Bronté shows her proficiency és a writer. Her use of the
“W“ar?ator~is handled here more successfully
than in either of the other novels using this device. Part
of its reliabllity grows from the limited $cope of the point
of view-~-nowhere does the reader learn of facts or attitudes
which are not seen through Lucy's eyes. ‘A possible exception
may be the handling of time--Lucy forecasts her own future
as well as Poliy's and Ginevrs's in a-way which borders on
omniscience. But vernaps Lucy does know these things at the
time of the writing of the memoir. Another successiul

treatment of the confession-memoir is emphasized by Charlotte

Bronté's handling of tense. 1In moments of -intensity Lucy

reléteS'her experiences in the present tense., In moving
from one tense to another Charlotte'Bronté demonstrates
great skill. The transition appears almost imperceptible.
One example will serve to illustrate this dexterity. Lucy
has roused herself from her drugged reverie and intends to
make a night pilgrimage to the city park. The descripiion
of her escape begins in the past tense, in keeping with the
narrative up to that point. She moves to the future for a

moment and then picks up the present tense to heighten the
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suspense:
¢« « « the chamber-door stood open. Will the dormi-
tory planks sustain my tread untraitorous? Yes. I
know wherever a board is loose, and will aveold it. The
oak stalrcase creaks somewhat as I descend, but not

much-~I am in the carrs.
(IT: XXXVIII, 256-257)
Her dreamlike egcape from the house continues to be descrived
in the present tense, and then an equally smeoth transition
carries the reader back intoc the normal past tense of the
oy
narrative:
I see 1ts moon over me; I feel its dew in the air. .
. « Thig solemn peace is not what I seek, it 1s not what
I can bear: to me the face of that sky bears the aspect
of 2 world's death. The park also will be calm--~I know,
a mortal serenity prevalls everywhere~--yet let me geek
the park.

I toctk a route well known. ... . .
- {II: XXXVIII, 257-258)

Although Charlotte Bronté may be accused of her usual
affluence of adjectives or nouns, a plling-up of descriptive
words to the end that a strong impression_may be made on the
reader, thlis does not happen very often in Villette. MNore
typical of this novel's style 1s a development from para-
graph to paragraph-~-seen, for example, in the final descrin
tion of the storm at sea. After a heart-felt "God, watch
that sail! Oh! guard it!" the paragraphs build one on the
other. The next begins, "The wind shifts to the west."” The
following paragraph starts, "That storm roared frenzied for |
seven days"; the next, "Peace, be still! Oh! a thousand

weepers. . . ." The final paragraph begins, "Here pause:
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pause atlonce" (IXI: XLII, 312-313).

A similar feeling of progression develops in dialogue.
Luey has said to Paul, "'It k¥ills me to be forgotten,
monsgieur. . . . All these weary days I have not heard fron
you one word. . . " M. Paﬁl picks up her phrase. "'All
these weary days,’' said he. . . ." is followed by the nar-
'"fétd?%éliﬁﬁéiiﬁﬁfidn to explain Lucy's use of Prench. Then
the dialogue continues, "'"All these weary days" I have not
for one hour forgotten you'" (II: XLI, 296-297).

But awkwardness remains in the bilinguel dialogue.
The reader learns that M. Paul's English is limited to only
a very few words; the narrato# implies that Luey and Paul
speak together in French. Occasionélly whéle sentences,
whole sectiong of repartée appear in French--shifting, for
no apparent.reason, into English and back;into French;.
Sometimes Charlotte Bronté uses a French word in aﬁ English
gentence, often when the English word seems equally serv-

viceable (as, for example, her use of ggggbntre when ehcounter

PR

would serve just as well). But short of offering a bilingual
noval,'ancurate—in9its recording of each language as 1t
exists in the drama of the novel, there does not seem to be
a completely satisfactory way of handling this problem. And
1f the guthor is showing off‘her.hard-won erudition it is a
small vanity indeed, and one she can surely be indulged in.

Two or three particular literary devices deserve
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. mention. One is the narrator's trick of intentlionally with-

holding information from the reader. Early in the novel the
narrator remarkss:

It will Dbe conjectured that I was of course glad to
return to the bosom of ny kindred. Well! The amiable
conjecture does no harm, and may therefore be safely
lef't uncontradicted. ¥Far from saying nay, indeed, I
will permit the reader to pleture me for the next eight

S Years, as & bark slumbering through halcyon weathe

o o n s
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(I ];V: 39)
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At another point in the novel the narrator withholds

information which the reader fully expects to hear. Iucy

and Paul, Joined in understanding, have become personal

in their disecussion. Paul remarks, "'Elle est toute pile
« « o« cette figure 1la me fait mal;'" But the sensitive Lucy
cannot bear to think that he finds her unaﬁtractive:

"Do T displease your eyes much?" I took courage to
urge: the point had its vital import for me.

He stopped,; and gave me a short, strong answer; an
answer which silenced, subdued, yet profoundly sgsatisfied.
Ever after that I knew what I was for him. . . .

(IT: XLI, 298)

The final withhelding comes in the next to last paragraph of
the book. After the storm has been fully described, the ship-
wrecks reported and the closing in of sorrow and darkness, '

the narratqr breaks off and declares:

Here pause: pause at once. There is enough said.
Trouble no guiet, kind heart; leave sunny imaginations
hope. Let it Dbe theirs to concelve the delight of jJoy
born again fresh out of great terror, the rapture of
rescue from peril, The wondrous reprieve from dread,
the fruition of return. Let them picture union and a

happy succeeding life.
(II: XLII, 313)
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Perhaps, as it has been suggested, this unstated ending was
to placate Charlotte Bront8's old father,'perhaps To sétisfy
her romantically-inclined audience. For whatever reason she
included it, the author has managed to end her novel with a
device of suspension, which~-while not fooling for one

moment the cynics among us--was enough to cause dear ladies

to write éhéfioé&é-Bfohﬁé.inquiring after the real truth

about the fate of the dear but exasperating M. Paul.

It is aiways interesting to note particularly personal
and autoblographical detalls in Charlotte Bronté's novels.
As in Shirlesy, the author seems to be paying tribute to her

Slester Emily by her use of the words Eptber and wuthering

{(here, “by the 'wuther' of wind amongst, trees,” I: XVI, 21l).

And earlier ithe reader may wonder at the reference o a
character who appears nowhere else in the'nove;, a "special
reference to one 'Charlotte,’'” who "seemed to be on the
brink of perpetrating a romantic and impfudent match® (I:
VI, 60). As the novel was to appear as the work of Currer
Bell, such a sly reference to "Charlotte” may have been in
the form of a private joke. It 1is frulitless to pursue the
argument for oragainst the novel as autobiographical in the
larger sense. One must assume that many of the author's
experiences in Brussels gave her ideas on which she based the
development of her protagonist's emotional life. But the

historicity of each event and the ldentification of each
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character passes beyond the area of interest of the critic.
The novel as a work of art must be Judged aesthetically.

