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19. yuzyilingiltere’si kralice Viktorya’nin tahta gecmesiyléktorya Donemi adini
alir.Dénem ekonomi, politika,bilim,sosyal ggan, sanat ve bircok alanda ggh ve
istikrarin  sembolU olur. Sosyal, ekonomik ve ahldksisiklikler toplumda pek cok
tezathklara yol agmstir. Her donem oldgu gibi edebiyatcilar yine toplumdan etkileryme
eserlerinde bu tezatliklara yer vestii Viktorya doneminin gergekgi ve ciddi konulari

romantik donemin iyimser yakjamiyla harmanlanip sunulngstuwr.

Bu calsmada Viktorya doneminde yams romanlarinda hem realist hem de
romantik unsurlari birlikte barindiran Bronte kagldeden Emily Bronte’ninWuthering
Heightsve Charlotte Brontenidane Eyreadli romanlarindaki romantik akim unsurlarindan
olan gotik ozellikler incelenmiir.

Birinci bolimde Romantik Doénem 6zellikleri ve Viklya Donemi 6zellikleri ayrica
Viktorya dénemi gekim romaninin alt tarleri incelenstir. Arastirmanin temel konusu
olan gotik terimi ve gotik romanin ggiini aciklanmakta ve realist roman icerisinde gotik
unsurlarin nasil kullanilgr ayrintilariyla verilmektedir.

Ikinci bolimde Emily Bronte ve Charlotte Bronte’niasam Oykulerinin kitaplarina
nasil yansid, Realistik ve Gotik unsurlari birarada romanldamasil canlandirdiklar
orneklerle incelenmektedir.

Tezin son boliminde Viktorya dénemine ait romanlaralarina rgmen incelenen
iki romanin gergek¢i unsular yaninda romantik ulauncerdgi boylece Viktorya
doneminin bglamasiyla romantik 0Ozelliklerin tamamen ortadankkadgl sonucuna
ulasiimaktadir.

Anahtar Kelimeler: Viktorya Donemi, Romantik D6nem, Romantizm, Realizm

Gotik Roman, Wuthering Heights, Jane Eyre
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ABSTRACT

THE GOTHIC TRADITION IN THE NOVELS OF THE BRONTE SI STERS:
WUTHERING HEIGHTS AND JANE EYRE

OZKARA, Nermin
Master’s Thesis, Division of Western Languages aniditerature
Thesis Advisor: Asst. Prof. Dr. Ozlem OZEN
June, 2011, 133 pages

After the reign of Queen Victoria, the 19th cemtig called as a Victorian Era in
England. The era becomes the symbol of stability @gvelopment in many fields of life,
economy, policy, social way of life and arts. Howethe social, economic and moral
changes have led many contradictions. As usuakititers of the era are influenced by the
society and depicted the contradictions in theirksoThe realistic and the serious topics of
the Victorian Age is heightened and softened withdptimism of the Romantic Age.

In this study, both realistic and romantic elersantinly the gothic elements in the
novels of the Victorian period writers, especidlynily Bronte’s Wuthering Heightsand
Charlotte Bronte’'sane Eyreare investigated

In the first chapter features of the Romantic &%eand the Victorian Age also the
main genres of the Victorian Age are mentioned. dbthic, the development of the gothic
novel and how the gothic elements are used instgahovels are analyzed in detail.

In the second chapter, how the biographies of Bibnte and Charlotte Bronte
are reflected in their novels and how the realiatid the gothic elements are used in their
novels are analyzed with the examples.

In the last part of the thesis it is mentioned whlghough written in the Victorian
Age the two novels have the realistic and the rdin@bements. As a result, it is concluded
that the romantic elements of the previous agenatedisappeared but continued in the
Victorian Age.

Keywords: Victorian Period, Romantic Period, Romanticism, [IRea Gothic

Novel, Wuthering Heights, Jane Eyre
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THESIS TEXT



INTRODUCTION

In literature each movement, period, trend anditefollowed by another. Each one
influences the next one. Each has its own risegldpment, consolidation and decline but
not completely disappeared. Realism is a dominteraty trend in the nineteenth century
but co-existed with a number of romantic eleme@swing up in Victorian England,
Charlotte Bronte and Emily Bronte were inspired thg Romantic authors of the time

including Sir Walter Scott, William Wordsworth abhdrd George Gordon Byron.

Charlotte Bronte and Emily Bronte are two outstagdwriters emerged in the
nineteenth century literary world. Throughout theies, they have greatly contributed to
the English Literature and have written many tiraglelassics that reflect the lifestyle of
the times, and the attitudes of the people. Thentsthe greater part of their time in an
isolated Yorkshire village on the edge of the mabesefore; they reflected their vividness
and power in their stories. It is apparent thatBhentes’ works were shaped by the wild
and lonely moors where they spent most of theedivThe sisters loved their world of
fantasies so much and they continued to live ifihieir novels are always high in reading
popularity. The two novels that are consideredrtiyeatest masterpieces akthering
HeightsandJane Eyre “Both novels are known for their authors’ passinintensity of
imagination.” (Threapleton, 1963: ii)

Similarities have been found between characteds taemes in Charlotte’s and
Emily’s novels. Throughout the two books, theresaeeral recurring themes that stand out
the most: The role of women in the society, the rgigrece of feminism, isolation, disparity
between lower and upper class people, the impataheducation, religion and morality,
supernatural and gothic elements and the domindioence of mysticism and superstition
on people at the time. Do we read Emily Brontetadas novelWuthering Heightsaand
Charlotte Bronte’'slane Eyreas reflective of a Romantic text or reflective \dttorian
literature? We will argue that they can be readhwlements of both where the two worlds
collide. They are novels that fall between Romasiticand Victorianism in an attempt to
bring the two successive literary periods together.



English Romanticism started in the 1740s.Ther@ni€mphasis on the natural, the
spontaneous and freedom. This new trend of freedorenywhere evident in the new
modes of feeling and their more direct expressowaell as in the choice of new subjects.
The new movement is considered as “the re-awagesfithe imagination, a re-awakening
to a sense of beauty and strangeness in natungisthénd in all impulses of the mind and
the senses” (Symons,1969:17) It is a movementtiarad literature in the eighteenth and
nineteenth centuries in revolt against the Neodm®sss of the previous centuries. The
German poet Friedrich Schlegel defined the term amra as 'literature depicting
emotional matter in an imaginative form." It is sething new and different. Imagination,
emotion, and freedom are certainly the main poaftsomanticism. Another particular
characteristic of the literature of romanticismluges subjectivity and an emphasis on
individualism; spontaneity; departure from thetattes and forms of classicism, solitary
life rather than life in society. Romantics belidhat imagination is superior to reason and
devote themselves to beauty, they rebel againablesdtied social rules and conventions,
they love and worship nature, and fascinate with gast, especially the myths and
mysticism of the middle ages.

Following romanticism Victorian literature is pracked during the reign of Queen
Victoria (1837-1901).This period is often considbrs a bridge between the Romantic
works of the previous century and the literaturethef newly industrialized world of the
twentieth century. Victorian literature is charaied by a strong sense of morality. It is
also often equated with oppression. Victorian ditere is also known for its attempts to
combine imagination and emotion with the neocladsdeals of reason and order.

Romantic literature can be defined with the wargagination and emotion. These
are the same terms that can be used to definecgd#rnature. Instead of reason derived
from terror, now imagination is the creation of chizWhile readers like putting themselves
into that terror that Gothic literature providepmantic literature now broaden their minds to
think about deep subject matters. The Gothic msoibts in the Romantic Movement in
literature. Gothicism is the part of the Romantiowdment that started in the late
eighteenth century and lasted three decades imtontheteenth century “Romanticism



provides an important context for the Gothic beeadtishares with it an interest in sub limit
and emotion” (Smith, 2007: 183) The Romantic Movetrise characterised by innovation,
expression and freedom of thought. It is the bealfdiving in an age of new beginnings and
high possibilities. Gothic literature is a genrattmakes readers think. Gothic has a link to
extreme ideas and understanding of the emotiorgHikll, fear and terror. Imagination and
emotion are the same terms that can be used toedfthic literature. In general it can be
seen as a shift from neoclassical ideas of order reason toward romantic belief in

emotion and imagination.

In this study we prefer to analyze Emily Bront&&ithering Heightaind Charlotte
Bronte’sJane Eyrewith their realistic and gothic elements. The maason of our choice
to write about this topic is to examine the origiok the Gothic literature and its
continuation in English Literature until 2@entury as a part of romantic literature.

This thesis looks at many similarities in EmilyoBte's noveMWuthering Heights
and Charlotte Bronte'3ane Eyre.The study discusses the realistic elements pregent
the novels: social class, gender and their relafitime role of women, nineteenth century
motif of the orphaned child, religion, and moralityloreover, it mainly discusses the
gothic elements presented in both books: the diagkhidden, the secrets, and the brooding
characters like Heathcliff and Mr. Rochester, tleement of the supernatural or mysticism
in both novels: ghosts, extreme landscape and weedtiorrifying events, hallucinations

and madness.

The first chapter of the study consists of themwdiaracteristics of the Romantic
literature and the Victorian Literature. Since ¢hehors of the novels lived in the Victorian
age and their literature affected by romantic &tere it is necessary to know the
characteristics of these periods. The first chapteo provides a detailed approach to the
gothic novel. In order to shed light on the litewrat of the age, we focus on the literary
works and genres, the importance and the functfaiieo periodical publications and the
importance of novel as a dominant literary genr¥igtorian age. In the last part of the first



chapter the special attention is also given toisealand its alternatives, the romantic
elements in Victorian fiction including gothic elents.

Although Romanticism and Realism have differerdrebteristics, they are bound
to each other as well. Here we can easily recoghiegestrong link and interaction between
them inWuthering HeightandJane Eyreln the second chapter of our study the analysis
of the Gothic novel is focused &uthering HeighteandJane Eyre We try to depict that
with representation of the background of the awghamd its effect on the novels, the
description of the gloomy atmospheres and the tycaih behaviours of the characters. It
will be presented with the examples how the noeedate a sense of fear and curiosity and
how Charlotte Bronte and Emily Bronte maintain ahgo style of romance fiction
embracing their own dark, dreary world to creat@rtmasterpieces.

In the last part of our study, both novels arengpecompared and contrasted in
matters of common themes: setting, love, religimorality, feminism, realism and gothic
elements. They are chosen to clarify the simiksitand differences between two novels
and the continuation of the romantic elements rgaihk gothic elements in Victorian
Literature. Our aim is to reveal the thematic pectives employed by Emily Bronte and
Charlotte Bronte in the writing diVuthering Heightsand Jane Eyrewith comparative
approach. The thematic perspectives discussedeinhesis are summarized with a table.
Consequently, the analysis and defining will leadaa more in depth look at how these
two novels possess the Gothic traditions that sbpwhroughout the story. The authors’
aim can best be described as a combination oflstrapproach and the presenting of the

stories in the form of a Gothic Romance.



CHAPTER ONE

THE CONDITION OF LITERATURE IN THE 18 ™ AND 19" CENTURY



1.1. ROMANTIC LITERATURE: GENERAL CONSIDERATIONS

1.1.1.Romanticism

The word “Romantic” derives from the old Frencimamz, meaning the “romance”
languages that developed from Latin, Italian, Finerfeortuguese, Spanish, Catalan and
Provencal. The medieval romance means a tale wélehiwritten in one of these romance
languages, usually in verse, and often taking trenfof a quest. Our colloquial use of
‘romance’ and ‘romantic’ to describe intense emudiloexperiences can be traced back to

this medieval sense of the word.

The word ‘romantic’ derives from the French word fderary romance, roman (which
interestingly enough, also means, ‘novel’ ), anthie seventeenth century ‘romantic’ meant of
the nature of, having the quality of romance irpess$ of form and content’. To some people
such a quality was bad, as it meant ‘of a fabulmuSctitious character; having no foundation
in fact’, or ‘fantastic, extravagant, quixotic; ggi beyond what is customary or practical’-
again, by association with elements of the fartastuipernatural, fabulous, or marvellous in
Medieval and Renaissance verse romances. But iritfiieenth century such qualities began
to be viewed more positively, and associated with imagination and inward moral or
aesthetic sensibility, which were supposed to lbelfees capable of perceiving the ‘romantic

'in anything. (Kelly, 1989 :183)

The word “romantic’ comes into common usage in IBhgin the eighteenth
century. The characteristics of Romanticism areepdned appreciation of the beauties of
nature; acceptance of emotion over reason andeokémses over intellect; a turning in
upon the self and an examination of human perdgnalnd its moods and mental
potentialities, passions and inner struggles; a n&w of the artist as a supremely
individual creator, an emphasis upon imaginatiomitspl truth; an obsessive interest in
folk culture, national and ethnic cultural origiresd the medieval era, exotic, the remote,
the mysterious, the weird, the monstrous, the detbaand even the satanic. The authors’
creative spirit is more important than formal rulesd traditional procedures. Samuel
Johnson defines the new tendency ‘Romantick’ inditsionary of 1755 “Romantic” has



in fact been used since the Renaissance to sulggestxpression of the imagination in the

arts.

During the late seventeenth century and the eggithecentury there is a dominant
literary movement in England Neo-Classicism whieleks to revive the artistic ideals of
classical Greece and Rome. Order, logic, accuraoyectness, restraint, strict rules,
formality, orderliness, finite views, artificialityf convention, didacticism, dignity, clarity,
and balance of judgement are the characteristidéeotClassicism. “In the former part of
the last century, it was usual with writers on nhabjects to insist much on the reason
and fitness of things...” (Bate, 1961: 149) To aaerextent Neoclassicism represented as
a reaction against the optimistic, and enthusid®tnaissance view of man. Neoclassical
theorists, by contrast, see man as an imperfeagp@herently sinful, whose potential is
limited. They replace the Renaissance emphasishenimagination, on invention and
experimentation, and on mysticism with an emphasi®rder and reason, on restraint, on
common sense, and on religious, political, econani philosophical conservatism. They
maintain that man himself is the most appropriatbject of art, and see art itself as
essentially pragmatic as valuable because it isshom useful and as something which is

properly intellectual rather than emotional.

Neoclassical Literature is followed by romanttetature. It is still debated whether
English Romantic Literature is a continuation o ghrevious Neoclassical literature or a
new movement. If we consider the ideas, themes useithe last fifty years of the
eighteenth century we have to admit the developmerdmantic ideas during Neoclassical
Age. However the eighteenth century progress igrteetable mechanistic and emotional

reactions to neo-classical nationalism.

Meanwhile Britain has completed its industriali@atfrom a primarily agricultural
society, which once used to have the economic powmder their control, to a
manufacturing industrial modern nation. This indiasization is realized by the middle

class men, who unlike the aristocrats have notehpmbper education as they did, but were



educated well enough to read and follow the litematproduced and written as well.
Politically and militarily the British Empire is ¢feng larger and stronger but at the same

time experiencing a new restless period.

While these developments are taking place theswgritespond these developments
in their writings. French Revolution inspires wrgeof the romantic period because of its
potential for political and social change. Romantit becomes the revolt of the individual
against the social. The imagination of Romantictevsi is, preoccupied with the fact and
idea of revolution. In the early period of the FalerRevolution all the leading English
writers except Edmund Burke are in sympathy withaitd Robert Burns, William Blake,
Wordsworth, Coleridge, Southey and Mary Wollstoaéicare among its adherents. The
Revolution generates a feeling that this is a gegg of new beginnings everything is
possible, not only in the political and social abed in intellectual and literary enterprises

as well.