Virginia Woolf reports in The Common Reader on her

truly penetrating anslysis of the whole of Charlotte Bronté's
work, in words which apply spéoifically to Villette, "We
read Charlotte Bront& not for exquisite observation of
‘character . . . not for comedy . . . not for philosophic
‘view of 1ife . . . but for her poetry." This poetry expreéses
an "untamed Terocity perpetually at war with the accepted
order of things."?? In addition to this poetry, the author
has created a rounded, believed, sympathic human being in
Iunecy Snowe. Robert Heilmah defines thesge protagonlgts of
Charlotte Bronté€'s as women who "vibrate with passion.™ He
suggests that they have
e « o« in the center an almogt violated devotedness
that has in it at once a fire of independence, a spirit~
ual energy, a vivid sexual responsiveness, and, along
with this, self-righteousness, a sense of powig, gome-
times selfnpity, and envious competitiveness.
In addition to this sense of poetry, thig creation of a life-

like responsive character, Charlotte Bronté has also built

into her work a highly developed sense of pattern and

29V1rg1nia Woolf, "Jane Eyre and Wubtheying Heightg
in The Common Reader: First Series (London! The Hogarth
Press, 1957), p. 200,

3OBcbert B. Heilman, "Charlotte Brontg€'s 'New'
Gothic” in From Jane Austern to Joseph Conrad, p. 119.
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_sﬁructure which she controls Wiﬁh a guick and skillful hand.
The structure is so dextrouslﬁ handled, in fact, that the
novel may appear patternless--but after a close reading one
can sensé the firm foundation lald for plot and character

development.



CHAPTER V
CONCLUSION

Charlotte Bronté wrote as she felt she must write,
and she accomplished a serles of novels expertly founded on
the principles of organic unlty. Her authorial vision
ﬁécesgltéfed her 1nclud1ng the elements which DeWitt Parker
emmerates as egsential for organic unity.l In one or
another of her novels there exists the principle of thene,
the domiﬁant character of each works; thematic variation,
in which the theme echoes and re-echoes with some alter-
ationsy balance, equating opposing and contrasting elements
to create the whole; and evolution or rhythm. She demon-
strates in practice that she has an acute awareness of the
requirements for unity. In response to adverse criticism
she sald in a letter to her publisher:

No matter-~~whether known or unknown;~misjudged or

the contrary-~I am resolved not to write otherwise. I

shall bend as my powers tend.,.. . . I must have my own
way in the matter of writing.2

'DeWitt Parker, "The Problem of Aesthetic Form" in
Problems in AeSithlCS (New Yorks: The Macmillan Company,

1959), pp. 175=1&lk,

2Charlotte Bronté to W. S. Williams on September 21,
1849, in The Bront€s: Life and Letters, edited by Clement
Shortfr (London: Hodder and Stoughton, 1906), letter 378,
II, 7%
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Critics have long since given up the accusation that Charlotts

Bront€ wrote as a gifted dilettante interwaeving her life
story with the fragments of her remembered dreams of child-
hood, which were meticulously recorded'in the minute volumes
of her juvenilia. Critics no ionger say that her novels are

the Tortulitous result of the amateur confessional&' The author

who produced these fine novels is, now, almost universally

credited with a deep perception'of life and a fine sensitivity
toward ite To this mu;t be added her great awareness of the
elements of fiction.

| ~ Although Charlotte Bront¥ wrote for-publication, she
did not feel that she was writing to pleasé\an audience.
Hér juvenilia shows that she wés truly a person wno received
extrems satisfaction from self-expression., ¥No other young
writer in literary history has left more tangible proof of
his intellectual and emotional sustenance through the years
of his development by the act of writing than Charlotte Bronté&
through the existence of the volumes of her juvenilia, hand~
lettered and hand-bound as they may be. Her adult writing,
while an oﬁtgrowth of these years of self-expression, was
intended for publication, and she was therefore aware of
the existence of her reading public. But she continued to
write because of the importance of the creative act of writing

in her life. In a letter to her friend Ellen Nussey she

explained her attitude toward the public:
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My own conscience I satisfy first; and having done
that, if I further content and delight a Forgade, a
Fonblangue, and a Thackersy, my ambition has had 1ts
ration; i1t is fedj 1t lies down for the present satis-
fied; my faculties have wrowght a day's task, and earned
a day's wagesg.’
Thig reaction has the air of self-~consoclation éccompanying

disappointment, but in the case of Charlotte Bronté such a

These are the words of an author who had written, from a
time in childhood when she was about ten years old until the
publication of her first novel when she was thirty-one,
entirely for herself and her brother and sisters; she was
an author who had found satisfaction and release in these
creative expressions infended for a very limited audience.
But to suggest that the published novels are the
public appearance of private and wholly unprofessional
writing is to nmiss the enormous transitionlfrdm closet (or
"children's study") romences to disciplined, organized,

planned works of fiction. The Professor may perhaps be con-

sldered ag the bridge between youth and maturity, between
the twenty-year-long serial of fictional adventures {an
almost indistinguishable intermingling of the stories by

Charlotte Bront& and her brother Branwell) and the master-

3Charlotte Brontd to Ellen Nussey on November 22,
1849, in Shorter, op. cit., letter 395, II, 8%, Eugéne
Forcade had Jjust written a very favorable review of Shirley
in the Revue des deux mondes; Albany Fonblangque was a critic
on the Examiner whom Charlotte Bronté respected.
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fully executed Jane Eyre. Crities tend to defend the sud-
den appeearance of Jane Eyre from the pen of an obscure
Yorkshire lady writer by pointing out that much of,ggg
Professor indicates potential excellence. But a critic

must also sense the importance of the late juvenilia as the

logical beginning of this first novel offered for publica-

tion. The Professor forecasts the greater novels to come,

but 1t also links the author to that active creative life
which had persisted steadily.for all of her thinking years,
since she and the other little Brontés had first begun their
fictional world of play and thelr creative life as authors.

-The first successful novel from the pen of Charlotte
Bront&€ is surely Jane Eyre, and yet, to trace the growth of
the writer as reflected in her published works qf fiection,
one must begin with her first novel intended for publica-
tion. Thus her canon of published novels_includes: The
Professor (1846-1847 , published posthumously in 1857),
Jane Evre (1847), Shirlev (1849), and Villette (1853). &
study arranged chronologically\makes it possible to note
Charlotte Brontg's growth as a craftsman, as well as her
changing, developing atititude toward life. Within these
novels Charlotte Bronté demonstrates an expert handlingjof
the genre to maintain organic unity,~-a sense of unity
which increases zs her skill as a writer develops.

In her approach to structure Charlotte Bronté is less.
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conventional than many of her contemporaries. Of course;
as one might expect, she introduces characters and situza-
tions, develops complexities through conflicting motivation -
and circumstances (pasrticularly those résulting from human
confrontation), leads to a c¢climax, a dénouement, and some
kind of conventlional settling of accounts and forecasting of
resolutions. Ang yet, not one of hér novels, with the pos-

sible exception of The Professor, can be stretched out along

a linear_plot graph of development~climax-dénouement. In

ocne of the novels (Ihe Professor) Charlotte Bronts presents
a linear three-partbalance (and none too successfully). In

another (Jane Eyre) she uses an ascent to ¢limax, a reversal

to a second climax, and a resolution. In a third (Spirley)

she speaks contrapuntally. In the last (Villette) she

P e e bt i

creates a gpiral, a cyelic pattern.

She organizes these novels, even the least successful

of them, on a patterned structure. The Drofessor, appearing
as the author's first attempt ﬁo emerge ffom‘the dream

world of Angria, shows two disadvantageous influences: it
reveals much of the romanticism of youth, much of the let’s-
Vnretend of the young Brontés° coterie writing; and conversely,

it displays the results of a sporadic but overly-earnest

compliance with a pre~-determined form. In The Profegsor
Charlotte Bront® makes a conscious break with the romantic

writing of her earlier days, showing a self-~acclaimed
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preference for the "plain and homely."5 In an effort to be
straightforward and unromantic (an effort only partially
successful) the author works out a most logical and orderly
threenpart'division for her plot line. The triple emphasis
reaches to the extreme;lGVerything-s-«setting9 time, character
_development, theme--holds to the three-part organization.
But however inexpertly.Charlotte Bronté manipulates the
device, shé shows through her attention to structure what
the reader may expect to findrin the novels to follow.