The French Revolution has an important influencehz writings of the Romantic
period, inspiring writers to write themes of denmamyr and human rights and to consider the
function of revolution as a form of change. In theginning the French Revolution is
supported by writers because of the opportunitiseeéms to offer for political and social
change. When those expectations are frustratedatead years, Romantic poets use the
spirit of revolution to help characterize their poghilosophies. Effects of the revolution
in later years, however, including the impact opblaon, led Romantic writers to write of
Napoleon’s cruelty, escaping to nature to get afwamy the real world and its problems,

victims of war and other related topics.

Nevertheless In the £8century Industrialization put a distance and bsetie
balance between man and nature. Human being bedbmexploiter of nature. Emerson
talks about this in his essay “Nature” when hessayo speak truly few adult persons can

see nature” This quote shows how many people dppteciate nature enough, and how



some are too corrupted by society to see natug.ilhe theme of nature’s importance in

romantic literature is a huge one.

For Wordsworth nature was not merely the uncivilizehe primitive, the world as yet
untouched by man, but man himself was part of eatwordsworth and his contemporaries
loved nature as perhaps no generation before gesior they saw in her not only infinite
beauty, but behind the ceaseless mutations of atgngplour and transient scene ...The
Renaissance had discovered man; it was left for &igcism to make the real discovery of
nature, and wondering to guess” with a mild suetiiat who knows that arcane hidden therein

from unpoetic gaze (Bloom, 1970: 135)

Nature plays a great role in shaping the humardrmrthe early phase of life. The
romantic writers view nature not only as a backgibin the scene but instead as “symbols
possessing a natural correspondence to the spimtadd or carried a hidden, deep
meaning behind itself” (Gultekin, 2000:146) .Nauis the source of inspiration in the
Romantic Period. Many of the stories and poemsisf time period talk about nature as
being a way to get in touch with God or talk aboature being pure. Romantic writers
respected it so much. The writers of the Romargitod, among whom are William Blake,
Percy Shelley, Samuel Taylor Coleridge and Willisvordsworth create a world which
break the chains of religious and normative doegithat are bordered by strict rules and
open the mind to nature, imagination and instifotlements. “Romanticism was a health
restoring revival of the instinctual life, in coatlistinction to eighteenth century restrains
that sought to sublimate the instincts in the wuhitemes of reason and society” (Barnard
and Trilling, 1973: 4)

The idea of self reliance is another aspect of ynamantic writers. A lot of
romantic writers believe that it is very importaotbe self reliant and not to have to depend
on society for support. The beliefs on this topiaynhave been due to the views on the
corruption of society. The element of imaginatienused throughout romantic writings.
The individual or self is the significant figurerfa work of art according to the Romantic
Movement with his own feelings and senses. The n@ocern is the interpretation of the

world through the individual experience providedhnwinsight and feeling. This led to the
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rise of Individualism in literature. Since Industization and social order put restricts for
the poor and the middle class in thé"@ntury individual is about to be “regimented and
losing individuality” (Golban, 1998:14). But Romtes solve it by praising individual
feelings and imaginationDuring this period, emphasis shifts to the importamf the

individual's experience in the world and his or mgerpretation of that experience, rather

than interpretations handed down by the churclnaaiitton.

Although Romantic authors write over many years agany of the ideas they
believe in and elements they use are still foun@varyday life today. The ideas of the
importance of nature, self-reliance and imaginatiave had a huge influence on many
people in society. But it is difficult to define whexactly Romanticism is. Although there
are many answers for most of this century few saisadloubt that it is existed. No writer in
Wordsworth’s lifetime thinks of himself as ‘RomasitiThe word is not applied until half a
century later by English historians. Some critiosl aeviewers treat them as independent
individuals, or else group them into a number gqfasate schools: “the Lake School” of
Wordsworth, Coleridge and Robert Soutley: “The Guak School” Leigh Hunt, Hazlitt
and John Keats and the “Satanic School” of Byrdrell8y and their followers. Many of
the major writers, however, feel that there is sitving distinctive about their time. They
have the sense that as Keats says in one of hietsofGreat spirits now on earth are
sojourning.” In hisDefence of Poetrghelley claimed that the literature of the age “has

arisen as it were from a new birth”

An interesting aspect of the romantic period iseéhghasis on poetry. The Lyrical
Ballads become the objective of the English Roncamovement in poetry. Wordsworth
undertakes to justify the new poetry by a statenoénoetic principles, in the form of an
extended Preface to the second edition of Lyricla@ls in 1800. In it he sets himself in
opposition to the writers of the preceding centwhpo, in his view, has imposed on poetry,
its free and natural developments. In Neo-Clasditabry, poetry has been regarded as
primarily imitation of human life in a favouritediuire, a mirror held up to nature, in a form

designed to instruct and give artistic pleasuréht reader. In the Romantic concept of
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poetry, the source of poetry is not in the outerlavoeally, but in the individual poet, his

personal feelings about the world, instead of mehtheir actions in general.

Most of the great romantic writers are poets mdtef novelists, as novels are
widely regarded as inherently inferior to poetryamy scholars say that Romanticism in
English literature begins in the 1790’s with thebleations of The Lyrical Ballads of
William Wordsworth and Samuel Taylor Coleridge. Yhmth honour nature as the source
of truth and beauty. The Lyrical Ballads become obgective of the English Romantic
movement in poetry. The painters J.M.W. Turner dobn Constable are also generally
associated with Romanticism. The second phase ofaRtcism is from about 1805 to the
1830’s. Cultural nationalism, poetry, music, andeav attention to national origins mark
the beginning of it. Sir Walter Scott translates thstorical appreciation into imaginative
writing. Later English Romantic poets, such as Jgbats, Lord Byron, and Percy Bysshe
Shelly write poems celebrating rebellious heroessmpnate love, and the mystery and
beauty of nature.

The Romantic Era is also rich in literary criticisand other non-fictional prose.
Coleridge proposes an influential theory of literatin hisBiographia Literaria William
Godwin and his wife, Mary Wollstonecraft, write hgoon human and women'’s rights
Vindication of the Rights of WomeAt the end of the eighteenth century, reviews and
magazines are written largely. The essays thewadeclare weak imitations of the type
established nearly a century earlier by single yegssiodicals such as the Tatler and the
Spectator. In 1820 magazines appeared. They areéhmqgpublications that print more
materials, including a high proportion of origiredsays, poems and stories. Until 1829 the
works of a group of brilliant writers are printettiuding the three men who soon establish
themselves as the greatest essayist of the age,lUdathitt and De Quincey. Like the
romantic poets these essayists are personal angcBué: their essays are often
autobiographical and self- analytic. The subjecttenaf the essays, like that of the poetry,
exhibits an extension of range and sympathy faobeéyhe earlier limits of the leisure

class and its fashionable concerns. It is cleat tha essayists resemble the poets in
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rebelling against eighteenth century conventionetve prose forms and to develop new

prose styles and structural principles.

With the invention of writing, composing prose bems possible. Still, however,
the stories everyone loves hearing are in theforat. The works written down consisted
of history, oratory and philosophy. Telling the ri#s loudly gives way to a new genre

drama.

In ancient Greek and Rome and again in Westerngeudorring the Renaissance, the stage became
the medium by which the greatest creative authoesented their stories to the largest number with t
maximum effect. The audience, by responding ematipio the physical presence of the actors, edtam®

the reality of the events. (Stevenson, 1960: 14)

Although drama becomes a popular form of vividlirig stories, the genre has its
own limitations. The performance itself requiresigtable place and responsive people, not
everybody but few selected people can enjoy thiopeances, time and place are limited.
Furthermore, making a dramatic presentation is esige. Therefore literary conditions in
the early nineteenth century are unfavourable itngrfor the stage. Only the Drury Lane
and Covent Garden theatres are restricted by lamtiertainments in which there can be no
dialogue except to music. The drama of that petendls to the extremes of either force or
melodrama. Nevertheless, attracted by the exampl&hakespeare, all the greatest
Romantic poets, and many minor ones try to writetijgoplays. For instance Byron’s
Manfredand Shelly’sPrometheus Unbouncan hardly be visualized but others are written

for the stage.

1.1.2 Romantic Novel

Ever since their emergence, the stories have apgha@adifferent forms. We can put
them into two categories as brief and long narestivi he earliest stories are perhaps fairy
tales or folk ballads. Through such forms appeathasshort story of today. The longer
form is more complex since it requires a seriesladracters, events and a more or less

complicated plot.
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At the beginning, everything was story; fairy talable, folk ballad, romance and
epic are all stories. Later on, however there aggptee idea of fiction. The teriiction is
derived from the latin wordfictio which means “shaping”, “counterfeiting”
(Kennedy&Gioia, 1995:3). In a work of fiction chatars, events and the states of things
are not based on factual historical information dutcreative and imaginative powers. The
events and the states of beings are all creatsédlan imagination but also verisimilitude;
seeming to be true or real. Now when we use thelWhbction” we are talking about a
“modern “ development. The term “novel” is apppriate enough to suggest this modern
development.

Novels are fictions, or may be called fictitiougchuse they depict imaginary characters and
actions. However we know that parts of DickenSi®at Expectationsvere drawn from the
author’'s own life and that other novels such asi&dbefoe’s Robinson Crusoe (1719) were
suggested by and even based on real events. Outtibe hand, Shelley'&rankansteinwas
derived from a dream or nightmare, and could hahdlye happened to somebody in real life.
(Walder, 1995: 9)

Some novels, therefore, seem to be more or leisus than others. The major
distinctive feature of the novel from other genigeshat it depicts the reality. Novel as a
genre hardly relies on purely fantastic eventstfigligh it may sometimes include fantastic
and supernatural elements, there is always a rat@xplanation for odd occurrences or the
supernatural phenomena refer to some specific Isacthindividual circumstances. (Kog,
2005: 3)

Although the new genre develops in accordance wWith realism and realistic
expectations of middle class people romantic elesniemd expression in fiction during the
1970s. By 1850 in Britain the novel is the ascehdarm for the representation of a
national cultural identity. The novel can offeriatbrical imitation of the life of the people
and a criticism of that life. The field of literatichange dramatically at the end of the
eighteenth century. Under the shadow of Romantictasn novel becomes the most

important literary genre of its day. Often neglectee novels of the Romantic era much
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more concerned with the unexpected and the uncdiowah than their immediate

predecessors or successors.

In Holman’sHandbook to Literaturegomantic novel is depicted as “a type of novel
marked by strong interest in action and presergpigodes often based on love, adventure
and combat. It is often considered to be relatifedg of the demands of the actual and thus
able to reflect the imaginative truth which itstaart perceives. The term “romantic” owes

its origin to the early type of story embraced gy Romance of medieval times.

Romance as a genre has its beginnings in the wérperformance ballads. The
genre generally deals with three traditional theidesg) Arthur, Charlemagne and Roland
and the life of Alexander the Great. “English romes use the same literary mixture
warlike adventure, whether in the form of interdauds, crusades against Sarcens or
encounters with supernatural forces; love and tluua service performed for noble
ladies.” (Golban, 2003: 29) Medieval romances dherefore, predominantly tales of
adventures. These elements work their way in Reaac® literature. Indeed Shakespeare’s
romance playspPericles, CymbelineThe Tempesand The Winter's Taleinclude all
elements of the chivalric code. During renaissdogalty and love fantastic settings and

the drama of adventure take their part in litemtur

Romance marks the novel's claim upon imaginativihenticity as the form of national life,
appropriated by a middle-class hegemony from véfgrént sources from a popular culture of
living speech and song and tale telling, and frbenliterary culture of an aristocratic hegemony
in the past.” (Duncan, 1992:5)

In the first half of the eighteenth century romameeans any prose fiction, filled
with dilemmas of love and honour and written to amthe salons of the age. By the end of
the century, it broadly signified the fiction ofgamodern cultures. A critical, synthetic
stage is represented by the Gothic romance amnth@fethe century. “Ann Radcliffe is very

skilled and she undertakes a powerful revaluatibthe term. She replenishes romance
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with sensibility, empathically reclaimed for a femme identity. Prompted by scholarly

accounts of Gothic and of ‘romance’ as terms aeemodernity” (Duncan, 1992: 3)

The literary genre called Gothic romance novetstdio gain importance in the
eighteenth century. Gothic fictions, with their atural heroes and circumstances, have
many writers like, Mrs. Anne Radcliffe and Sir WalliScott. They influence many writers
of their generation. Their works are gently imithtey Jane Austen in many of her novels,
most notably ilNorthanger AbbeyThe first Gothic fiction starts in United Kingdowith
Horace Walpole, the novelist who writébe Castle of Otrantin 1764. He starts a new
genre of fiction writing. In this genre, frighteginsituations find place, like in Mrs.

Radcliffe's Romance of the ForeandThe Mysteries of Udolpho

The families are depicted in gothic romantic nevalfearful curses which will ruin
the happiness of the new couple. In addition daaktles, decay, dark alleys, dark
mysterious figures, ruined castles, abandoned nbemes, faithful silent servants remain
frightening. The characters are depicted in ematiodarbulence in new life because they
are unable to cope with their unpleasant past. iGaotimantic novels celebrate love in
rather constrained circumstances. Dark gloomy gimares and dark passionate men in
love with extremely naive and childlike women makdifficult to imagine or understand
these novels.

1.1.3 Gothic Novel

The desire to be terrified is as much part of tbenéin nature as the need to laugh. This has

been recognized for as long as stories have bégn(ttenessy, 1978: 7)

There has always been a fascination with the dack the unknown, and horror
stories have always intrigued people throughoue tamd have existed as long as there have
been oral and written literature. The term ‘gothig’used in many different fields; dark

medieval architecture, literature and also musit am. The word ‘Gothic’ means different
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things in different contexts. The Goths were a Gama tribe who settled in much of
Europe from the third to the fifth centuries AD.drchitecture the term refers to a revival
of a medieval aesthetic that was in vogue in Brifaom the early eighteenth to the late
nineteenth century. Such reconstructions of thé paside a context for the emergence of
Gothic as a literary mode.

The emergence of Gothic literature coincides wlith kast decades of the posivist, optimistic,
literary and philosophical movement in Europe, énéghtenment. The rise of the Gothic with
its stress on the irrational, the inexplicable, plessimistic and darker realms of human psyche,
is a reaction against the Enlightenment philosowhich in England created the Augustan (or
Neoclassical) school and a form of writing whichsadirded the medieval knowledge of
mankind, and which used methods stressing simpliciarity and symmetry. (Burns, 1984:
631)

In former days people could still believe in wish and sorcery but the
Enlightenment mostly brings an end to this fornsperstition. Ghosts are now in fashion
and people like to be amused with stories abouttti@own. This cultivation of a Gothic
style is given new impetus in the mid-eighteentmtgey with the emergence of
Enlightenment beliefs. “The roots of the Britisht@io can be found in the mid-eighteenth
century ‘Graveyard Poetry’ of Collins, Young, Blaind Gray. (Smith, 2007:4) Such ideas
are challenged in Britain by the Romantics at the ef the eighteenth century. The Gothic
is at one level closely related to these Romartitsiderations. Poets such as Coleridge,

Keats, Shelley, and Byron at various times usézbihic to explore.