© Charlotte Bront patterns her next novel, Janc Iyre,
cn the most understandable and definable structure: a linear
develo?ment, a romantic tone (one almost Byronic), and an
‘underlying structural device of antitheéisg that is, a use
of the mirror image in acfion to demonstrate the contrast
between the overly-emotional world of Rochester and the
overlyurational world of St. John Rivers.  The dependence on
a segcond climax,!on the necessity of re-eétablishing the
real vorld after the dissolution of the unreal world, on the
function of structure based onlthematic symbol, all these
add complexity to what might have been a simple linear
structure. 'Bat the idea of reversal serves the author as

an organizing clement of organic unity.

5Gharlotte Bront€, Preface to The Professor, volume

- VII of Charlotte Bronté's works, Shokespeare Head Brontég,
edited by T+ J. Wise and J. A, Symington (Oxford: Shakespeare
Head Press, 1931).
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'In the writing of Shirley, Charlotte Bront¥ has become
a writer who thinks about her audlence. Perhaps the awére-
ness of this audience and her feeling of obligation td her
readers causes her to attempt a most complicated structurei_;
one which gives every indication of beling, in hef eyes, the
ideal novel form, at least at the time it was written.
_lﬂﬁfihé ﬁhoéeﬂfrégfc-eight‘months‘froﬁ September 1848 to May
1849 Charlotte Bronte suffered the loss of those she loved
best: firsﬁ Branwell, then Emily in December, followed by
inne in the spring. At first unable.to write at all, she
later eséaped the paln of reality by turning to the rigorous
demands of creative activity. - No plan 0f proceduré would
have seemed todo involved to her at this time when she wanted,
more than anything, to lose herself "in her work. Her use
of counterpoint te interweave three volces speaking for three
wholly separate areas of life is a most aﬁbitious one; The
voices propese a series of fundamental gquestions concerning
man and his relationship to the world around him and within
him. The questions are answered as each of the three voices
offers the solutions whibh may give man some guldance
through life. Charlotte Bronté uses an intricate pattern to
interweave the volces; the questions are asked and answered
again and again. The dominant voice, speaking for one per-
son's need o compromise and to adjust to gnother person

(especially in marriage) becomes the voice most clearly
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heard, most eésily Selieved.
Shirley, not considered successful at the time and
still under-evaluated today, is followed by Villette, a
réturn to the novel with a single voice, a single point of

view, and a Single thematic mood. But this novel does not

. come directly in the wake of Shirley. During the four years

‘between these novels Charlotte Bront& altersd her way of

life. BShe still mainﬁained a homeifor her aged father in
the obscure'village'of Haworth, but she spent much of her

time visiting London ss well as other parts of Englend, and

‘becoming acquainted with the literary world of the day.

Ahqther influence was surely the many books and periodicals

" sent to her by hep publisher, publications which she read

critically and analytically, much to her own enlightenment.
Villette is far more artfully constructed than it appears on
the surface. As hef attitude has matured, 20 has her ability
to manipulate the étructure of 2 novel. ﬁ;;;gggg abandons'
1inéar gtructure altogether, and allows the protagonist to
elrcle through life, ﬁhrough the odntrasting areas of light
and shadow, in fouf balanéed_concentric rounds, moving in a
pattern of mood from isolation to depression, to reconcilia-
tion, to elation and then baék through reconciliation and
depression to isolation. The cycle recurs agzain and againg
the reader'nétices that Lucy Snov passes and repasses the

same point as she circles round. The novel begins in



_ 209
lsolation and returns to end there.
Charlotte Bronts uses language as an integrating force
in each novel, galning unity through languaze which supports
the basic unity of gtructure. She attempts in her language

P et e e

to employ a series of devices which she did not originate;

she found them in her reading, from the days of her child-

hqod through the thirty-ninth year of her life. But from

all the devices in literarj history she not only seleoted
those whloh were being used at the time by Dickeﬁs, Thackeray,
Mrs. Gaékell, and others; she was able to gelect those

which are the very devices whioh have been, favored by

- writers ever since, and particularly in the twentieth

century., These devices have proved to be trustworthy and
effective. They include popular ones and exceptional ones.
On the gne hand, Charlotte Bronté manipulages the elenments
of the story: in Shirley, through interweaﬁing voices,lshe
presents a series of problems shown from gseveral points of
view in various guisesi in Villette her emphasis lies in

the familiar and yet dramatically supcessful use of contrast
in motivation, proposed solutions, moods, settlngs, and
charactera. On the other hand, she handles language expertly:
she excels in her applicatibn ofiextended metaphor used
thematically, a devlce,effectivelin English writing since
medieval times and highly épprecgated by present-day

audiences. Her skill is revealed in the use of thematic
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symbol which exists significently in the prose and yet 1s
there to reihforce the organic structure of the novel. Tho
use of thematic metaphor is particularly well handled in two
of the novels. She shows the opposing forces at work on

-Crimsworth in The Profegsor and the power of Jane's emotions

revealed in her art work and her dreams in Jane Eyre. The
-thematio symbol appears as the mirror in Jane Eyre: 1t
functions as a symbol in the story Jene tells, while 1t
exists structurally as the basis of the form of the novel.
The cirole serves this double purpose in !jllet e. - The
narrator uses the oclrcle metaphorically on repeated occa-
siqns, and it forms the basis of the novel's structure.

Through this dextrously hpndlod language the themes
of:phe novels reach the reader, and all of the themes lead
to one conclusion: a reaffirmation of man*s personal world
asithe'important one., Charlotte Bront#'s themes, which
shocked and angered her contemporaries, concern en intense
personai interest in emotional fulfillment. Like lyriec
poetry;;her novels express a preoooupation with gelf--and
this is possibly what drew oritics to that seemingly fas—
oinating occupation of findlng autobiography in every
written;word. But Charlott@ Bronté views gelf objectively,
the generioc gelf, the core of each mant author, protagonist,
reader, .and oritic.

The author's words to G. H. Lewes make olear her
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stand:

Come what will, I cannot, when I write, think always
of myself and what 1s elegant and charming in femininity:
it is not on those terms, or with such ideas, I ever
took pen in hand: and if it is only on such terms my
writing will be tolerated, I shall pass away from the
publiec and trouble it no more. gt of obscurity I cane,
to obscurity I can easily return.

The themes concern woman more than they concern man, but
they are far from elegantly or charmingly feminine. Char-
lotte Bront8 chooses for her themestone's sense of isola-
tion;_one's need for 1ndependence‘through gself-identification
and. self-esteem; and one's need to fulfill these require~
ments through a compatible marriage which results from a
mitual réspeot'and admirati@n combined with the wife's
gsense of her husband's superiorify. _

Charlotte Brontd presented her beliefs; she did not

insist that they be accepted. To Ellen Nuésey she wrote:

: "I am no teacher; to look on me in that light is to

'misteke me. To teach is not my vocation., What I am,

- it is useless to say. Those whom it concernsg feel and
find out. To all others I only wish to be an obscure,
steady~going, private character, .

To feel and find out what Charlotte Bronté is, the

. reader has only to study her novels: the structure of them,

their language, snd the themes.  One may learn through these

6Charlotte Bront& to G. H. Lewes on November 1, 1849,
in Shorter, op. clt., letter 386, II, 80.

7Charlotte Bronté tosElléh Nussey on Novermber 22,
1849, in Shorter, op. cit., letter 395, II, 89.



212
aspecté of composition that Charlotté Brontd reveals a
developing, changing attitude. Initially she shows her
romantic determination that 1ife shall prove worth living,
though one must realize that her first two novels were written
when she was thirty-one and no longer a child. Her eérliest
_Vnpvel qenpe:s on independence: the need for the end of iso-
lation and the acqﬁisition of the respect of oneself and
mankind. The resolution of this novel in‘ideal harriage
appears théoretical and unimpassioned.

Charlotte Bronté's belief that paésion and not reason
must control a man's life--and most particularly a woman's
life--finds a volce in Jane Eyre. Although countering.with
an overtone of moral Jﬁdgment'ggainst paséion, she demén-
strateg that the workable solutlon of ilfe's problems is to
be found through emotional relatlonships. 8She casts off
traditional Victorian standards and speaks for self-expres-
sion, self-rellance, and self-esteen, gggg Eyre, however,
shifts‘the emphasis from self-esteem, which is there, to
self-expression, which is vital., The struggle between pas-
% gion and reason becomes the preoccupation of the author,
and isolation has slippedﬁforggtten into the shadows. One
ffighfgning experience of Janefs lonely escape on the moors,
while terrifyingly fundameﬁtaljto the human condition,
finall§4£;ESEes regsolved in thg beginning of Jane's life kith

the Rlvers family.
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In Shirley isolation broods as a dreaded destiny for
Caroline, but it, too, digappears after only one long and
bitter struggle with death. Then 1life becomes flooded with
roginess for that young woman. Here all themes take second
place to that which speaks of the harmony to be found in
compétible marriage, But the novel does not deal with
unrealistic romantioism:ron'the contrary, the demands of
human adjustment, of personal compromise and resignation,
must be aoknowledged‘before emotional fulf%llment can be
experienced. The strength of such a relationship relles on
the upright supports of salf;respect and respéct by one's .

- partner. Thus an amiable and harmonic existence is secured
| by a wife's being valued for her individualfabilities and
_intelligence, a respect dramatically countgred by her abne-

gation of power as she gives up self-pridégin her worshipful

regard for her husband. With such stringént demands on the

_personalities involved in the ideal marriage one cannot be

surprised that the rare successful marriage 1s contrasted

on all sides by the evils of 1ncompatib111£y, spinsterhood,

and the shadow of death.' |

In her last novel Chérlotte Bronté faces reallty with-
out, the romantic overtones which have such audience-appeal.

In XLLLQQQQ‘Lucy Snowe begins 'as an obgerver of life, afraid

to participate and not particularly encouraged to Join in.

When she relinquishes the passive for the active 1life her
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mood tuins to one of depression. ©She gradually acceptsT
harsh reality in her life and becomes reéonciied to a partial
existence. When emotional satisfaotion 1ifts her‘to‘thg
level of elation the reader might suppose that self-respect,

devotion of an admlrer, economic security, and emotionally

Vsatisfying-love will bring the happy culminatlon to her‘life.

Not so. Love suddenly ends with Paul's death. The reader
rust decide  whether or not independence alone will compen-
sate for Lucy's return to isclation. The final state of

e T R T e i e

that emotional isolation looms always near. Death tekes

'awéy what one struggles long to find.‘ Completion comes

only when one achieves self-esteem and self-reliance. Jané '

. Eyre, Shirley Keeldar, and ILucy Snowe all find this comple-

‘tion.

At the end of Villette, the last novel she ﬁas'to

~write, Charlotte Bronté indicates this gense of completion,

She was, of course, uﬁaware:;hat‘she was sﬁating her strong-
est beliefs for the last tiqe. But her concluding thoughf
carries- the finality of a.tqsk aqpompiished in the words,
"Here Pause: pause at once. There is enough said"” (II:"
XLII, 313). And if not enough, at least much has been sald
by Charlqﬁte Bronté on the subject of man'g fundamen?allneeds
and the approach which he cen use to satisfy these needs.

Charlotte Bront8 wrote in truth and she wrote with skill,
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and this intensely forceful combination has assured her

novels the reapect, through the years, which they deserve.
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These five tales are from the author 5 Juvenilia.

. "4 Leaf from an Unopened Volume" 4in Derby Day‘and Other
Adventures., Edited by A. Edward Newton. Boston: Little,
Brown and Company, 1934,

and Patirick Branwell Bronte.. The Miscéllaneous and Unpube' -
lished Writings. 2 vols, Edited by T. Jd. Wise and J. A,
nSymington. Oxford, 1936,

. "The Story of Willie Ellin: Fracmento of an Unfinished
Novel," Bronte Society Transactions, pt. xixi, IX:1, 1936,

« Stories from Anpgrias. Edited by Phillis Bentley. Londons
A, Wingate, 1949,
Here are elght tales from the author's Jjuvenilia.
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B. ORITIOISM '

1. Books

'Blackburn, Ruth M. (ed.). The Bront® Sisters: Sele cted Source

2.

Moterial for College Regesrch Pgpers. . Bosto D. C. Heath
and Company, 1964.

This fragmented collection of material, by the Brontiés
and about them, might possibly be useful for freshman theme
writing, but hgs neither biography nor criticel evaluation.

_Florence Swinton. The Sources of "Jane ere_"_'_l@,n___ﬂ_T_T_gf‘

P 2
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The Br & Sources. Combridge: W. Heffner, 1940,
Here is a study of material which may have contributed
to the genesis of the novel. It follows a gimilar work on

Wgtherin“ Helghts.

*Ewbank, Inga-Stina. Their Proper Sphere: A Study of the Brontd

Sisters as Early Victorign Novelistg. Cambridge, Mass.:
19

Harvard University Press,

This unemotional study attempts to avoid a blograsphical
‘approsch and exsmines the literary alms of the Brontés in
relation to the "proper sphere" for female writers of the
1840's. The author pointsbout that the Bronté&s went beyond
this ‘sphere by exhibiting "coarseness" and bv expressing
passion and intellect. o i

‘Martin, . Robert Bernard. Accents ;of Persu sion’s: Charlotte Bronté's

Novels. ZILondon: Faber and Faber, 19

A very recent study, this book treats the complete adult
novels of the guthor, offering some interesting suggestions,
but also summarlzing plots and entering into the familliar
speculation conoerning the relationship betWeen “reality and
truth.”

Dissertations and Theses

"Brammer, Nargaret M. ™A Oritical Study of Oharlotte Bronte s, The

Professor.! Unpublished Master g thesis, University of London,

1950,
\ George Sand's Consuelo is suggested as the source of this
novel.» , .

'Dugas,lJoseph H. "The Literary Reputstion of the Brontes, 1846-

1951." Unpublished Doctoral dissertation, University of
Illinois, 1951,

This bibllographic study covers the reactions to the
Bront&€s' writings from the appearance of their first book
of poetry to the oritioiem of 1951, :
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. Bgg, Ines. "Dle Bestimmung des Frauenbildes in viktorianischen
' Roman durch Charlotte Bronte und George Eliot." Unpublisned
Doctoral dissertation, University of Zurlch, 1949,

This study is limited to an analysis of the women charac-
ters in the novels of Charlotte Bront® and Georpe Ellot.