Gothic signifies a writing of excess. It appearsthe awful obscurity that haunts
eighteenth century nationality and morality. It dbys the Romantic idealism and
individualism and the dualities of Victorian reatiand decadence. Gothic atmospheares
gloomy and mysterious have repeatedly signalledlisieirbing return of pasts and evoked
emotions of terror and laughter. Gothic figuregltig the underside of enlightenment and

humanist values.
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By stressing nationalism and utility, Enlightenmehtlosophy created materialism and pawed
the way for the Industrial Revolution. This chandgles whole fabric of English society, and
made industrial tyranny a legal practice. All inttizg tyranny was “ justified” by economics
and ergonomics; mankind’s position and functiortia universe were being reassessed, but
more cynically than logically.....Ethical codes undent a pernicious process of erosion. In art
and literature and in society’s view of itself, tb@me theme kept recurring; a world that had

once known God naturally and instinctively had sbave lost touch with him. (Kog, 2005: 73)

Since the eighteenth century has become incrdgsiagular, the absence of a fixed
religious framework and changing political and sabciconditions cause some
transformations for Gothic writing. “The age’s logk faith and concomitant erosion of
social and personal morality find expression in@dtrall Gothic works” (Kog, 2005: 74)
Narratives relating mysterious incidents and hderilmmages dominate in the eighteenth
century. Ghosts, monsters, demons, corpses, skeletwil aristocrats, monks and nuns

populate Gothic landscapes. Gothic landscapesesm@ate and alienating.

The major place of Gothic plots, the castle, ®ghily predominant in Early Gothic
fiction. The castle is linked to other medieval ldings, churches and graveyards. Their
ruinous states associated with barbarity, supenstand fear. The castle gradually gives
way to the old house. The ruins of gothic buildirgige rise to multiple emotions by
representing the decay and collapse of human oreatiEnglish Protestants often
associated medieval buildings with dark and temdyperiod and with mysterious, fantastic
and superstitious rituals. “Representations of guicastles, monasteries and forms of
monstrosity, and images of insanity, transgresstmnsupernatural, and excess all typically
characterise the form of gothic”. (Smith, 2007:4)

In Gothic literature the action generally takeacgl in and around an old castle
sometimes abandoned, sometimes occupied. The aHttle contains secret passages,
secret rooms, dark or hidden staircases. The gloften build around a mystery or some
other inexplicable event. An ancient prophecy iswnmxted with the castle or its

inhabitants. The prophecy is usually obscure ofu=ing. In general gothic tales usually
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take place “...in an antiqguated or seemingly antigdapace be it a castle, a foreign place,
an abbey, a vast prison, a subterranean crypt,garg ity, or urban underworld, a
decaying storehouse, factory ,laboratory, publiddg or some new recreation of an
older venue...” (Hogle, 2002: 2)

The common definition of Gothic in literature is noected with horror and
darkness. The ruins of Gothic buildings suggesesdhfeelings and states of mind by
indicating the inevitable decay and collapse of Anrmareations; as do ruined churches and
towers on English country estates as part of aistjue and sublime landscape. On the
other hand, the classical plot created by theseestincludes mystery and a curse. The
writer develops the plot in shadowy and gloomy etacThe narrative contains castles,
abbeys, and dark passages in order to createiagiedlhorror in the reader. Nature is an
important part of the novel; a leafy wood, ivy cong the walls of a castle, storms, and a
full moon are clear examples. There are even eltstaken from German literature such
as supernatural creatures. In conclusion, a widgeaf elements are employed to create a

feeling of terror in the reader.

Moreover the supernatural and inexplicable evemts predominant in Gothic
fiction. Dramatic and amazing events occur suclytassts or giants. The characters are
often overcome by anger, sorrow, surprise and @dpeterror. Characters suffer from
doom. Crying and emotional speeches are frequeom& are generally distress. The
female characters often face events that leave tleenfied, screaming and sobbing. A
lonely oppressed heroine is often the central &gaf the stories. The women suffer
because they are often abandoned, left alone amd ha protector. Women always
threatened by a powerful, impulsive and tyrannicale.

Many seventeenth and eighteenth century works alievied to have served as
precursors to the development of the Gothic tradith Romantic literature. These works
include plays by William Shakespeare, such Hemlet and Macbeth which feature

supernatural elements and demons. Although we lwresidered the gothic as a
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predominantly prose form the roots of the Gothie &r be found in earlier theatrical and
poetic forms. Radcliff, for example, is indebtedSisakespearean tragedy and re Italian
often begins chapters with a quotation from hiygldn addition Gothic owes some dept to
the Graveyard poetry of the 1740's and 1750. Edwéwdng’s Night Thoughts(1742)
Robert Blair'sThe Graveg(1743), James HerveyMeditations Among the Tomkkr45-7),
Thomas Warton’sOn The Pleasures of Melancho{$747) and Thomas GrayElegy
Written in a Country Churchyard1751) all made a significant contribution to the

development of gothic style.

The word ‘Gothic’ has many definitions, howevere tgothic novel is a world of
nightmare and that nightmare is generally createthé individual who is in conflict with
the society. Gothic literature is melancholy. Intans elements of darkness and mystery
and is overly dramatic. The Gothic creates feeliofgloom, mystery and tends to the
dramatic and the sensational. Robert D. Hume wadtegssay on Gothic literature called
Gothic Versus Romantic: A Revaluation of the Godowel In this article Hume says that
the Gothic novel is more than a collection of ghestry devices. While the genre
incorporates these devices, it is the transfededs$ that create them. They want to examine
emotion and imagination. Indeed Hume goes on totlsatyGothism is closely related to

romanticism is clear.

The gothic novel can be seen as a descriptionfaifen world. We experience this
fallen world through all aspects of the novel pk#iting, characterization, and theme. The
setting is influential in Gothic novels. It not grdvokes the atmosphere of horror and dread

but also portrays the deterioration of its world.
There are many definitions of Gothic, originallydenoted the archaic and medieval, deriving
from the late eighteenth century interest in présReation subjects and aesthetic styles as
demonstrated in Richard Hurd's Letters on Chivalnd Romance (1762). This fashionable
interest in medieval romance found its most infli@rvoice in Horace WalpoleShe Castle of
Otranto (1764), allegedly a sixteenth —century manuscaptan eleventh- century tale of
murder, usurpation incestuous desire, persecutédems ghosts, and supernatural events set in
a labyrinthine Spanish castle. (Baker and Woma0oRk2: 164 )
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As a historical form the Gothic novel flourish Wween 1764 and 1820. In general it
can be seen as a shift from neoclassical ideasdef and reason toward romantic belief in
emotion and imagination. It can be said the Gatloeel has been born with the publication
of The Castle of Otrontby Horace Walpole in 1764. It is regarded as trezl@cessor of
modern fiction and it leads to the common defimtmf gothic as being connected to the
dark and horrific.

Like other gothic texts gothic novels include eyagted events, terror both
physical and psychological, darkness, doom, dedghay, mystery, the supernatural, old
buildings with ghosts in them, madness, hereditamses and so on. The characters of
Gothic fiction include tyrants, villains, mania&yronic heroes, monks, nuns, madwoman,
vampires, monsters, demons, dragons, angels, gisésietons and the Devil himself. The
scenery and the fantastic elements lead the re@ageards a gloomy atmosphere and
contain thrilling elements. StheCastle of Otrontas often regarded as the first true gothic
novel. “Horace Walpole set the seal upon a new aisagEnglish with his famous
description ofThe Castle of Otront@s a gothic story in 1764.”(Punter:2000:15) This
novel is soon followed by Wiliam Beckford’'¥athek (1786) Ann Redcliffe’sThe
Mysteries of Udolph@1794) andThe Italian(1797) Matthew Lewis'sThe Monk(1796),
Charles Brockden Brown'$Vieland (1797), Mary Shelley’sFrankenstein(1818) and
Charles Robert Maturin’slelmoth the Wandergd820).

Furthermore in his essagothic versus Romanti¢iume adds that the early gothic
novels can be considered the precursors of romsmititn their concern with sensibility,
the sublime, and the involvement of the readeg more rational way. As gothic literature
intends to awaken the readers imagination terrene of the main devices employed for
this effect. Romantic literature takes this to tiegt level.

The emotions most associated with Gothic fictiaasimilarly ambivalent: objects of terror and
horror not only provoke repugnance, disgust anaikebut also engage readers’ interest,

fascinating and attracting them ( Botting, 1996 : 9
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Romantic literature can be defined with the wisnégination and emotion. These
are the same terms that can be used to definecgd#rnature. Instead of reason derived
from terror, now imagination is the supreme facufymind. While readers like putting
themselves into that terror that Gothic literatprevides, romantic literature now broadens

their minds to thinking about deep subject matters.

In Britain in the mid-nineteenth century ghost Esrand sensation novels shaped by earlier
Gothic texts, were popular sources of terror anaddioThough the influence of Scott, Radcliffe
and Godvin was evident, significant transformatiomsre made, reflecting the different
concerns of the time. ( Botting, 1996:123)

However, in England the Gothic novel as a genstslaintil 1840. Its effects
develop in the Victorian Age where Edgar Allan RmEomes the most popular Gothic

writer with his ghost stories and macabre tales] amen Charles DickehsChristmas

Carol. By 1880 it is the time of Robert Louis Stevensont. Jekyll and Mr. Hydeand
Oscar Wilde’sThe Picture of Dorian Grayin 1897 Bram Stoker creatBsacula, the most
famous Gothic villain in literature, and from then the Gothic genre develops into horror
fiction. Its influence is felt today in writers ducAnne Rice and Elizabeth Kostova.
Eventually critics accept this genre, and sometitheg approach it from an historical point
of view. They are interested in its relation witie tpast, which has led to the creation of the

English historical novel.

It is important to note that after the Gothic hayaf the late eighteenth and early
nineteenth centuries, the gothic does not disappetinfiltrates other forms of writing
including poetry, and the realist Victorian nov@isters Charlotte and Emily Bronte wrote
what would later be known as gothic romance. Thekw®f these Victorian authors,
Charlotte’s Jane Eyreand Emily Bronte’sWuthering Heights are considered classic
examples of gothic literature.
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1.2 VICTORIAN LITERATURE: GENERAL CONSIDERATIONS

1.2.1 Victorian Age

The Victorian Era corresponds with the reign of @ué&/ictoria in England from
1837 to 1901. As a term Victorian Period is gergraked to cover the whole of the
nineteenth century. Queen Victoria becomes theesgmtative of the nation like Elizabeth
has done in the past and England reaches her higbed of development as a world
power. The era becomes the symbol of stability prmpriety in many fields of life,
economy, policy, social way of life and arts In Bisidy on the nineteenth and twentieth
century Culture and SocietyRaymond Williams claims that there are five keyingo

mapping the nineteenth century Britain: ‘industrydemocracy’, ‘class’, ‘art’, and
‘culture’. It is the age of industrialisation, te@nd scientific development. In this period
England is under the influence of social, economua religious changes caused by
scientific, material and intellectual developmétkso like Elizabethan England, Victorian
England was a second English Renaissance: it saat gkpansion of wealth, power, and
culture.” (Golban, 2008: 98) The Victorian era afe@t Britain is considered the height of
the Industrial Revolution which begins slowly in ethlater eighteenth century.
Developments in the field of technology James \WWaiteam engine and inventions like the
power loom and the spinning jenny coincides with thpid growth of population. So it is
not surprising that the literature of the periodfen concerned with social reform. The
conditions of Britain become surprisingly well adead by the 1830s and as a result of this

revolution rapid rise of cities appear, especiallthe English midlands.

As regards industrial development, the unprecedemeustrialisation covered all areas of
economic activity. The production of textiles, combn, machinery, hardware, food stuffs,
clothing, houses, ships etc., was transformed aorkased. The transition from traditional
small workshops to the modern factory concentrated and capital into huge enterprises and
which contributed to the creation of vast new town®y the mid-nineteenth century ,
technology and its associated economic upheavaitsriuted Britain into the world’s first

urban and first industrial nation. (Ciugureanu, £204@)
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Urbanization is another feature of the ninetearghtury social change. The first
half of the century has witnessed the rise of thes industrial towns; the second half
witnessed their continued expansion in size. Thparh of the urbanization upon the

Victorians is easily noticeable in both novels asdays.

Victorian period is divided into three parts byhslars. The early Victorian period
(1832-1848) witnesses the passing of Reform BBIB@) which is not successful to fulfil
the desires of solving the economic and social lprab of middle class. There is a great
depression because of unemployment, working camditiof the proletarians, the living
conditions of the factory workers, bad conditionvadmen and children in factories and
mines. Some major authors of the early period dfeed Lord Tennyson (1809-1892),
Robert Browning (1812-1889), Elizabeth Barrett Bnivg (1806-1861), Emily Bronte
(1818-1848), Mathew Arnold (1822-1888), ChristinasRetti (1830-1894), George Eliot
(1819-1880), Anthony Trollope (1815-1882) and CésiDickens (1812-1870).

The mid Victorian Period (1848-1870) is the perafdeconomical prosperity and
religious controversies not only religious but alpolitical, scientific and religious
controversies. (Gultekin, 2000:148) It is an agelebate between scientific reasoning and
religious way of thinking. While intellectuals def# scientific knowledge, conservatives
treat Bible as a mere text of knowledge. On thewotiand the new discoveries of Geology
and Astronomy change the view of man. “Especiatllthie field of Biology, Darwin’s great
treatiseThe Origin of Specie§1859) was interpreted by the non-scientific pubh a
variety of ways. (Gltekin, 2000:149)

Although the late period (1870-1901) is diffictdt categorize it can be said it is a
period of chaos. By the emergence of new philosbhand ideological theories two
conflicting economic systems appear “Capitalisrmida’Communism”. So poverty and
unemployment is unavoidable for the period. “Thephetionary theories of Karl Marx and
Engels forwarded in thEommunist Manifest(l847) and Karl Marx’dhe Capital(1867)
(Gultekin, 2000:149)
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1.2.2 Victorian Literature

The Victorian period is a transition both poliligaand socially. Writers focus on
their present time show concerns for contemporasuds. They believe not only in
imagination but also in reason. The Victorian Atere inherits numerous qualities from the
Romantic literature. Yet, the Victorian writingspand to acknowledge its new ideas, its
scientific achievements, and its unique Victoridtitiedes. “During the Victorian reign, it
was clear that all things were subject to changeé,rban era of change and confusion in
moral and social matters, writers of the age feltnpelled to reflect the changes and
literature in the period “....became a kind of digtand social criticism of the period.
(Gultekin, 1998: 51)

When Victoria becomes the queen of England Endiiginature seems to have
enters upon a period of weak year in contrast Withpoetic fruitfulness of the romantic
age. Coleridge, Shelley, Keats, Byron and Scots @agay. It seems as if there are no
writers in England to fill their places. Althoughere are close connections between
literature in the Romantic Period and Victorian Ag¥ictorian poetry lacks the energy and
glory of the romantics. However, it has a huge iobma the evolution of English poetry,
due to the fact that it defines the transition frolassical romantic poetry to the modern
poetry. Robert Browning, Elizabeth Barrett Browniddfred Tennyson, Matthew Arnold,
Gerald Manle Hophins and the poets of Pre-Rapleablitvement found in 1849. Dante
Gabriel Rossetti, William Morris and Algernon Cleml Swinburne are the main

representatives of the Victorian poetry.

Romanticism offers an idealized look at the woilthe poet attempts to connect
himself to nature and relate with it. For examptehis poeml Wandered Lonely as a
Cloud William Wordsworth compares himself to a driftingped, and rejoices in the
beauty of a field of daffodils. Victorian poetrypwever, is much harsher and realistic.
During the Victorian era, people become aware efgbcial injustices in their world, and

therefore many people don't like the romanticizedsion of the society. Victorian poetry
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tends to deal with more serious and realistic subjesuch as child labour, slavery and
other such social injustices. In Elizabeth Bar@towning’s The Cry of the Children
Browning writes of slavery and the damage it hasedtw children and families. “...there
was a tendency towards a stricter concern.” (Giitte1998:150) The notable poets of the
Victorian Age become absorbed in social issues.irb@gg as a poet of pure romantic
escapism Alfred Lord Tennyson, Robert Browning avdthew Arnold start to write
problems of religious faith, social change and tmal power. Their poetry displays

sorrowful pessimism over the rapidly changing times

Victorian poetry also hosts a circle of poetrye fire-Raphaelite Movement. Their
ambition is to bring English art back to a gredtreuth to nature”. They admire the
simplicities of the early 1% century and they feel this admiration makes them a
brotherhood. This movement is represented by @alli8Voolner, D.G. Rossetti, Hunt and

many others. They follow the ‘art for art’s sakectrine and give high value on beauty.

1.2.3 Victorian Fiction

Although there is a passion for verse and mangdy@f poems, lyrics, verse and
drama, during the Victorian period poetry is linditeand lacked the energy of Romantics.
During the period, literature is dominated by prasd novel. “The literary achievement of
the Victorian age is in its prose fiction” (Gilmquk986: 1) Prose is the dominant literary
genre in the Victorian period. The popularity o thovels is explained by Trollope Four
Lecturesin 1870.

Novels are in the hands of us all; from the Primaiser down to the last appointed scullery-
maid. We have them in our library, our drawing rapmur bedrooms, our kitchens and in our
nurseries. (Trollope, 1938: 108)

The novel gains the popularity in Victorian peribdcause it reflects primarily
man’s social life. The novel has a directness Matti@n to the life of Victorian society that
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poetry on the whole lacks. Most Victorian periodvels provide us to have an opinion

about the political, social and cultural life timat other literary genre can provide.

The novel is preferred to the poem, because we ete feel an attempt to include these
indispensable latest addenda- those phenomena vihiale forget on Sunday, we must
remember on Monday- those positive matters of fabich people, who are not verse writers,
are obliged to have to do with.....The novelist doggo build us a real house to be lived in;
and this common builder, with no notion of the esjés more to our purpose. (Armstrong,
1972: 154)

Victorian novelists focus on their present time ahow concerns for contemporary
issues. The difficulty of generalizing about thetdrian novel is similar to the difficulty of
generalizing about the period itself. “The only keythis period of unprecedented change
is the fact of change itself, and the Victorianensciousness of it: they were the first
people to prove on their pulses the knowledge thainge- social, cultural, intellectual,
religious- was not an interruption of an otherwssable and predictable existence, but the

inescapable condition of life in the modern worl¢Gilmour, 1986: 2)

The literary texts of the period can be classiisdsocial-problem novel, silver- fork
novel, political novel, historical novel, sensatinavel, detective novel and gothic novel.
With advancements in technology and industrialaratsociety is changing rapidly. This
creates a number of new topics to be explored gtrowriting. Victorian novelists
incorporate a number of cultural issues into thmwels. There is as a background to
everything else the increase of population. Moemnthalf of the population of England and
Wales is living in an urban environment. Such rapidanization is the result of
industrialization, and the growth of the industr@aty. The industrial city is the most
striking symbol of this age. As a result, societgkes rapid advances in the civilization of

everyday life.

..... the novel reflected the main issues of the dapid industrial and commercial growth,

passage of democratic institutions, migration tdhies. (Karl, 1968:13)
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Rapid rise in city population, economic and sogedblems, appearance of low,
middle and aristocratic classes, bad condition$aagtories and mines, child labour and
endangered women, threat of rising criminality dhe outcomes of the industrial
revolution. These transformations and developmgivis rise to the social- problem novel.
Also called as ‘industrial or condition of Englandvel’ of the 1840s- 1860s. These novels
depict the major social and intellectual issuesheftime. The social problem novel in the
Mid-Victorian era arise out of what Thomas Carlys hraferred to as the “Condition of

England question” in 1843.

The railway which brought the towns of Britain @osogether also let the light of day in on the
realities of urban squalor partly created by indabktation, making the Victorian traveller
sharply aware of the contrasts and divisions withinsociety. It made what Carlyle called the
‘Condition of England question hard to avoid ordwa

(Gilmour, 1986: 37)

The condition of the social system and differenbe$ween social classes are
depicted in the novels of the period. Britain’susttial revolution can be seen in dramatic

shape.

Look up and all around the place you will see thgenpalaces of industry. You will hear the
noise of furnaces, the whistle of steam. Thesestasttures keep air and light out of the human
habitations which they dominate: they envelop tleiperpetual fog: here is the slave, there the
master: there the wealth of some, here the poweftyost: there the organized effort of
thousands produce, to the profit of one man.....Hauenanity attains its most complete
development and its most brutish: here civilizatiwarks its miracles, and civilized man is

turned back almost into savage. (Tocqueville, 1988-8)

Apparently the division of different classes, briegkdown of social relationship,
the independence of a new urban aristocracy of @yepd, the bad conditions and the
sufferings of the poor are the inevitable consegesrof the power of the new machinery.
The novelists have chance to explore the differearel conditions of social classes during
the industrial revolution. The novelists play arportant part in publicizing the Condition
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of England question. The rise of the social probtesuel in the 1830s is closely related to
contemporary interest in such matters. Some ofiehding social problem novelists are
Charles Dickens (1812-1870), Elizabeth Gaskell (18865), Benjamin Disraeli (1804-
1881) and Charles Kinsley (1819-1875). The noweligit only reveal the social, political
and economic issues, but also offer some soluttonthe problems that the Industrial
Revolution brought to the society. 'They argue ¢toser ties between capital and labour
that hopefully will promote mutual respect and gadtl, a sameness of purpose, a sense
unity”.( Baker, 2002:207)

While social problem novel in mid f&entury describe the hardships which affect
the working classes, the silver-fork novel portrétys life style of contemporary Victorian
aristocratic society by social satire. The poptyaof silver-fork novels reflect a middle-
class appetite for information about the way thistacrats ate, drank, talked, furnished
their homes and conducted their lives. Edward Buliwgton’s (1803-1873)Pelham; or
the Adventures of a Gentleméi828), Carlyle’sSartar Resartug1838) William Mackepe
Thackeray’s (1811-1863)anity Fair (1848),Pendennig1850) and Disraeli'¥ivien Grey

(1826) are the good example of the silver-fork mavéhe Victorian Period.

During the Victorian Period Poor Law Amendment £A834), Factory Act (1835),
Chartism (1836) and Reform act (1832) are the rasipn for most of the political novels.
Chartism is the working class movement for polltiedorm which flourishes and declines
in the first ten years of Victorian’s reign. “Charh was born of disappointment with the
1832 Reform Bill and took its name from the ‘Pe&pl€harter’ proclaimed in 1832.”
(Gilmour, 1986: 41) The political novel has beetraduced by Disraeli and developed by
Anthony Trollope, George Eliot, Miss Humphrey WakKingsley and George Meredith.
John Ruskin and Thomas Carlyle.

Chartist meetings and demonstrations are not adérfor political reform, but as a
sign of a deep-rooted sickness which political demacy is powerless to cure. "A

revolution was needed, but in the hearts and mafidbe ruling classes rather than in th
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structure of society.” (Gilmour, 1986: 42) His wngs Heroes and Hero-Worshif1840)
and Past and Presen{1843) are a call for responsible leadership. €hdeas are also
found in Disraeli'sConingsby and SybilGeorge Eliot’'sFelix Holt, the Radical(1866)
George Meredith’'s (1826-1908Beauchamps’s Caregr 1875) and Anthony Trollope’s
(1815-1882)The Way We Live No{@875).

The historical novel should be one of the glodgéthe Victorian Age. Almost every
major novelist of the period make attempts on tmenfnot only Dickens, George Eliot,
Gaskell, Thackeray and Hardy, but also Trollopess@ig and Wilkie Collins. “Victorians
were acutely aware of the past and in almost eaezg of Victorian intellectual life, one
encounters a preoccupation with ancestry and dgsagh tracing the genealogy of the
present in the past and with discovering or crediimks to a formative history. (Gilmour,
1993: 28) The historical novel has an attempt ke tigs setting and some characters and
events from history. It also makes the historicadrgs and issues crucial for the characters

and narrative.

Furthermore the detective novel appears with tegeldpment of the police
department as the result of the increase in thmecstatistics in social life. The novels
present a mystery, usually the investigation ofuader or crime by the police. A new kind
of anxiety about the nature of crime is broughtwttay the changing nature society in the
late eighteenth century. The industrial revolutomimgs not only the growth of the city, but
also the property. The theft of property and mwsdercomes a real threat in the society. As
P.D James claims “ Detective fiction is unlikelp flourish in societies without an
organized system of law enforcement or in whichdeuis commonplace” (James: 2009:
3). In Britain and the United States police forees established during the 1840s and 50s.

Detection gradually emerge as a useful method lgfrgpcrimes.

Eighteenth and nineteenth century novels areinatrimes and mystery. They do
not contain the elements that we identify with tleeective story today. As James clarifies

“For a book to be described as a detective fictimre must be a central mystery, and one
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that by the end of the book is solved satisfalst@nd logically, not by good luck or
intuition, but by intelligent deduction from clud®nestly if deceptively presented” (
James,2009:10) Although Dickens use elements ofecfiction in his novel8leak House

(1852-3), Oliver Twist (1838) andThe Mystery of Edwin Droo@l870) Wilkie Collins

writes the first English detective novel in 1868e MoonstoneOther major representative
is Arthur Conan Doyle with the tales 8herlock Holme¢ 1887). In the latter half of the
nineteenth century, mystery novels are often irtisgh into other fictional forms such as

the sensational, historical, Newgate, realistic goithic novels.

Another subgenre in the Victorian novel is thessg¢ion novel. The sensation novel
is a literary genre of fiction popular in Greatt&m in the 1860s and 1870s. The sensation
novel is sensational because of content; it deéls evime often murder as an outcome of
adultery and sometimes of bigamy. Moreover theaénsal novels are focused on subject
matter including theft, kidnapping, insanity, forgeseduction and murder. It distinguishes
itself from other contemporary genres, including gothic novel, by setting these themes
in ordinary, familiar and often domestic settingsis stated by Helen Debenham Time
Victorian Sensation Novélname given to the hugely popular novels of criamel passion
that scandalized and enthralled reviewers and thiisB reading public in the
1860s.”(Baker, 2002: 209) The sensation novels disscend from the gothic and romantic
genres of fiction. These novels become best seifefSngland because the sensational
events are foreign and different from middle cliifes These scandalous events have arisen
their curiosity. Although Ellen Wood'&€ast Lynne(1861) is one of the most popular
sensation novels, the genre of sensation fictiaomminated by Mary Elizabeth Braddon’s
Lady Audley’'s Secre{1862) and Wilkie Collins’The Woman in Whit¢1859), The
Moonstone (1868) and Armadale (1864-6), and ChdReade’sHard Cash(1863) and
Griffith Gaunt (1865-6). It can be said that they also descemu the gothic and romantic
genres of fiction.

Different subgenres of the Victorian novel alsdue the gothic novel. The origins

of the gothic novel flourish in the eighteenth cept In his article,In Gothic Darkly:
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Heterotopia, History and Cultur&red Botting claims that “The Enlightenment, which
produced the maxims and models of modern cultuss, mvented the Gothic”. In the
eighteenth century especially after the French Retem and through the reign of terror it
is unavoidable for the people to confront theireanmemons. We cannot speak of an
eighteenth century as a birth of gothic. Insteadstveuld call this confrontation a rebirth.
As Samuel Kliger claims in his article “The ‘Goths’ England” the real history of the

gothic begins not in the eighteenth but in the se@nth century” (p.3)

Romances, the tales of magical occurrences anitedventures that rise from the
customs and superstitions of both the dark andntitelle ages are followed by the late
seventeenth century Graveyard poetry. This trendit@fature encourages an interest in
ruins, tombs and gloom. Graveyard poetry is a feorfior the gothic genre before the
eighteenth century. It opens the door for a lifewbdeath, darkness, secrets, ghosts,

madness and supernatural. Later they become inmpdetures of the nineteenth century.

By the eighteenth century in the centre of Enkgiment the gothic tradition appear
as curiosity for freedom rejecting the authorityl atictatorship. In the nineteenth century
these features survive as a subgenre of the Véctorovel. Some authors play an affective
role in the gothic tradition in the nineteenth cepmt Mary Shelley’'s (1797-1851)
Frankenstein(1818) Robert Louis Stevenson’s (1850-18P4¢ Strange Case of Dr. Jekly
and Mr. Hyde(1886) Bram Stoker’'s(1847-1912)Dracula (1897), Oscar Wilde'sThe
Picture of Dorian Gray(1890) and Henry Jamed’he Turn of The Screwl898).
Moreover, it can also be regarded as a kind otrtreat of a subject that is apparent in the
works of writers such as Sir Walter Scott, Chabéakens, Charlotte and Emily Bronte and
the sensation novel and detective fiction of Wilklellins, Mrs Henry Wood and Mary
Elizabeth Braddon. Although the origins of the tei@®othic” as applied to the novel lie
back in the late eighteenth century “it is impottemrealize that Victorian gothic is not an
original form but a rediscovery and rebirth of medé fiction that had become less popular
by the mid 1820 ( Baker, 2002: 164)
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Throughout the nineteenth century the aim of Gotidas not changed. During the
seventeenth, eighteenth and nineteenth centurigécge accepted as a radical, dark and
conservative genre and succeeded to frighten aiders. It calls back the supernatural and
superstitious back that the enlightenment pericalisiited. Because of the radical, social,
economic and politic changes in 1790s and 1890plpe&we no more as optimistic as in the
enlightenment period. As a result, they find salntin escaping from reality. During such a
chaotic period in Victorian age the gothic literatus the tool for that escape. As Robert
Kiely says inThe Rise of the Gothic Nov&jothic fiction was not only about confusion,
but it was also written from confusion.” The Victan gothic reflects the confusion and the
conflicts of the Victorian mind. It is also a totd reflect the revolutionary ideas for the

political and social changes.

As it is seen in the context, the difficulty ofrgealizing about the Victorian fiction
is similar to the difficulty of generalizing abotite period itself. It is a time of change, a
great time of upheaval but also a time of greatditure. The authors’ close observation of
the society make the social, economic, politicaligious and moral issues the primary
characteristics of the Victorian fiction. With adweements in technology and
industrialization society changed rapidly. As autgsnew topics emerge to be explored
through writing. Victorian novelists incorporate namber of cultural issues into their
novels. They have chance to express their ideast@ambnnect with the individuals.
Readers have opportunity to look at the issues fddfarent perspective. Because of the
economic factors and the general level of literac¥ngland before the 1870 Education
Act, the readers of the novels were predominanilydie class. Most Victorian novelists
were conscious of writing for a middle class aneldominantly family audience. So fiction,

the dominant genre of the time originated from oady life.