~ Gronemeyer, Liesel, '"Die Darstellung der Frau in den Romanen
. der Charlotte Bront®é." Unpublished Doctoral dissertation,
University of Munster, 1948. '

Another German study of woman's place as revealed by
the characters in Charlotie Bront¥'s novels.

. Heindl, Elisabeth. "Charlotte Bront€ und der franzosische Geist."
Unpublighed Doctoral dissertation, University of Vienna, 1944,
This dissertation points out the similarity between the
attitudes displayed by Charlotte Bronté in her novels and
the feeling belng revealed in French writing of the time.

HOWard ‘Margaret Adella. "Gharlotte Bronte's Novels: An Analysis
: of their Thematic and Structural Patterns." Unpublished
Doctoral dissertation, University of Washington, 1962,
Although the title might lead one to suppose that the
dissertation would be on the structural patterns of the
novels, actually it is a study of the search-for-love theme
in the:.novels and 1ts relation to the author s style.

Junge, Hans., '"Der Stil in den Romanen Charlotte Brontés.” Unpube
lished Doctoral dissertation, University of Halle, 1912,
A dissertation on the style of Charlotte Bront€ analyzes
the dlction and effects created by language.

*Kneis, Earl Allen., "The Art of .Charlotte Bronté A Study of Point
. of View im her Fiction." .Unpublished Doctoral dissertation,
‘Unhiversity of Illinois, 1964, I
Dr.:Kneis has continued to write on the Bront€s, His
dissertation (which we now have at the University on micro-
film) continues what has how become a popular search into
point of view and the narrator in the novel,

Nissl, Notburga. '"Die Charaktere und die Technik ihrer Dartstel-
lﬂng ih den Romanen Charlotte Brontés (studiert an 'Jane
Eyre')." Unvublished Doctoral dissertation, University of
Innsbruck, 1937.

Another German dissertation discusses thé methods Chare
lotte Bront€ used in creating the characters in her most
pcpular novel, P il

®dom, Keith Conrad. "The Bront¥s and Romantic Views of Person-
ality." Unpublished Doctoral dissertation, University of
Wisconsin, 1961,
The author investiyates thelBrontes attitude toward the

i iy
I
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beliefs of the Romantics (their attitude toward childhood,

organicism, emotion and passlion, Byronism, and religlous
thought and feelinp) in an attempt to establish them as
Romanic writers.

*Shapiro, Arnold. "A Study in the DeveIOpment of Art and Ideas
in Chsrlotte Bront&'s Piction." Unpublished Doctoral dis-
sertation, Indiana University,. 1965.

The author attempts to trace the development of Char-
lotte Bronteé and to indicate her growth as an artist,
pinpointing her characteristic themes: the isolatéd indl-

vidual in the world,; her critlcism of soclety; and her
view of personal relationshios and their necessity. [Ke
concentrates on Charlotte Bronté's use of the firgt-person
narrator. )

‘Van Arsdel, Rovemary Thorstenson. "The Westminster Review, 1824~
1857: with Special Emvhasis on Literary Attitudes," Uapub-~
lished Doctoral dissertation,; Columbia ‘University, 1960,
The perlodical 1s reviewed and analyzed, suggestlng tne
hoossibility of 1ts influence on the Brontes during thelr
productive years, ‘

Vogeley Hermann. "Aufbau und Sprache in Charlotte Bront€s 'Jane
- Eyre' und Emily Brontes 'Wuthering Heights'i“ein Verﬂleioh."
Unnzblished Doctoral dissertation, Univers 1ty of Frelbur
1954,

This dissertation 1s a Germanic study of construction
and dlotlon in these novels. s
Wells, Auouotln-Lewis. "Les Soeurs Bronte et 1'étranger: Btude

des influences européennes sur leur pensee et sur leur
ceuvre." Doctoral dissertation, Universit® de Paris, 1937.
Published »rivately, Parls: L. Rodstein, 1937,
: Euronean influences on the wrltings and thought of the
Brontés is discussed in this lengthy treatment. The disser-
tatlon includes a complete biblliography. =

*Westbrook, James Seymour, Jr, M"Sensibility and Society: 4 Study
in Themes." Unpublished Doctoral dissertation, Columbia
“University, 1964,

3 This dissertation shows how five novelists handle sensi«
bility within a social framework. Shirley is used to demon=-
strate "the difficulties encountered by strongly individual
sengibilities as they come faoe to face with convention."
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3.0 Articles snd Chapters in Books

'Beneon, A, C. "The Messape of Charlotte Bronté to the Nineteenth

Century," Bronté Society Transactions, pte. xxv, V, 1015.. .

An analysis of the contemporary point of view shows
Charlotte Bronte's attitude toward such social guestions
as the place of woman. This issue of BST is now out of
print but is still avalleble in sume collections, such as
that of the University of California at Berkeley.

¥Briges, hsa. ”Private end Social Themes in Shirley,” Brontd Seciety

My atig i IPTRVST 3 3 | YTTT L WY -4e]

Thl: valuable article sugerests the three themes in
shirley and evaluates the novel as "pserhaps the firet impres-
stve regional novel in the English language."

Burkhart Charles. "Another Key Word for Jane Eyre," Nineteenth

9%

Ceeil,

o
Chase,

Centurv Fiction, XVI, 1961,
The author sup:euts that "nature" is the word -- referring
‘to the conflict between reason snd Judgment,

"Bronté's Villette," Dxplieatgr XXI.1, Sevt. 1962.
A study of the moon imagery suggeste the basiec symbolism

in the novel.

Lord David. Barly Victorian Novelists. Chicago: University
of Chlcago Press, 1935, |

This close analysis of Charlotte Bronté as a writer is
destructive in tone and blased in attitude.

Richard. "The Bront&s: A Centennial Obzervance (Reconsider-
ations VIII)," Kenvon Review, IX:(Autumn 1947), 487 506,

/Revrinted as "The Bronteés, or Myth Domestjcateu in Forms

of Modern Fiction. Edited by William Van O'Connor. Blooming=
ton, Ind.: University of Indlana Press, 1954.7 |

Chase accents uncritically Rosamund Landbridge's theories
as well as adding conclusions from an approach based on Jung

‘and Toynbee. The study, considered by some to be highly

overrated, ls an interesting one.

Chesterton, Gilbert Xeith., "Oharlotte Brontd as a Romantic" in

Charlotte Bront€, 1816-1916: A Centenary Memorial. Edited

by Butler Wbod. London:, 1. Fisher Unwin, Itd, T 1918,

Chesterton's belief that "Romance is & spirit; and as for
realism it 1s a convention'" helps him see Charlotte Bronté
as adventerous in an intensely individualistic and intensely
womanly way. |
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Ghesterton, Gilbert Keith. "Charlotte Bront® and the Realists,"
Bront® Soclety Transsctiong, pt. xvi, IV, 1907.

This 1s merely a paraphrased report of an address
given by Chesterton, in which he attacks the sdvice gliven
to Charlotte Bronté by George Henry Lewes who urged the
writer to "be realistic,"

« Victorian Age in Iitersture. New York: Henry Holt and
Company, 1913. ‘

Chesterton suggests that what the Brontés brou%ht
fiction was ™he blast of mystieiem of the North. His

analysis, while not exhgustive, ig of interest - for its
point of view.

Clement, Brother Dovid. "Note the Ilterary mllusions, English
. Journal LIV, (January 1965), 59-60,

his reference to the gllusions in Jgne Eyre-~-from
Bewlick's History of British Birds to Gulliver--stresses
the importance of notlclng what the character reads into
the alluslion and how it affects the sotlon end theme.

Golby, Robert #. "Villette snd the Life of the Mind," IMLA, LXXV:
4, part I (September 1960), 410-419,
As a literary blography this study avolds a literal
treatment of Charlotte Brontd's personsl life, dealing
entirely with her creagtive life.

.- Day, Martin S. "Central Concepts of an Ex re, " The Personalist
: XLI (1960}, 495-505,

In a psychological approach to Jane's marriage problems
the author investigates the underiying mot1Vat10ns of the
protagonist.

de Selincourt, E. "The Genius of the Brontgs," Bront¥ Soclety
Transactions, pt. xv, II, 1906
" 4n agpprecliative paper expresses de Selincourt's admir- .
gtion of the style and 1mag1nation of the Bronté& sisters.

Drew, Philip. "Charlotte Brontd as a Oritic of Wuthering Heights,"
' Nineteenth Century Flction, XVIII 4 {March 1964), 365-381,
"She 1dentifies the novel's main source of evil energy
end its central metaphor,™ is Drew's summary of Charlotte
Bront&'s criticism in the preface to the 1850 edition of
~her sister's novel. ©She spegks of the strong language and
rusticity, which she apologlzes for, and she praises Nelly
" Dean, a character which tends to Lrritate modern readers.
Her "literslly accurate description” of Heathcliff earns
great praise from the critic.
I
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- *Dunbar, Georgia S. "Proper Names in Villette," XNinetsenth Cen-

- tury Metion, 1960.

Although on the surface this seems to be a study of the
ngmes used in the novel, thls article also suggests the
basic intent of the novel. The critic seesks to find signif-
lcance in the meaning of pPproper names, particularly through
translation from the Frenoh.

 Elliott, Rev. W. Thompson. "mtmosphere in the Brontd#s' Works,"

Brontd Soclety Traneactionsg, pt. xxxviii, VII, 1928.
The vicar of Leeds discusses the imamination of the

Brontés and the atmosphere which they create in thelr
novels. His analysis is that they creasted from "tragic
genius."

" Falconer, J., A. "The Professor and Villette' 4’ Study of Develop-

ment, " English Studles, April, 1927.
The critic attempts a comparison by relating both novels
‘to the blographical facts of the author s life.

Garnett, Richard. "The Place of Charlotte Bronte in Nineteenth
;Century Fiction" in Chorlotte Bront®, 1816-1916: A Centen-
ary Memoriapl. BEdited by. Butler Wbod. *London: T. Fisher
Unwin, Ltd., 1918. : L
"~ The author suggests that Charlotte Brontd's writing is
sub jective, as it delineates mental states and only uses
‘incidents as a means of producing those; states.

Girdler, Lew. "Charlotte Brontd's Shirle and Scott s The Blgck
Dwaxf," Modern Language Notes, 71.15 , Mareh 1956,

The guthor compares Shirley with The Black Dworf as
Charlotte Bronté's story of "The Green Dwarf" echoes a
similer incident in Ivanhoe. /See also Florence Swinton
‘Dry, The Source of'Wuthering Helghts," Cambridge, 1937,
for a dlscussion of Scott's The Black Dwgrf as the chief
source of Wuthering Heights] ‘

Hadow, Sir E. A. "Education as Treated by the Brontes," Bront &
Society Transactions, pt. xxxv, VI, 1925,
This article discusses the Various gspects of educstion
--in schools and by governess and tutor--which appear in
the Bront& novels. /See also Muriel Spark, "The Brontes
as Teachers.'V |

'_ Hegton, Dr. H. "The Economic Background of Shirley," Brontsd

Society Transactions, pt. x1ii, VIII, 1932.
A study of "Land and Loom," "Ghild Labour, " "Coming of

the Machine," and the trade depression in the woolen indus-
try gives a factual basls for the events in the novel.
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*Hetlman, Robert B. "Charlotte Bront#, Reason, and the Moon,"
Nineteenth Century Fietion, XIV:4 (March 1960), 283-302.
Basing hls interpretation on the moon symbolism in the
novels of Charlotte Bront¥, Dr. Hellman brings out the
ever-present conflioct between reason gnd intulition.

. "Cherlotte Brontd's 'New' Gothic" in From Jane Austen
to Joseph Conrad. ZEdited by R. C. Rathburn and Martin
Ste%nmann, Jr. Minneapolis: University of Minnesota FPress,
195C. '

Thisz is a discussion of the kind of Gothic approach

used by Charlotte Bronte in her tregtment of symbolic dreams.
The eritic defines the author's "new" Gothic azs "the new
gsense of the dark side of feeling and personality." Through-
out the novels Hellmasn sees the author behlnd every first-
person narrator. ,

Holgate, Ivy. "“Shirley: Chrrlotte's Own Evidence," Bront®€ Society
Transsctions, pt. lxxiii, XIV:i3, 1963,
~ In this article the critic discounts the idea that Char-
lotte Bront¥ consulted anyone gbout the subject of this
novel, and that she shifted her subject from Chartism to
the Luddite riots on the advice of anyone.

. "The Structure of Shirley," Bront®:Society Trgusactions,
pt. lxxii, XTIV, 1962. 2 _
Miss Holgate suggests that there was a shift in locsgtion
and emphasis from the York Chartists problem to the Luddite
uprisings in the Hegvy Woollen district of West Riding"
~where Charlotte Bronté's friends the Taylors lived.

*Hughes, R. A. "Jane Eyre: The Unbaptised Dionysos," Nineteenth
Century Fiction, XVIII:3, March 1964, '
The eritic finds Jgne re not a Christian narratlve,
in spite of Charlotte Bronte's representation of Helen
.Burns, Rochester, and St. John Rivers. He feels that "the
Christianity of the novel is asn overlay on the primary
pattern, which pre-dates Christianity."

: *Johnson, D. H. "'Daring the Dread Glance': Charlotte Bronté&'s
L Treatment of the Superngtural in Villette," Nineteenth
Century Fictlon, XX:4 (March 1966), 325-33%6.

‘ The thematic function of the subplot of the ghostly
nun is snalyzed as a device for marking the successive
stages by which Ducy Snowe regches self-realization. The.
four~part structure of the plot 1ls also presented.
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Knels, BEarl #Allen. "Art, Death, and the Composition of Shirley, "
Victorian Newsletter, XXVIII 22=24,

_ Another study of the relationship between the deaths in
the Bronté family and the resultant critical supposition
that there are blographlcal echoes in Shirley shows, by
scholarly investigation, the time lapse between flctional
recounting and the events themselves.

« "he 'I* of Jane Eyre,™ College English, XVII:7 (april
1966), 546-556,

In studying Oharlotte Bronté's use of the first person

in Jane Eyre, the author suggests that the protagonist's
abllity to re-create a scene brings about a novel which is
not wholly subjective.

*Lorg, Jscob. Mhe Problem of Unity in Shirley," Mineteenth Cen-
- tury Piction, XII (September 1957), 125-136.
Unity as seen through patterns of charaoters, relsted to
the romantic precept of egolism,is here presented with inter-
esting implications.

'Lea'vi--sa g. D. M"Dating Jan Exre," Times Iditerary Supplement, XXVII,
3 -
The eritic points contradictory internal evidence as to

the time of the action of the novel.

Lederer, Clara. "'Little God-Sister,'" Ninetecenth Centurv Fiction,
II:3 (December 1947), 169~175. /Then called Ihe Irotlovesn.
The biographical elements in Villette are discussed, par=
ticularly as they affect the charaeterization of M. Paul.