Art should take its maternal from ordinary life addal with in an appropriate manner. The
tension between ‘idealism’ and ‘realism’ betweer thappy ending which consoles and the
unhappy ending which is true to life, is presentimch Victorian fiction and reviewing.
(Gilmour, 1986: 9-10)
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Herein a question arises: What expectations d&/iti®rians have of their fiction?
We may be sure that they read novels for escapedamusion. It is both a means of
educator and entertainer. In the nineteenth centwwyels make people to interact with
other communities and individuals, also broadenp[@® perspective. That is the real
reason for the novel to become a dominant litegaryre in the nineteenth century and why

Victorian fictions do not lose its popularity amdpact on readers.

1.3 REALISM AND ITS ALTERNATIVES

1.3.1 Realism and Realistic Novel

The literary achievement of the Victorian age ssptose fiction and novel is the
most important and the dominant literary genre muthe period. The novel is a realistic
prose fiction in which individual experience isleeted through its characters. The word
‘realistic 'indicates relevance to real life. Tharh deals with the actual problems and the
values of real life. The rise of realism was inflaed by the outcomes of Industrial
Revolution such as cultural and social changesiandvations in the Victorian society.
The characters of the prose writing change in these of time, because they experience
different problems, relationships and they usuall§fer. People were in need of public
information during the period and this was supplldthe realistic novels of the time.
Realistic novels “...had a directness of relatiorine life of Victorian society” (Gilmour,
1986:1)

Victorian novelists can be called realists. Theyynhmave differed over the modes of their

fiction was an art of the real, that novels cowdtl the truth about reality, and in doing so

exhort, persuade and even change their readetsd@i 1986:10)

The rise of the novel is in close connection whle developments and shifts in
society in the eighteenth century. In the ninetea@ntury the rise of the realistic novel
coincides with the social and moral needs and esterof the society. The realistic novel
analyse the individuals’ development and how sgdidtuences his/her career, life, family

and social relations. Victorian novelists choosgrtbharacters from the middle classes and
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depict their daily struggles. “Most Victorian noigts were conscious of writing for a
middle class.” (Gilmour, 1986: 6)

....realism can be regarded as the ultimate produotidfle- class art, and it finds its chief

subjects and characters in its own life and manngiGolban, 2003: 101)

Moreover, realism appears as an anti-romantic mew and as a reaction to the art
for art’'s sake doctrine. “It emerged as an anti@otit movement which concentrated on
everyday events, the environment, the social afiigad realities, and even the hero had to
be an ordinary man.” (Golban, 2003: 103) The rg&alisovels are reader oriented and
contain a moral lesson and the reader will findrudions for living, learns the ethical
values, as well as the proper aspects of sociadvielr and family relationsDavid
Copperfield Great Expectationsand Jane Eyreare the leading examples. If the moral
values are accepted and not changed they reprimsesburce of personal accomplishment

but if changed by the effects of social deterministeads to the failure.

However the main concern of realistic novel is tieationship between the
character and social background. Social backgramaddndividual experience are observed
and represented in the text as well as in a sirapte direct mode. “reflects a picture of
particular individuals having particular experienae particular time end at particular
places. (Gultekin, 1998:119)

While representing the relationship between théviddal condition and social background the
author should exclude supernatural, fantastic, listea and non-real elements. That is, the
social background and human existence should kddrlife and should reflect the reality.....

documenting character, story or picture with fgBtszkurt, 1977:149)

In William Dean Howells’ words iDean of American LettersNothing more and
nothing less realism is the truthful treatment @ftenial” (Crowley, 1999: 96-97). But what

is truth? With different approaches to the samestioe we can find different answers.
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That's why realism is a term which can’t be defimadrely few words. By using various

ways men try to reach the truth.

According to realism, truth is particular, thattrsith can be discovered by the individual
through senses. The method of realism is the stfdyparticulars or experience by the
individual who should be free from past assumpti@osiventions and traditional beliefs such

as legends, myths and religion. (Gultekin, 2000)116

So the discovery of the truth is an individual teaindependent of tradition and

religion of the past thoughts.

The roots of realism can be traced back in theuGrs day in 1% century. The
scholars believe that realism can be found in thetéenth century ballads such Hse
London Lick PennandThe Nut Brown MaidBut from the seventeenth century up to this
day, realism has a permanent place in the prosénguriThe first appearance and
approaches to realism in prose in English litemiarin the eighteenth century. The birth
and rise of the realism in eighteenth century noweain be analyzed in the novels such as
Robinson Crusog1719), Gulliver's Travels (1735), Pamela (1740), Joseph Andrews
(1742) andTom Joneq1749). Nevertheless, this does not mean thaketlaes realistic
novels. They can be categorized as verisimilittidesrisimilitude is loosely synonymous
with realism.” (Golban, 2003: 90) Their lack of bmited use of textual representation,
limited social background or limited charactersalse of fantastic elements prevents us
from calling them as realistic novels. However kalShakespeare , Spenser, Milton or the
Greek and Roman writers or the writers of epics @mdances, who take their plots from
mythology, history, legend and fantastic life, Ddribefoe, Samuel Richardson and Henry

Fielding start to take their subjects from ordinavgryday life.

As a result the major emphasis of the realisttidn is the relation to the social
background and the individual experience. “...realisnthe picturing of life with fidelity,
without the idealization of things...” (Golban, 200303) We should exclude the

supernatural, fantastic, idealistic and non-realemants. “Realism opposes
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idealism.”(Golban, 2003:102) The authors introdtite human condition in relation to the
society. So the moral issues, family relationsgrattions between the self and the society

are the main focuses of the realistic novel.

The realistic novel, in any case should be psyduiat duty, one that reveals new truths about
human feelings and relationships. Such a novelahieeme and is linked to a well- defined
moral intention. It is this moral intention that kes realism something more than an attempt at

copying nature. (Onega and Londa, 1996:17)

Realism is widely defined as “the faithful repnesgion of reality”, attempting to
focus on truthful representation of everyday lite,the first place, among the ordinary
people - middle or lower class society, without amtic idealization or dramatization.
Realism is based on showing life as it is, in cadistinction to romanticism that prospered
before the age of realism, treating life in a rotimmanner and displaying emotions,
feelings and personal experience. “The antithetesatism are the fantastic, the unreal, the
fanciful, the improbable, imaginative flights, imted dream worlds and so on”. (Golban,
2003: 101) On the whole, realism avoids romantid tamtastic elements, exaggerations,
thereby providing the reader with descriptions b&’'s verisimilitude, psychological
approach and characters. The main characters ae#liem literature are not supernatural
heroes, but ordinary people of the lower or middéss, who struggle through their lives,
full of everyday problems and difficulties. Eveai® made to seem the inevitable result of
characters’ choices. Generally speaking, realism ba regarded as a challenging
romanticism, for it images life in an absolutelfffelient way than it is showed by the
romanticists. A literary work that can be regar@esdthe best one to mirror life in a most
realistic way is a novel. Realistic novel is createss a new type of the literature that

develops during the Victoriana Era.

1.3.2 The Romantic Elements in Victorian Fiction.

In literature each movement, period, trend andigeidllowed by another. Each one

influences the next one. Each has its own risegldpment, consolidation and decline but



37

not completely disappeared. Realism is a domiriteraty trend in the nineteenth century
but co-existed with a number of other trends andeneents representing the alternatives
to realism by continuing the certain romantic piphes and thus rejecting the realistic one.
Mention should be made of aestheticism. It takeselin the late Victorian period from

1868 to 1901. The origins of this movement havenbemerged by the influences of
Ruskin’s and Arnold’s theories and after the Fremadvement of art for art’'s sake. It is an

outgrowth of Pre-Raphaelitism influenced by Dantbfiel Rossetti’'s poetry and painting.

In Victorian literature realism follows the age mmanticism. Victorian novelists
acknowledges the realism but are not imprisoned.byhey benefit from the energy of
romanticism. The Victorian authors write realistigabout life and compromises with just

enough romanticism to get people to read and emfwt they write.

The Victorian’s wanted the ‘real’ in the form ofdinary life, but they wanted it heightened,
softened and sweetened, made at once more intgyestd more consolingly shaped than it is
in life itself. They were often contradictory ineiih demands: reviewers took Dickens to task for
his exaggerations of virtue and vice, and Thackésayis failure to idealize, his cynicism: and
when they got the middle range of human experiéncErollope they found it insipid. The

novelists responded to these contradictory demaittishe mixed form. (Gilmour, 1986: 11)

As an alternative, compromise is an important ponent of Victorian literature.
Many Victorian authors, such as Oscar Wilde, Clsaileckens, Charlotte Bronte and
Emily Bronte compromise between Romanticism andiReaThey try to find a balance.
Times and culture is changing when these writerevand they have to discover ways to
compromise between Victorian culture and modertucel Morals are becoming less strict

and Victorian principles start to change.

In this light the mixed form of so many nineteentkntury novels can be seen as an aspect of
the Victorian compromise. The central task of Viien culture was mediatory, seeking always
to reconcile and synthesize — reform with traditipresent with past, doubt with duty, romantic
feeling with domestic stability. The novel shardsatt impulse, and like the Victorian
compromise itself, the mixed from starts to breakwvd as the age advances. (Gilmour,
1986:11-12)
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1.3.3 The Continuation of Romantic Elements in Viarian Novel (Including Gothic
Elements)

The Romantic period is thought to have ended athtginning of the Victorian
Period with the reign of Queen Victoria in 1837.vwéwer throughout the Victorian age the
aspects of Romanticism continue to thrive in allfarms. Romanticism is successful in
changing history, the human traits and literatiRemantic forms of expression in poetry
and prose continue to dominate English Literatimeughout much of the nineteenth
century. The Victorian Age produces a variety of changeditiPal and social reform
produces a variety of reading among all classesa fesult he attention of many writers is
directed to the growth of the English democracycation, materialism, religion, science
and the theory of evolution. The Victorian Age Isoaan era of several unsettling social
developments. This forces writers to take positiongsmmediate issues animating the rest
of society. Hence, romantic forms of expressiompaetry and prose continue to dominate
English literature throughout much of the centuky. a result the poets and the novelists

reshape the Romantic values and themes.

During the first quarter of the Victorian PeridtetRomantic influence is apparent
because most of the Victorian writers and poet®grewn up with the Romantic ideals.
They go on to use of Romantic themes, but in a nafoestricted form and controlled
imagination. “The Victorians attempted to combiree tromantic emphases upon self,
emotion, and imagination with neoclassical onesnupiee public role of art and a
consequent responsibility of the artist.”(Golba2003: 99) For instanceniVictorian
poetry Tennyson and Browning use imagination aridreaThey try to combine them with
stricter forms and the rules of the Victorian Pdridlthough Elizabeth Barrett Browning is
more conservative in her expression of religiouscsm, her husband expresses some
sense of loss over the past days when faith amglaelwere apparent. In his poelgve
among the Ruinse details a city that has fallen, but nonetheless romanticized and
described as a place where “they built their godsaaen pillar high / As the sky” It is
interesting to note how Robert Browning’s languabganges when he speaks of these more
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traditional and lofty ideas about religion and gpality and it is worth noting that Robert

Browning is a master of using language to convéfgmint meaning.

Therefore, we will not relate the topic of natusgth the Victorians, but the
Victorian poets refer to nature in the descriptiohglaces inside their poems. One of the
examples of these poems that have the ‘Nature’ ¢hisnTennyson’sSong: ‘The winds, as
at their hour of birth Another poem that make references to Nature @svBiIng's Fra
Lippo Lippt In Victorian poetry, Browning and Tennyson adntire romantic values, such

as imagination and nature.

Victorian era forms a link and transition betwebka writers of the romantic period
and the very different literature of the twentie#ntury. The nineteenth century sees the
novel become the leading form of literature in Estgl The works by pre-Victorian writers
such as Jane Austen and Walter Scott have perfdmitd observed social satire and
adventure stories with the characteristics of \fieto and the romantic age. Jane Austen,
one of the major novelists in English literatureasnborn in 1775. Chronologically she
belongs to the Romantic Period, but her realism lzaddnce in construction places her in
line with the tradition of the 18th century. Janasken is very resistant to being placed in
any defined literary period partly because nonthefterms, "18th-century, "Romantic", or
"Victorian", will appropriately describe her. JaAasten is the exception who does not fit

into any of these categories.

On the other hand Sir Walter Scott is the greatth poet and writer of historical
romances, popular in this time. In 1814 his cas=ea novelist begins with the publication
of Waverley.He soon follows this success witid Mortality (1816),Rob Roy(1817) and
The Heart of Midlothian1818). However|vanhoe(1819) is probably the best known of
all his works throughout the world. Through histwg Scott uses historical fact to build a
framework for fiction. He is able to bring the p&stife for new generations and combined
his historical knowledge, with a life long study fofklore and the oral tradition, to create

and preserve myths. The ideals and beliefs in bak® reflect the mood of the society in



40

which Scott is living. In many ways he providesaernative to the literary movement of
the time. Scott is more in tune with Victorian sg| by creating his tales with spiritual
values and a strong moral tone he appeals to Vactadeals. His semi-mythical tales help
to fulfil a need for nostalgia amongst the publgthey struggle to deal with the rapid
industrialization and urbanization which is tramsiong society and creating social
problems. In addition the Gothic revival in Britisfictorian society is recognized and
cleverly exploited by Scott. He produces a few @othr quasi-Gothic tales as well as
several works in the "light Gothic" mode. Even mminstream novels often reveal
indebtedness to Gothic motifs: secret identity,erge, hatreds, persecuted heroines and
remote settings are commonly encountered in Secodtks.

During this time gothic form acts as a reactioaiast the rigidity and formality of
other forms of Romantic literature. The Gothicas from limited to this set time period, as
it took its roots from former terrorizing writinghat dated back to the Middle Ages.
Graveyard Poetry is a frontier for the Gothic gebeéore the eighteenth century. It opens
the door for a life beyond death. Although the imsgof the term Gothic as applied to the
novel lies back in the late eighteenth centurys‘important to realize that Victorian gothic
is not an original form but a rediscovery and ribowf modes of fiction that had become
less popular by the mid 1820” (Baker, 2002: 164)

The Gothic novel takes shape mostly in Englanthfia90 to 1830 and falls within
the category of Romantic literature. The first gne@ctitioner of the Gothic novel, as well
the most popular novelist of the eighteenth centngland, is Ann Radcliffe. She adds
suspense, paints evocative landscapes and moodsmasphere, portrays increasingly
complex, fascinatingly horrifying, evil villainsnd focuses on the heroine and her struggle
with him. Her best work#\ Sicilian Romanc€1790), The Mysteries of Udolph(l794),
and The Italian (1797), still have the ability to thrill and enghrreaders. Inspired by
Radcliffe and influenced by German sensationalistdr tales, Matthew Lewis writéBhe
Monk (1796). In 1818, Mary Shelleyfgankensteinor theModern Prometheumtroduces

the theme of the dangers of science and createsbgessed scientist, who is to develop
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into the mad scientist, and the archetypal Monstary Shelley’sFrankensteinis clearly
influenced by the gothic tradition because sheriing a novel of terror but considered as

the first science fiction novel.