Lewes, G. H. Review of Shirlex in the Edinbgrgh Revlew, January,.
1850,

This venerated reviewer attacke the novel for 1Its lack
of structure.

*lodge, David. "“Fire and Eyre: Oharlotte Bronté's War of Earthly .
Elements" in Langupge of Fiction: Essays in Criticism agnd
Verbgl Anglysis of the English Novel. London: Routledge
and Kegan Psul, 1966,

dnother eritic sees the metaphoric implications of
Charlotte Bront¥'s use of fire within the story.

"Marshall, Willism H. "The Self the World, and the Structure of
;Jgne Evre," Revue des Q ngues vivgntes, XXVII (1961, 416-
425,
This article relates'the structure of the novel to the
symbolic implications of self, particularly as related to
the image of fire.
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Momb erger, Philip. "Self and World in the Works of Charlotte
Brontd," English Iiterary History, XXXIT:3 (September
‘1965), 349-369,
An evaluation of the introspective quality of Gharlotte
Bront&'s style shows her response to the outer world. The
eritic suggests that "all of Chsrlotte Bronté's protagonists
might be describded ag g version of a single type: the outecast.

- Moser, Lawrence E., S. J. "From Portrait to Person: & Note on the
Surrealistic in Jane Eyre," Nineteenth Century Fiction, XX:3
(December 1965), 276~281,

. A brief note suggests that the surreslistic qualities of
Jene's drawings reveal the personality of the author.

Prescott, Joseph. "Jane Eyre: A Romantic Exemplum with g Differ-
ence" in Twelve Original Issays on Greagt English Novelg.Edited
by gharles Shapiro. Detroit: Wayne State University Press,
195

Here the sexuasl repressions of Charlotte Brontd are dis-
cussed as being unintentionally revealed by the erotio imagery

in Jane Iyre.

‘Read, Sir Herbert. "Charlotte and Enily Bront¥," in Reason and
Romanticism. New York: Russell and Russell, 1963.
In this Junglan interpretation Read sees Charlotte
Bront&'s "longing for a lost mother" ags the psychological
basis for the plot. (Originally published in 1925.)

Saintsbury, George. "The Position of the Brontes gs Origins in
the History of the Eanglish Novel," Brént8 Society Transac-
tions, pt. ix, II, 1899.

This evalustive study of the Brontés attempts to place
‘them in literary history. The article has been reprinted
many times.

Secargill, M. H. "All Passion Spent: & Revslustion of Jgne Evre,"
University of Toronto Quarterly, XIX (January 19505 120-125,
& further investigation of the struggle between passion
and Treasson reveals the emotionsl content of the novel.

* 7 e n
Shannon, Edgar F., Jr. "The Present Tense in J @x Nine-
| 9555 1=

teenth Century Foetion, X:2 (September 1 145.
A study made in 1955 shows the stylistic complexity of

the novel with particular attention to the lgpses into the
present tense., The critic sees these shifts as 1ndicative
of the structursl divisions of the novel.
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smith, David. "Incest Patterns in Two Vietorian Novels,"

Iiterature and Ps sychology, XV:i3 (Summer 1965), 135-162.
The author QL&lu Wit whalt he considers inoest patterns

e it DL STl edemare

father-daughter rolationshin between dane and Rochester.

Snowden, J. X. '"{he Brontés as Artists and ﬁrophets" in Charlotte
Bront€, 1816-1016: A Centenary Memorial. Edited by ButieT
Wwood. London: T. Fisher Unwin, Ltd., 1918.
The author distinguilshes between Charlotte Bronts's
romantic "yarns" and her stories "of resl 1ife." He finds
shirley without plot and without structure.

¥Solomen, Bric. "Jgne Eyre, Fire and Water," Colle e Enslish,
XXV:3 (1964), 215-17.

Mr. oolomon flndS a "hard coherence of thematic and
symbolic pattern” in Jane myre: the four-act divislon,
parallel scenes, contrasting characters, snd foreshadow-
inz. The main theme -~ the search for a home -~ is supe
ported by two pervasive images: fire {of passion) and
water {of Dure reoson) between which "love nust find a
niddle way." i

Spark, Muriel. "The Sront8s as Teachers," The Mew Yorker, Jan. 22,
1966, : .
A merzing of blography and ¢riticism attempts to show,
once again, that the Brontés' novels-reflect their own
experiences. : '

Swinburne, Algernon Charles. "A Note of Charlotte Broanté" in

' Comnlete Prose,Works, Vol. IV, Boachurch Edition., .~
Edited by Sir Edmund Cosse and T. J. Wise., ILondon: Williaw
Heinemann Ltd., 1926,

Swinburne sees the everlasting guality of Charlotte

Bronte€'s work and expresses his flowery opinion that the
novels are evidence of a "noble and frultful zenius which
found in the frail temple of her mortal ilife a minister
o niz % and pure of Spirit, so0 falthful and heroic of
heart.

- "Sydney Dobell's Article on Currer Bell, Contributed to the Pzllo-
dium in 1850," Bronte Sceiety Tran sctions, pb. Xxviii,
V, 1918./3%/7
The publication hes reprinted the lyric praise for
Wutnering Hdeirhts which carries over into a eriticism
of the ﬂOVGlS of Ellis and Acton Bell. Dobell believed
these to be "rou:h and earlier stdtues for the hand which
later shaped 'Jane EJre and'Shirley .
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"The 'Taste' of Charlotte Bronté," Bront¥ Societx Transactions,
Ixxiii, XIV:3, 1963,
This restatement of wvariouws COntemnorary reactions 10

Jane fLyre includes that of Queen Victoria.

¥1illotson, Kethleen., Novels of the Bishteen-Forties, Oxford:
Olarendon Press, 1954,
In her thorouch examination of Janes Lyre the ecritlc
mphasizes fthe function of the Drota@onist as an inde-
pendent woman, and points out that the book was objected
to a2t the time of its publication for its elementgl NGB
SloNa

Tompkins, J. M. 3, "Caroline Helstone's Eyes," Bronté Society
Trencssctions, pt. lxxi, XIV, 1961.
Thig article is b@sed on the blographical approach
which suggests that the character of Caroline is bullt
on Anne Bronté. She supvorts this contention by internal .
evidence from the novel,

Traversi, Derek, "The Bronte Sisters and Wuthering Helghts" in
TFrom Dickens to Hardy, vol. 6 of The Pelicen Gulde tg
meiizh Litersture. Sdited by Borls Ford. Harmondsworth
Middlesex: Penguln Books, 1957.

Although the critiec onens his chqpter with reqtrained
nraise ofthe author of Jone Eyre, 1t 1s in her sister's
novel that the critic finds genius revealed,

Utter, Robert P. and Gwendolyn B, Needhan. Pamela’s Daushters,
New York: The Macmillan Qompany, 1937.

The authors show the heroine in her relationship. to
the basic prototyne vnresented in Pemela. ILucy Snow is
suggested as fitting the pattern,as does Jane IZyre, The
fact that the heroines are governesses 1g considered to
be important.