By the 1790s, many feel that the Gothic novelnseahausting trend, and other
authors are starting to write against it. “Bothel&usten'dNorthanger Abbewand Thomas
Love Peacock'slightmare Abbeypublished in 1818, were the first to react to gleare in
the form of the Gothic parody”(Roberts, 1998:8Busten does directly mock the genre
with her references to Anne Radclifféfsie Mysteries of Udolphdshe in turn "adopts
standard Gothic machinery an abbey, secret clogetsmysterious manuscripts -- only to
undercut their significance in her denouement” @t 1998: 271). Even though she
parodies and mocks the Gothic novel, she stilimstpart of the genre's important themes:
“the individual is something so precious that stycimust never be allowed to violate it"
(Morse, 1982: 29).

During the eighteenth century in the centre ofigfrienment the gothic tradition
appears as curiosity for freedom rejecting the @itthand dictatorship. In the nineteenth
century these features survive as a subgenre dfitlierian novel. Some authors play an
affective role in the gothic tradition in the niaenth century. Mary Shelley’s (1797-1851)
Frankenstein(1818) Robert Louis Stevenson’s (1850-18P4¢ Strange Case of Dr. Jekly
and Mr. Hyde(1886) Bram Stoker’'s(1847-1912)Dracula (1897), Oscar Wilde'sThe
Picture of Dorian Gray(1890) and Henry Jamedhe Turn of The Screwl898).
Moreover, it can also be regarded as a kind otrtreat of a subject that is apparent in the
works of writers such as Sir Walter Scott, Chabékens, Charlotte and Emily Bronte and
the sensation novel and detective fiction of Wilklellins, Mrs Henry Wood and Mary
Elizabeth Braddon.

Byron is also the host of the celebrated ghostystompetition together with Percy
Bysshe Shelley, Mary Shelley and John William Raiidn 1816 at the Villa Diodati of
Lake Geneva. This occasion is productive of botmyMghelley’'sFrankenstein(1818) and
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Polidori’'s The Vampyrg1819). This vampire story revives Byron’s ‘LordutRven’ but
this time as a vampire. It is considered as onth@fmost influential works of fiction and
starts a fashion for vampire fiction which still tmues today. The late example of
traditional Gothic is knowrMelmoth the Wandere(1820) by Charles Robert Maturin
which combined themes of anti-Catholicism with aricast Byronic Hero. The influence
of Byronic Romanticism is apparent in the workstloé Bronte Sisters. Emily Bronte’s
Wuthering Heightg1847) and. Charlotte BronteJane Eyre(1847).Jane Eyrealso adds
the mad woman in the attic to the gothic fiction.

However, the gothic novel has a lasting effectlm development of literary form
in the Victorian period. The mood and themes of gothic novel hold a particular
fascination for the Victorians, with their obsessiwith mourning rituals, mementos, and
mortality in general. It leads to the Victoriéor short ghost stories, as well as the short,
shocking, scary tales as mastered by the AmeriagdroaEdgar Allan Poe. The genre has
also a heavy influence on Charles Dickens who reatlsic novels as a teenager and uses
their gloomy atmosphere and melodrama in his owrksvimcludingOliver Twist(1837-8),
Bleak House(1854) and Great Expectations(1860-61). In addition, Robert Louis
Stevenson’sStrange Case of Dr Jekyll and Mr. Hy(886) is a classic Gothic work of the
1880s. In the 1880s gothic reflects the contempdears like ethical degeneration and the
social structures of the time. Elizabeth GaskehllesThe Doom of the Griffith§1858),
Lois the WitchandThe Grey Womaall have one of the most common themes of Gothic
fiction. Furthermore the gloomy villain, forbiddingnansion and persecuted heroine of
Anglo- Irish writer Sheridan LeFanudncle Silas(1864) shows the direct influence of
both Walpole’sOtranto and Radcliffe’'sUdolpho. LeFanu’s short story collectiom a
Glass Darkly(1872) includes the vampire talmrmilla, which provides bloody scenes and
influenced Bran StokerBracula (1897)

Moreover throughout the nineteenth century the afnGothic has not changed.
During the seventeenth, eighteenth and nineteemttudes gothic is accepted as a radical,

dark and conservative genre and succeeds to frigtsteeaders. It calls back the
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supernatural and superstitious back that the ewelighent period abolished. Because of the
radical, social, economic and politic changes i80s7and 1890s people were no more as
optimistic as in the enlightenment period. As aulteghey find solution in escaping from
reality. During such a chaotic period in Victoriage the gothic literature is the tool for that
escape. As Robert Kiely saysTie Rise of the Gothic Novigothic fiction was not only
about confusion, but it was also written from candm.”(Kilgour, 1995: 9) The Victorian
gothic reflects the confusion and the conflictstloé Victorian mind. It is also a tool to

reflect the revolutionary ideas for the politicaldasocial changes.

In nineteenth century the term "Gothic" comes teama desire for a romantic
return to the times before the renaissance. lererlly agreed that Gothicism is related to
romanticism; what is not generally agreed upon s&twhe connections are. The two
movements are connected chronologically, use mértheosame themes, like the hero-
villain with a secret, and deal with psychologipabcesses. The eighteenth century Gothic
writers are often described as precursors to Raoismt because they value sensibility and
appeal to the reader's imagination. And Gothic el@siappear in Romantic poetry like
Samuel Coleridge€hristabel The Rime of Ancient Marinéiord Byron'sThe Giaourand
John Keats'sThe Eve of St. Agnetord Byron’s Lady Caroline Lamhis also another
inspiration for the gothic, which provides the attpe of Byronic Hero. Elements of the
Gothic have also made their way into other writingisey are found in Sir Walter Scott's
The Bride of LammermoprCharlotte Bronte'slane Eyre Emily Bronte's Wuthering
Heights Herman Melville'sMoby-Dick Charles Dickens'$sreat Expectationsand his
unfinishedThe Mystery of Edwin Droo@nd Joseph Conradieart of Darkness.

In this sense the term realistic cannot be appitea@ll the Victorian poets and
novelists. Some authors write by disregarding sealiThey use romantic elements in their
texts as an alternative. Emily Brontéuthering Heightg1847) and Charlotte Bronte’s
Jane Eyreare the best examples to be discussed. Both wsriiee many romantic

characteristics especially gothic elements in theurels.



CHAPTER TWO
THE GOTHIC ELEMENTS IN WUTHERING HEIGHTS AND JANE E YRE
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2.1 WUTHERING HEIGHTS

2.1.1 Parallels between Emily Bronte's Life and Wutering Heights

Emily Bronte was born July 30, 1818 at ThorntorYorkshire. She was the fifth of
six children of Patrick and Maria Bronte. Two yeafier her birth, her father was
appointed to an isolated village on the moors. Tmnhouse, Wuthering Heights itself,
may have been inspired by a house near the Brdraes in Haworth, which was also the
source of many local rumours. When Emily was adchér mother died and her aunt came
to live as a housekeeper and was responsibledirig the children. The four daughters
were sent to Cowan Bridge School but the conditase harsh and an epidemic broke
out. Charlotte became very ill, and she and Emigrensent back home to Hawort. This
underlined their isolation. This situation cut thefifrom the common people. The Bronte
children began to create imaginary worlds to anthgenselves in this isolated village.

They wrote stories and poems about these fantasg land the people that inhabited them.

The sisters grew up near one of the sources ofstridl Revolution, in an English county
divided between large landed estates and intensie@ufacturing; and far from being
mysteriously sequested from all this, living onfytheir own private imaginative world, their
fiction is profoundly influenced by it. (Eagleto2Q05: 127)

As it was stated above the sisters’ lives werepstiaby the conflicts of early
Victorian England, conflicts between rural and urbeolony and metropolis, commercial
south and industrial north, female and male powke Brontes’ later years coincided with
strikes, Chartism and the struggles against the Caws. England was in transition from
rural to an industrial nation. The sisters hadrmagup between both worlds. The society’s
traumatic transition was depicted by the wretchednéesire, repression; discipline and
spiritual hunger in Brontes’ fictions. The charasteand the sisters’ own individual crises

of identity were in fact the identity crisis of tirdiole society.
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Emily Bronte began writing poems at an early agd published twenty-one of
them together with poems by Anne and Charlotte 8461 Around the same time, she
began writingWuthering Heights She wrote only one novel with a different stylg b
developing a fantasy world by reason of her envirent she lived. On the one hand we
can see the principles of Gothic novel with theesnptural elements; on the other hand we
assume some clues about her life in this novel. kterel has a different form and

atmosphere apart from other Victorian novels.

Although Wuthering Heightss such a work of wild imagination, there are amrt
parallels to be found with Emily Bronte’s own lé@d especially with what she observed in
the people around her. Without her personal expeet® the novel would not have been the
same. The farm house, Wuthering Heights itself, hmaye been inspired by a house on the
moors where they lived. It was also the source afiyriocal rumours. The characters in the
novel also represent a few of her family membersugh their personalities and actions.
Nelly Dean the housekeeper may be based on thaétdamily servant and good friend,
Tabitha Craft. However, if we look for parallels the main story of Cathy and Heathcliff,
a source may be found in stories written in chilmthdoy Emily and her brother Branwell

together

Without doubt, Emily was inspired and influence¢g Branwell in creating
Heathcliff and Hindley. Branwell's drunken situatiserved Emily in creating the character
Hindley, his language, his gestures, his rage wheemwas drunk In fact, Branwell was
talented and educated, and had high hopes of suatdke arts.He planned to travel to
London to apply for the Royal Academy but his higipes disappeared as he moved from
job to job, and scandal to scandal. Branwell becamelved in a passionate love affair
with his employer's wife He wasted his life in dting and drug-taking and was going
through some of his worst situations when Emily waising her novel. It is likely that she
based much of the degradation of Hindley on thdirteeof her brother. Also Heathcliff just
like Branwell was in torment; his soul was in Hell Catherine Earnshaw rejected him only

to marry Edgar whom she did not really love
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2.1.2 Wuthering Heights as a Victorian Novel

Wuthering Heightsexpresses deep criticism of social conventionea@ally the
issues relating the social class, gender and tkktions. Eagleton states the novel is” a
tragic novel in epoch of high realism” (Eaglet@®Q05: 133). Wuthering Heights is in the
same ethical and moral tradition as the other grézbrian novels. Its criticism of society
is as fierce as Charlotte Bronte’s or Dickens'’s.ilgBronte depicts and criticizes life
styles as a deadly struggle for money and powes.iSlkattacking those who judge others
solely by physical appearance or money or birth. iRstance, because of his appearance
and social class Heathcliff is scorned and excluteaughout the novel. He notes it when
he tells the story later to Nelly, “Cathy was a gguady and the Lintons made a distinction
between her treatment and mine” (p.39) Isebella Bagar are spoiled children and they

fight over their possessions.

The novel is set at a time when capitalism andistriblization are changing not
only the economy but also the traditional socialatre and the relationship of the classes.
The two houses, Thrushcross Grange and Wutheringhtse represent opposite poles of
order and civilization versus chaos and ignoraibere are numerous differences between
Wuthering Heights and Thrushcross Grange. Firstllotheir own names give the idea of
completely different atmospheres: Wuthering Heighgpresent a windy and stormy
environment, whereas Thruscross Grange represecatmaand serene place. Wuthering
Heights, set in the moor lands, is the most likedyting of all sorts of misfortunes in a
stormy weather, whereas Thrushcross Grange whishbtign a green valley is the land of
peace and calm, of order, moral and cultural stalsdaThe inhabitants of Wuthering
Heights were that of the working class, while thos&hrushcross Grange were high up on
the social ladder. It is clear that these two @sting estates in the novel represent

opposing worlds and values of the Victorian England

The history of the Earnshaws is a penetratingghtsinto the psychology of a

poorly family existing in isolation from the rest society. This setting, together with the
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neighbouring, more elegant and educated Thrush&oasge, displays a portrayal of the
patriarchal Victorian family in which the father &l-powerful and has total control over
the family, while the women and children are ecoiwaifty vulnerable and powerless
.Besides throughout the story the males abuse &smahd males who are weak or
powerless. This can be seen in their use of vakmds of imprisonment or confinement,
which takes social, emotional, financial, legald ghysical forms. Mr. Earnshaw expects
Catherine to behave properly and hurtfully rejebts "bad-girl" behaviour. Edgar's
ultimatum that Catherine must make a final choieérMeen him and Heathcliff restricts
Catherine's identity by forcing her to reject asesgial part of her nature; with loving
selfishness Edgar confines his daughter Cathyddtundaries of Thrushcross Grange. A
vindictive Hindley strips Heathcliff of his positian the family, thereby trapping him in a
degraded labouring position. Heathcliff literallycarcerates Isabella as her husband and
legal overseer, and later he imprisons both Catidy Nellie; also, Cathy is isolated from

the rest of the household after her marriage tooin

In the portrayal of Heathcliff we see a numbebeliefs which were current in the
nineteenth century of the Victorian society. Dakiaged and often called a ‘gypsy’, his
character shows traits that were popularly assetiatith the lower classes and black
people, namely that they were criminal, irratioraalg superstitious The reader sympathizes
with Heathcliff, the gypsy oppressed by a rigidsslasystem and denigrated as "imp" or
"fiend.". Heathcliff, the outsider, has no social mological place in the existing social
structure; he offers Catherine a non-social orgu@al relationship, an escape from the
conventional restrictions and material comfortstlué upper classes, represented by the
genteel Lintons. This relationship outside socistithe only authentic form of living in a
world of exploitation and inequality."(Regan, 1999

Moreover, the love between Cathy and Heathcliffrssented in almost completely
negative form, set forth in opposition to sociatygrality and Christian values. Heathcliff
and Cathy do not exist in a dreamlike world. Iheg accurate to say that their relationship

is irrelevant to the social and moral reason. Hg#trs in love with a woman who is
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another man’s wife. In chapter 15 the show of masss of great intensity. On a Sunday
when everyone, including Edgar, was at church, litdifft enters Catherine’s room and
clasps her in his arms. She indicates her longingstape from her “shattered prison”. He
sees her wasted state and tears and agony torinenitié grinds his teeth, gnashes like a
“mad dog” refuses to allow Ellen near her and kddpsing her and weeping. Catherine,
who is pregnant and carries Edgar’s child, climg$itn sobbing that she would die if he
went. She weeps and says: “l wish | could hold yitluywe were both dead'....I only wish
us never to be parted.”(p.117) to which Heathckdplies: “misery, and degradation, and
death and nothing that God or Satan could infliould have parted us...” (p119) This
situation describes the power of God and its inapilons for the lives of Christians No
doubt that Bronte knew very well how Christian Ifeould be lived, especially about the
way of love in relations with others. She had ftgtalifferent ideas concerning love and
unity between a woman and a man. Heathcliff dogbljebelieves in the prophecy that he
and Catherine will never be parted and that Catkenill haunt him until the moment of
his death. Bronte shows how Cathy’s selfishness te@rdattempt to compromise with
society’s dictates keep her from fulfilling her &for Heathcliff. In the closing half Bronte
shows how Heathcliff in his frustration and desoerevenge, becomes the unwitting tool

of the world; embodying all of society’s egoism amdelty.

2.1.3 Wuthering Heights as a Gothic Novel

Wuthering Heightss a classic example of the Gothic romance, a dfp®vel that
flourished in the later 18th and 19th century. Beonses mysteries, often involving the
supernatural and heavily narrated with horror. Thae usually set against dark
backgrounds such as haunted buildings and batrezgtening, country sides. The majority
of the events in the novel take place in a wild gmohitive landscape in a gloomy
atmosphere of Wuthering Heights.