™

Vaughan, C. E. "Charlotte and Emily Bront€: A Comparison and
a Conirast" in Chsrlotte 3ront€, 1816-1016: 4 Centenary
‘Memorial., Edited by Butler Wood. London: T. Fisher
Unwin, Ltd., 1918, _

Charlotte Bronte's "errors" in depicting ceenes in her

novels arose from her straying into "a fleld that was not
hers." He sugzzests that she was the first English novelw-
ist to bring in the familiar French figure of the femme
incomprise. ‘

Ward, Mrs. Humvhrey. "Some Thoughts on Charlotte Bront&" in
Ch-rloste Bronté, 1816-1016: 4 Centernary Memorisl. ZEdited
by sutier dood. London: T. Flsher Unwin, wtde, 1918.
Among her praises of Charlotte Bronte, Mrs. Ward points
out tae weaknesses in the novels, especlally the curates in

Shirlevy.
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Weir, Bdith M, ”Contemnorary Reviews of the PFirst Bronté Novels,
Bronté€ Societv Tronceotions, pt. lvii, XI, 1947,

This article quOue° fully from the contemnorary reviews
of the Bronte movels, beginning with Sydney Dobell's lyric
pralse and inecludiap many lesger reviews and some pasSsapes
from Charlotte Bronte's letters in reference to the reviews.

West, Rebecca. '"The Role of Fzntasy in the Works of the Brontss,”
: Bronts Soclety Transsctions, pt. lxiv, XII:4, 1954,

In this discussion of the imapinative process by which
the Brontés creuted real people, as opposed to girlish day-
dreams, Miss West emvhasizes Wuthering Helshts but includes
some treatment of Jone Hyre,

Woolf, Virginia. The Common Reader. London: The Hogzarth Press,
1957 . :
The critic discusses the intensity of Charlotite Bronté's
style and refers to Villette as her "finest novel." 3he is
anzlyzed as having an "asrdent love of ngture' and as having,
in common with Hardy, a power of versonzlity and a narrowness
of vision. {Originzlly published in 1925.)

|

iroot, H. E. "Persons and Places: Sources of Qharlotte Bronté's
Novels," Bront€ Society Transactlong, pt. xiv, supplement
to VIII, 1935.
A contlnuatlon of the inveatigationa nresented in the
iltem listed below.

"The Supnlementsry Parts: The Pers ons and Places of the
Srontd Wovels," Brontd Soclety Transactions, III, 1906,

Thic old~fashioned scholarshlo concentrates on the factual
baslis for the fiectional representations in all four of
Charlotte Bronté's novels. {(All of volume III is now out of
print but is available in Berkeley.)

4. Notes znd Comments

dllen, Walter. The Enzlish Novel. New York: Dutton and Comvany,
1955,

Allen gives the literary setting of the time, a summary
of ezch of the plots, and. a suggestion of the importance of
the narrator's role., He says, of Jene Eyre, "as to structure
it is artless.” ' '

Batho, Edith ¢, and Bonamy Dobrée. The Victorlans snd After. New
York: Dover Publications, 1950.
In a study of V10uoriun writers the authors evuluate the
Bront¥ sisters znd conclude that ”Charlotte was a very con-
siderable artist, Emily a supreme one."
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Bentley, Phillis. Jhe Enclish Regional Novel. London: G. allen
and Unwin, Ltd., 1941,
Miss Bentley, & fervid Bronté supporter, includes the
novels of Charlotte Bronté in her study of the origlin and
development of the regional novel in England,

*¥Buckley, Jerome Hamilton. The Victorian Temper. Cambridge, Mass.:
Harvard Univers itv Press, 1951,

In discussing "the pattern of convention" the author
sugsests the link in Jane EZyre to the flammestod in Goethe's
metaphysical lyrics. He states that in dane Lyre "an actual
fire vrovided the visible means of purgation whereby the

byronﬁc NMr. Rochester might attain the humiiiiy of a nobler
self, :

" Dupont, V. "Trois notes sur les Brontés," Etudes snglsises, 1953,
: M, Dunont shows the importance of the Broniés' reading
of the Leeds Intelligence and leeds Mercury.

Gerould, Cordon Hall. Ratterns of Enslich and American Fiction.
Boston: Little, Brown and Company, 1942.
The author supgeuts that Shirley is less important than
Charlotte Brouté's other novels and that Villette has some
of ner "finest work."

James, lLouis, Fiction for the Working Man: AQ 5 London.
Oxford University Press, 1963,

Tals study of the "literature produced for the working
classes in early Victorian urban Lnrland" refers to the
statements of Methodism in the Brontés' work as discussed
by Grace E. Harrison in The Clue to the Brontes, London:
Methuen and Comvany, 1948.

Knight, Grant C. The Novel in England. New York, Richard E.
Smith, 1931, '
Oallin both Brontes "the unorthodox Victorians," the
author mentions the biographical elements in Jene Eyre
and little else.

V*Lester, John L, dr, "Phe Consolations of Ecstasy,”" ZEngslish Liter-
sture ih Tronsition, VI:4 (1963), 200-11.,
In 2n interesting study of the use of ecstasy in fiction
the critic shows that the escane scene in Jape BEyre is an
gcstatic exverlence.

Lovett, R. M. and Helen 5. Hughes. .Ihe Hl”tory of the INovel in
Enzland. Boston: Houghton, Mifflin Company, 1932,
Thies blogravhical and literary treatment of the Brontes
discusses the' - conflicting elements of reallsm and romanti-
¢lsm. in their work.
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McCullough, Bruce., ZRenresentative mnwljhh Novelists: Defoe to
Conrad. New York: Harvner Brothers, 1046,
in a chanter called "The Subjective Novel," the author
deals in character analysis of the protegonist in Jane
fyre and omlts the other novels entirely.

Nellld,. 5. Diana. A Short History of the English Novel. New
York. The Maomllian Company, 1952.

In her chavter "Passlon Spinu the Plot," the author
speaks of Charlotte Bronté's imagination ("she did not
attempt to discipline its firey force") and interweaves
biographical information about the Broutes' lives.

Parrot, Thomas Marce and Robert Bernard Martin. A Companion to
- Y . l—n-—-—-—d——-—-‘m—-—n——-—-
Victorian ILiterature. New York: Charles Scribner s Sons,
1955,
4 very brief blography of Chariotte Bronte is included
with a survey of the soclal background and "histoxry of
'the age,'

Russell, Prances Theresa. Jatire in the Victorian Novel. New
York: Russell and Russell, 196%.,
An interesting study of the satiric sn»nirit and the objects
of its attack, the book covers so many writers and so many
books that each work can be only briefly mentioned.

Stang, Richard. [The Theory of the Novel in England, 1850-1870.
New York: Columbia University Press, 1959.
The autioor points out the 1nfluence»of Thackeray on

Charloite Bronté and briefly discusses her role as an
author. The critics’ ‘reaction to Jane Eyre is also men-
tLioned. ' i

*Stevenson, Lionel. The BEncslish Novel: A Danorama. Boston:
Houghton Miffiin Company, 1960.
© Btevenson sveaks of Charlotte Bronte s strength in
creating atmosphere, 1n asserting women's rights, and in
contributing to the novelo of °OCidl consciousness.

Tillotson, Geoffrey and Kathleen. Mid-Vietorian Studies. London:
University of London Press, 1965,

A general view of literary life in the mid-nineteenth
century gives substance to the atmosphere for writers and
readers of the time., Very 1jttle is included on Charlotte
Bront® snecifically. .

- *Watson, Melvin R. "Form and Subvtance in the Bronte Novels" in

From Jane Austen to Josenh Comrad: Esseys Collected in Mem-
ory of Jmmes 1. Hillhouce. Eaited by Robert G, Rathburn and
Martin Steinmann Jr. Minneapolis. University of Minnesota
Press, 1958,

Here is a novel-by-novel plot summary and a rudimentary
study of structure -- not profound but suggestlive.
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