Wuthering Heightss Emily Bronte’s only and great novel. The st@yold by two

characters Mr.Lockwood, the new tenant of the Gearepd Mrs Dean, an old servant of
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the Earnshaw family. In a series of flashbacks tme shifts, Bronte draws a powerful
picture of the life in Wuthering Heights, a largestic home on the moors. One day in the
1770s, widower Mr. Earnshaw comes back from towth @inew brother for his children; a
small, black boy whom she calls Heathcliff. Hindleége son of the household, is not
pleased, but Catherine his sister, finds a playnmatkis boy. However, things will change
severely when old Earnshaw dies and Hindley takes the household with his wife.
Heathcliff turns his affection to Earnshaw’s dawyhtatherine and falls in love with her.
Haethcliff loves Catherine but he is bullied by #iey Overhearing Catherine tell Nelly
that she cannot marry him because it would deghmdle he leaves the house. Moreover
Catherine accepts the proposal of an Edgar Lirntenwealthy owner of the Thrushcross
Grange After three years of absence, he returasiab man, now ready to offer his love to
Catherine, but finds her married to Edgar Lintoa.tdke revenge on the Earnshaws and the
Lintons Heathcliff marries Edgar’s sister, ill-tteder, and hastens Catherine’s death as she
is about to give birth to a daughter. After Catheis death, Heathcliff’'s destructive power
on people around him, including his own son goes-is desire for revenge finally wears

him out and he longs for the death which will reariim with Catherine

A brief summary of the booWuthering Heightss stated here in order to inform the
reader about what is the story in general in thekkend to introduce the characters .From
now on | will analyze how the author combines thetéstic elements mainly the gothic

elements with realistic ones.

Although describing and presenting life and hursaaial relations, the plot of the
novel, reveals feelings of gloom, mystery, suspedark effects of life such as dark effects
of Heathcliff's tormented childhood. In this resp8tonte’s novel shifts from the realm of
realism to the elements of Gothic and Romanticigvuthering Heights as a classic of
English Literature, written in the transitive paefitom Romanticism to Victorian Era, or as

a post-romantic novel, includes the trends of itehary traditions.
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Wuthering Heightstraddles literary traditions and genres. It camabielements the Romantic
tale of evil-possession, and Romantic developmehtthe eighteenth century Gothic novel,
with the developing Victorian tradition of Domesfiction in a realist mode. Its use of the
ballad and folk material, romance forms and theédastic, its emphasis on the passions, its view
of childhood, and the representation of the roncawgiiest for selfhood and of aspiring
individualism, all link the novel with Romanticisr@n the other hand, the novel's movement
towards a renewed emphasis on community and datyt@vards an idealisation of the family
seem to be more closely related to the emergingeras of Victorian fiction. Emily Brontes’s
novel mixes these various traditions and genrea imumber of interesting ways, sometimes

fusing and sometimes juxtaposing them. (Pykett9198-74)

Here it is clarified that Wuthering Heights can tead with elements of both
Romantic text and the Victorian text. Two worldslide in this novel. Wuthering Heights
is indeed a difficult novel to approach. The noiehotable for its atmosphere and for its
typical characteristics such as multiple narratidrmmework narratives, inhuman
characters, ghosts, violation of graves, the regangtif, sadism, dark stairways, stormy
weather, nightmares, extreme landscapes, melandiguyes, moonlight and candles,
torture and excessive cruelty, a supernatural poesemadness, maniacal behaviour,
communication between the living and the dead wiggplain why the novel is often
placed in the gothic genre. For this reason, tleioa betweenNuthering Heightand the
Gothic form will be thoroughly discussed in variouays and will be demonstrated in the

research that the author used the gothic to explerewn creativity.

To begin with, most of the action takes place glamy setting Wuthering Heights
However, the gloom of this setting is often cortedsby a seemingly pleasant setting
where the sub-plot is revealed in Throscross GraBgeise of contrasting settings, it is the
aim of the Gothic novel to experience two distipctleparate worlds that are neither
comfortable nor tangible to the reader. “Whethershyperficial colour contrasts or more
basic emotional and thematic juxtapositions, theth@onovel sustains unmitigated
sensitivity”(Berenbaum, 1982:23) Like most Gothmvals this setting is contrasted with
another. Thrushcross Grange is not located on éfghts, so it is not subject to the same

harsh winds and storms that frequent in Wutherimgghts. It is a seemingly beautiful
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place. Even Heathcliff describes Thrushcross Grawa “splendid place: carpeted with
crimson, and crimson coloured chairs and tabled, ampure white ceiling bordered by
gold” (p.37). The vibrant colours associated witle thouse set it apart from Wuthering
Heights. The portrayals of these two places are ialdicative of the people who occupy
them. The Lintons, who occupy Thrushcross Grange,aahappy family. On the other
hand, the turmoil that ensues at Wuthering Heidletsveen the Earnshaws and Heathcliff
makes for a strange life. Even when Heathcliff olwoth properties he chooses not live at
Thrushcross Grange but at Wuthering Heights. TMisthering Heightscreates two
distinct worlds.

The main setting Wuthering Heights is on the maafr&ngland/Scotland and is
described as a dark, wide, expansive, and fullnkhhown mystery. Scenes depicted in the
book are often painted as gloomy and foggy. WutigeHeights is also described as a dark,
dangerous land aread frightening placevhere it is easy to get lost or drovilrhe isolated
place of Wuthering Heights reflects the alienatemd isolation of Cathy, Heathcliff,
Hindley, and Isabella. This isolation and the atpmese of the house apart from the society
create a gloomy and gothic atmosphere and origiioatthe bad moods of the characters.

Mr. Lockwood calls attention to the isolated settin the first paragraph of the story:

This is certainly a beautiful country! In all Eagd, | do not believe that | could have fixed on
a situation so completely removed from the stiso€iety. A perfect misanthropist's heaven:

and Mr. Heathcliff and | are such a suitable paidivide the desolation between us. (p.1)

The weather, the landscape and other aspects wffengénerally reflect the dark
mood of the story and the chill that sickens thartseof the central characters. Consider,

for example, the following passage at the beginoinGhapter 2:

Yesterday afternoon set in misty and cold. | hdéidanind to spend it by my study fire, instead
of wading through heath and mud to Wuthering Hesight [However] | took my hat, and, after

a four miles' walk, arrived at Heathcliff's gardgate just in time to escape the first feathery
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flakes of a snow-shower. On that bleak hill-top #arth was hard with a black frost, and the

air made me shiver through every limb. (p. 5-6)

The wind-swept location and even the title of tlowel Wuthering refers “ to the
tumultuous and stormy emotional climate of theys{tuiawrance, 1985: 246) The location
is also suggestive of the tempestuous relationshifize novel, as the following passage in

chapter 1 indicates;
Wuthering Heights is the name of Mr.Heathcliff sedling. ‘Wuthering’ being a significant
provincial adjective, descriptive of the atmospbetimult to which its station is exposed in
stormy weather. Pure, bracing ventilation they ninaste up there at all times, indeed: one may
guess the power of the north wind, blowing over duge, by the excessive slant of a few
stunted firs at the end of the house; and by agrafgaunt thorns all stretching their limbs one

way, as if craving alms of the sun. (p. 2)

Since Wuthering Heights has been built on the moensd blows fiercely during
storms. The word “wuther” is a variation of the sdowither. It deals with the sound the
wind makes. As Golban emphasizes the word alsocetes “weathering (stormy) and,
indeed, one may say that the storm is violent,haslites and events of the characters.
(Golban, 2003:181) As the reader comes to knoveltiagacters based at this house, it is not
difficult to see them the same way - exposed tatgpassions and violence, but ultimately
seeking love and warmth from one another. The afteanging weather serves to signify
the characters’ personalities, as well as the amatigat they go through during the course

of their lives.

Moreover, the name of the house and the name dfdbk are same. The house is
the main setting for most of the action, its raeso important that it almost seems like a
living, breathing, reflecting the bad attitude d$ iinhabitants. It is old, mysterious,
unwelcoming and possibly haunted. Even its locaisoimhospitable. Its nearest neighbour
is four miles away, and its position on the moess/ks it exposed to the roughest weather.
Windows and doors are a big deal in the novel,eaple and ghosts are always trying to

climb in or out, people are always getting lockedand out, doors are slammed, keys
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hidden, and so forth. Heathcliff often stands ire tloorway of Wuthering Heights
controlling who crosses the threshold. At the ae=wofr the house there is Catherine's oak-
panelled bed which provides the setting for the enancanny and chilling events:
Catherine's ghost fighting to get in against Lockd/e brutal refusal, and the death and

discovery of Heathcliff's rain-soaked corpse.

To Heathcliff, whoever controls the house haspgbeer, so even though he seeks
revenge for all of his mistreatment, he does byuaog real estate. Being accepted into
houses means a lot Hindley never welcomes Hedthld Wuthering Heights, however
the Lintons open their doors to Catherine but ne&atHcliff. The house has different
meanings for each character prison and punishmeaial class, horror, and nostalgia. The
house is loaded with symbolic importance. It's nglee stormy hillside above Thrushcross
Grange with its brightly lit salon and expansivadgn. Lockwood notices some of the

house's strange details from the very beginningxample;

Before passing the threshold, | paused to admiyeaatity of grotesque carving lavished over
the front, and especially about the principal doabove which, among a wilderness of
crumbling griffins and shameless little boys, |laméd the date "1500," and the name "Hareton

Earnshaw." (p. 2)

This quotation serves as the house's nametagnéomins us that the Earnshaws
have been there for a long time (the novel isrdi801). However, the implication is that
the image is Gothic and a little sinister. EmilyoBte grows up on the Yorkshire moors, so
a lot of critics speculate about the influencehbases in her village of Haworth had on her
description of Wuthering Heights. The house itselfreating the unwelcoming aspect that
greets Lockwood on his arrival: "the narrow windoare deeply set in the wall, and the
corners defended with large jutting stones" (pI2)is impression of the residents of the
house being isolated from outsiders is emphasigethd fact that the house is repeatedly
associated with locked doors, gates and windowsugirout the novel. The house itself is
old; a date above the door suggests it dates fie®d.1Full of dark corners, the house has

elements of the classic haunted mansions of thhiGoobvels so popular in Emily Bronte's
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day; indeed, Lockwood undergoes a ghostly expegieviten he is visited by the spectre of

Catherine imploring to be let in at the window mapter three.

The intense horror of nightmare came over me:edtto draw back my arm, but the
hand clung to it, and a most melancholy voice sdbbe

‘Let me in - let me in!'

‘Who are you?' | asked, struggling, meanwhile,disengage myself. '‘Catherine
Linton,' it replied, shiveringly (why did | thinkfd.INTON? | had read EARNSHAW twenty
times for Linton) - 'I'm come home: I'd lost my wap the moor!" As it spoke, | discerned,
obscurely, a child's face looking through the wiwde terror made me cruel ; and, finding it

useless to attempt shaking the creature off...(p.18)

Waking from a violent dream, Mr. Lockwood, who Iseping in Cathy’s bed, sees
a ghost. It is a young girl called Catherine Lintwho had been haunting the house for
twenty years. Upon her death, Heathcliff begs bdraunt him. This insane passion is part
of the extreme circumstances that must take plagerdave how passion rules over all.
Heathcliff, repeatedly seeks out visitations frome ghost of his beloved Catherine. He
even digs up her grave in order to be closer to Besnte uses otherworldly figures to
emphasize the ferocity of Heathcliff’'s and Catheisriove; their connection is so powerful
that even death can't stop it.

Both of these ideas of haunting and ghosts are wawgh Gothic. The second
instance of seeing ghosts happens at the very MndLockwood meets a young boy
swearing that he has seen Heathcliff and Cathevalking along the moors. Nelly Dean
narrates this event as:

I was going to the Grange one evening- a darkiegehreatening thunder- and, just at the turn
of the Heights, | encountered a little boy withheeesp and teo lamps before hin, he was crying
terribly, and | supposed the lambs were skittisia, @ould not be guided.

What is the matter, my little man? | asked.
They's Heathcliff, and a woman, yonder, under t'Ndie blubbered, ‘un’ Aw darnust pass’ em
(p. 224)
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From beginning to end, Wuthering Heights is a ndwdl of ghosts and spirits.
Dead characters refuse to leave the living aloné tlae living accept that the deceased find
ways of coming back to haunt them. In a departwenftraditional Gothic tales, these
haunting are sometimes welcome. It is the superalatileme which is a recurrent one in
gothic novels, dreams, ghosts and gaps betweemwtrisl and the next. The paranormal
touch adds to the eerie feelings and the extrencarostances that a novel like Wuthering

Heights portrays.

Heathcliff is probably the most Gothic character tlis book. He is found
wandering the streets when he is young by Mr. Beanws The readers are free to imagine
anything they want. The unknown usually becomesardio in some way and Healthcliff
is an unknown from the beginning of the story. Beléscribed as a gypsy in appearance,
probably to portray darkness and romantic mystetly dark eyes, hair, and skin colouring;
and his parents were never revealed. Perhaps hiefvay the side of the road or perhaps

he is magic.

The master tried to explain the matter; but he veadly half dead with fatigue, and all that |
could make out, amongst her scolding, was a taléso$eeing it starving, and houseless, and as
good as dumb, in the streets of Liverpool, whergibked it up and inquired for its owner. Not
a soul knew to whom it belonged, he said; and himey and time being both limited, he

thought it better to take it home with him at onggp:26)

We are never told where Heathcliff's parents are/loere exactly he comes from.

He is a passionate character, especially in hig llov Catherine. He hates to love her
because she has treated him so badly. He is alsngeful character, so he is always trying
to hurt someone through someone else. He is toeddoy Catherine and his quest for
vengeance. His all-consuming passions destroy hiotiself and those around him. In the
end he goes mad, another characteristic oftenise@nthic novels. Heathcliff knows that

he can never exist without Cathy, and his love heacnormous proportions, Heathcliff
goes to extremes, resorting to unnatural actiorigltib his need to be one with Cathy. The
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supernatural elements accomplished by Heathcldf tadthe strange gothic atmosphere of

Wuthering Heights.

Catherine Earnshaw, may you not rest as long as living. You said | killed you--haunt me
then. The murdered do haunt their murderers. ebelil know that ghosts have wandered the
earth. Be with me always--take any form--drive madmOnly do not leave me in this abyss,
where | cannot find you! Oh, God! It is unutterddleannot live without my life! I cannot live

without my soul! (p.124)

After Cathy's death Heathcliff begs her spiribemint him, this action is selfish and
unnatural also goes against conventional morafieydoes not wish for her to rest in peace
but to exist only to be with him. Heathcliff is sbbsessed with the dead that Isabella calls
him “a goblin” she no longer knows whether she masried “a man, a devil or a ghost”
Heathcliff, with no respect for the dead, had thevgdigger open Catherine’s coffin while
he was preparing Edgar’s. The coffin is opened, @atherine’s face looks the same as the
day she dies, nearly twenty years before. Despévdte with her in death, he knocks out
one side of her coffin, with the instructions tbake side of his be knocked out too, so that

they may lie together for eternity.

There is another mystery connected with this attaraWhen he finds out about
Catherine’s decision to marry Edgar Linton he lsaVéuthering Heights and for three
years he is missing. Nobody knows where he is,jasidlike the secret of his birth, this
remains a mystery. No other hints are given abddres Heathcliff was and how he made
his fortune over the course of his three-year alsei®n returning, he is ruthlessly
determined to destroy those who degraded him amedepted him from being with
Catherine. Not only does he swindle Hindley, whe falen into alcoholism and gambling
after the death of his wife Frances, out of his emship of Wuthering Heights; he
heartlessly takes advantage of Edgar Linton'srdisééella and marries her, before treating

her in a cruel fashion
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After Catherine Earnshaw's death, Heathcliff'digtive cruelty intensifies, aimed
at destroying not only his enemies but also theirsh— Hareton, son of Hindley and
Frances Earnshaw, and Catherine, daughter of Hdgton and Catherine the elder. He
beats and kicks Hindley, he throws a knife at IHap&e savagely slaps young Catherine,
and he does not call a doctor for his dying sorathigiff tyrannies his victims just like any
other gothic characters in the most traditionalréworstories. At first Mr. Earnshaw
tyrannies Hindley, Hindley tyrannies Heathcliff afeder to take revenge and to punish
those Heathcliff treats Hindley and everybody whakes him suffer throughout the story

cruelly and unfairly

With these descriptions and events Bronte’s Hdifftlassume strong influences of
Byronic hero. Most of the traits associated witis tfictional type come from Byron’s
works. A Byronic hero is defined by Thomas B. Mdeguaccording toThe Oxford
Companion to English Literaturas "proud, moody, cynical, with defiance on hisvior
and misery in his heart ... implacable in reveryge¢,capable of deep and strong affection.”
This definition fits the main character HeathcliffWuthering HeightsFirst of all, he has
experienced great misery and pain in his life. Taig stems from a difficult childhood and
the loss of his one true love to another man, ardeath. Second, Heathcliff seeks revenge
on the pain he has experienced in his life. Thirdspite the faults that Heathcliff has in
his character, the reader is able to sympathize kv, to a point. While in the second half
of the book Heathcliff becomes increasingly cruwhlying the first half his actions can
frequently be dismissed as somewhat justifiableeuride circumstances. Therefore, for
these three reasons, it can be concluded that &lébait a Byronic hero since he fits the

major criteria.

Catherine Earnshaw is another major charactdreamovel. Her father’s early death
deprives Catherine Earnshaw of protection from aniicipated danger to which a girl
might be exposed, and moral understanding is @&t/ instead by her experience with
Heathcliff, while Nelly’s and Joseph’s conventionaéws become examples to her of what

she should not follow. The lack of proper cultieatiand protection against the outer world
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makes her wild, and because of this she becomesagmable for Heathcliff: This creates
a different kind of openness to Heathcliff thanbksléa’s. Heathcliff is usually considered
the type most unacceptable and dangerous for adc3mioine to encounter, but Catherine
handles him; she understands how cruel Heathdiff loe as she advises Isabella not to
approach him, but at the same time, she knows boget along with him. To Catherine,
Heathcliff is never a tyrant; she loves him, inchglthose qualities in him that place her
“virtue” in jeopardy; such elements in his makeame no longer a danger to her as she

knows them well and dwells with them.

Moreover after the fight between Heathcliff andggr, Cathy fell ill; and her
illness seemed to affect her reasoning, as if tdrlveng her mad. “It terrified me. | thought
she was going mad.”(p.64) After her illness wasedushe appeared to be barely alive, as if
a spirit roaming on earth erroneously, however sfile appeared to be beautiful, in a
ghostly way. Here the supernatural is the axishef gothic genre it is the source of the
sinister atmosphere and creates the chilling exréeeling that gives a gothic novel

meaning.

Syndy Conger points out that “such assumptiongh@ae’s affirmation ‘I am
Heathcliff’ (p.60)] viewed from the perspective @bthic tradition, however, are actually
not new at all. Catherine’s words echo sentimeldaé declarations admittedly, it is
conceivable that Emily was influenced by such seetits, as well as by other Gothic
features she introduced in her novel, but what wednto consider here is what the
declaration really means. It is not only a mattetowe but also a cry for identity. What
Catherine has to confront seems more complex thanconflicts of duty and emotion

experienced by more stereotypical Gothic heroiG@esiger states that:

Gothic heroines were traditionally placed in aftionsituation between a dark seducer and a
fair lover, but theirs was an external conflicteyinever felt —admitted they felt — a pull in two

directions. Catherine is the first important exgaptto that pattern, for she internalizes her
conflict completely. She is not simply placed betwdwo lovers; she feels divided between
two lovers. (Ibid, 409)
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However, this does not necessarily imply that @otfilains are thoroughly wicked
.As Fred Botting states, “[glood was affirmed ire tbontrast with evil; light and reason
won out over darkness and superstition. Antithesegle visible in Gothic transgressions,
allowed proper limits and values to be assertedhatclosure of narratives in which
mysteries were explained or moral resolutions adedri (Botting, 1996:8) Gothic
characters can usually be divided into two typls,good and the evil, and although it is
not easy to explain how human beings fall into @als, it is not difficult to tell right from
wrong. Gothic heroines belong almost invariablyhte good, and wish to escape from the

evil to the other, without experiencing any diffiguin choosing between them.

Catherine, on the other hand, has Heathcliff whalmost the personification of
evil and negativity beside her, even though sheosb® Edgar as a marriage partner.
Catherine knows something is wrong with her deaisiin whichever place the soul
lives—in my soul, and in my heart, I'm convincedhliwrong!” (p.70), and suffers from the
self-contradiction it commits her to. Catherine Wsothat she ought to marry Heathcliff,
but cannot give up the wealthy and respectablethfg awaits her on becoming Mrs
Linton. Catherine does not follow the stereotypit@ral injunction; instead, she is divided
into her lovers, and struggles to have them bdtl;cmnnot choose one of them, but wants
them to co-exist in her life.

One element of such ambiguity is evident in Catieés willingness to use the kind
of categorical judgement of good and evil that vesoaiate with stereotypical Gothic
heroines. Catherine says Heathcliff is an “unrecéad creature” (p.90) to Isabella, but he is
her “own being” (p.73). Catherine knows what issidered to be evil and Heathcliff is not
to be categorised as good, but at the same timecameot simply ignore the fact that
Heathcliff is a fundamental part of her existene®wever, it is almost surprising that
Catherine knows how dangerous a man might be. Ttlt@apresents her discriminations
and assumptions as being in accordance with tlegoaes of Gothic fiction. She desires
both men in different ways, and her choice depemds system of values of her own which
is not identical with. The Gothic definition of trgpod does not apply to Catherine’s
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philosophy. Although she seems willing to play by tiules, and the bad as the Gothic
presents it does not necessarily mean the bad tehoeigh she sees that others see it to be
bad. The indecisiveness of her actions engendesafasing state of mind and heart, which

is the most remarkable difference between Cathamadeother Gothic heroines.

There are two additional characters in the nolat resemble Gothic heroines,
Isabella and Cathy Linton. Though they have noerofbeen the object of critical
consideration, they both share the necessary gusdltieing enclosed heroines: they cannot
read Heathcliff's real intentions, for instancedaare confined in the Heights It is worth
remarking that Isabella and Cathy clearly reserfda¢hic heroines in their upbringings and
sufferings. The theme of the persecuted woman talelyi arises when we consider
Wuthering Heights in the light of Gothic fictionput rather to see here is how Emily

Bronte received the Gothic and how her female dtars are influenced by the genre.

Generally, Gothic heroines are cautiously andcd&dly educated, kept away from
male characters and sexuality. It seems howevdrthigaheroines’ carefully cultivated
decency itself often makes them defenceless agagirestny and persecution. It seems that
Isabella Linton’s tragedy begins because she lackaspicious mind. She is raised in an
upper-class family, without knowing any other meart her decent father and brother. The
description of her arrival at the Heights “smotleene cloaks and furs” (p.51) in the family
carriage symbolises her protected life and ignagawicthe world, and her naivety which
makes her cry over trivial matters is the objecCatherine’s scorn. She falls in love with
Heathcliff, without knowing who he is, and evenusds to listen to Catherine’s advice that
he is “an unreclaimed creature, without refinemevithout cultivation” and “a fierce,
pitiless, wolfish man” (p.90). Isabella obviouslgnmot see how dangerous it would be to
marry Heathcliff, when he appears wearing the nuzdsk gentleman. She does not possess
the ability to doubt male intentions and as sudfil$uthe type of the Gothic virgin, while
also emphasising Catherine’s greater understarafidgnsight. When she runs away with
Heathcliff, Isabella’s life becomes exactly likeetreat horrors depicted in Gothic novels.

Heathcliff's ill-treatment and violence, the halbeed Hindley, and the uncooperative
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servant, Joseph, all remind us of Gothic heroiegperience in castles or Roman Catholic
churches. Given the way she portrays the HeightsntB was clearly conscious of Gothic

horror and evokes Gothic associations when she sriakbella ask Nelly:

How did you contrive to preserve the common synipatbf human nature when you resided
here? | cannot recognise any sentiment which thomend share with me.

Is Mr. Heathcliff a man? If so, is he mad? Andadtt,nis he a devil? | shan't tell my reasons for
making this inquiry: but | beseech you to expldiryou can, what | have married that is, when

you call to see me; and you must call, Ellen, \srgn. (p.120)

To Isabella, the Heights is the unknown world, ands difficult for her to
understand why its inhabitants act crazily. Her Iyawarried husband, Heathcliff, is the
most insolvable mystery; he has transformed himadf something she cannot categorise:
neither a gentleman nor a human being but an esghtare which baffles her
understanding. On the day of her arrival at theghisi, the gate is locked, and when it is
unlocked, she enters the Yorkshire equivalent @ahic castle. Her rapid and urgent
guestions show, however, that she realises thesen®thing here which she cannot cope
with, given her moral system and cultural expeoteti To her, Heathcliff was the hero
who rescued her from the Grange where people dicapprove of her feelings for him.
Heathcliff exploits these naive ideas, showing dwsareness of the influence of literature
on her ideas as he knows that she has been “pigtumi [him] a hero of romance, and
expecting unlimited indulgences from [his] chivalsodevotion.” (p.133) But on the very
morning of her wedding she weeps with longing tobgek to the Grange. Nelly, the

narrator, tells us what had happened to her

Isabella would not stay long with Heathcliff. A fedays after my visit, she arrived at
Thrushcross Grange, out of breath and bleedingthidli® had thrown a knife at her; she had

escaped and run all the way to the Grnage. (p.47)

Isabella breaks free from Gothic convention, arek@s a great escape from the

Heights. She enters the Grange, “out of breathlamghing” though she had “a deep cut
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under one ear, which only the cold prevented froeeding profusely, a white face
scratched and bruised, and a frame hardly ablefgpast itself through fatigue” (p.150-51)
and throws her wedding ring on the floor. Isabsfi@aks rapidly and excitedly, and even
desires Heathcliff’'s suicide or his murder by Helas though she has been transformed
into a different person far removed from the nagwt who burned with passion and then
cried for help in the brutal environment of the ¢tes. She learns instead that she must act

powerfully in order to counter the violence and &vé surrounding her.

Cathy Linton, too, can be recognised as a Gothroihe because she is raised by a
gentleman, Edgar, who “took her education entioglynimself and made it an amusement”
(p.167). And she is carefully protected from witsiag any perversity, especially as
represented by Heathcliff. Till she reached the afj¢hirteen, she had not once been
beyond the range of the park by herself. Mr. Linteould take her with him a mile or so
outside, on rare occasions; but he trusted heraoome else. “Gimmerton was an
unsubstantial name in her ears; the chapel, thebanlding she had approached or entered,
except her own home. Wuthering Heights and Mr. kddt did not exist for her; she was

a perfect recluse, and, apparently, perfectly etete (p.167)

Like Isabella Linton, Cathy is educated at the rge with care; she remains
ignorant of the world, and is not able to underdttrat there are people who do not treat
her as her father and servants do. When she geepattk at the Grange and visits the
Heights, she feels insulted that the people dotmait her in the respectful way she has
come to expect from her upbringing. It is incomenesible to her to find that there are
people who do not respect her and her family, 4 “@ho was always ‘love,” and
‘darling,” and ‘queen,” and ‘angel,” with everybody the Grange” (p.175). Even when
Edgar, briefly cast in the role of a Gothic-stylemidneering father, warns her not to
approach Heathcliff, Cathy does not understand tiamgerous he could be, secretly writes
to Linton, and even goes to see him at the Heights.this regard, she is also an
inexperienced heroine who is not able to understaeddistinction between reality and

appearance, which is one of the essential featirgge Gothic.
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Cathy’s forcefulness becomes more explicit whea ghforcibly moved to the
Heights. Being shut up there is a persecutionselfit of course, but it is also cruel that she
is locked in a room to watch over her dying husbalotie and without any hellfet being
forced to nurse a person in agony all the time iforanent, which exhausts Cathy,
physically and mentally. Her persecuted life doesend after Linton’s death. Indeed, it is
remarkable how the Heights preserves its Gothicogpinere just as before; the gate is
always locked, the fierce dogs are kept just askood sees them, and there is a
mysterious, sinister room which should not be useckpt for compelling reasons. Cathy,
here, becomes a prisoner and so her narrative dsmis of Gothic heroines who are locked
in forbidding castles. Likewise, Heathcliff remaitie Gothic tyrant figure; his continuing
violent behaviour and his restraint of her freedoinaction is presumed when he lifts his

hand, and Cathy springs to a safer distance

The author uses Cathy to suggest that there heg ways for heroines to escape or
combat the Gothic plots that surround them. Caglayrls to compromise and be patient in
order to understand Hareton and the father-sonsikationship that has arisen between
him and Heathcliff. As Nelly observes, “Cathy showa good heart, thenceforth, in
avoiding both complaints and expressions of artippatoncerning Heathcliff, and
confessed to me her sorrow that she had endeavturade a bad spirit between him and
Hareton.” (p.286). Through their experiences, btghbella and Cathy achieve self-
development beyond the scope of the traditionah{@atirgin; their self-realisation is more
independently and actively accomplished, and thay tme the key to understanding how

Emily Bronte received and reshaped Gothic heroines.

Furthermore within the novel there are severatamses of madness which is
another common subject matter of the gothic noviie. depiction of madness reflects the
interweaving themes of the novel. Madness can assuany different forms: a concept
demonstrated throughout Emily Brontéuthering Heights Through both character
development and their action&uthering Heightgresents various forms of madness in the

characters and shows how this insanity affectsonbt the characters themselves but also
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those close to them. Many characters exhibit behasithat appear to be "mad.” Some,
such as Catherine, may be truly insane while othmerg, at times, use madness as a means
to control the actions of others. Heathcliff alss hendencies that make him seem insane.
For instance, Heathcliff's love for Catherine colié&d not only his life, but his actions and
his whole being. Unchecked and unanswered, his toreed melancholy, and inevitably

insane.

Come in! Come in! He sobbed. Cathy, do come. Ohah@e more! Oh! My heart’s darling!

Hear me this time- Catherine, at last! (p.20)

Heathcliff does not know that Mr. Lockwood is gle® in Catherine's room.
Therefore, when he hears the screaming, he thibkis iCatherine's ghost. He is
disappointed to see that it is Mr. Lockwood, antkrahe orders him to leave, Heathcliff
opens the window and calls outside for his belodedd Catherine. He receives no answer.

Near the end of the book he continues to hiszxgegaehaviours. After nights of
wandering the moors, and many days without foodthtdiff is going mad. His face and
eyes are altered; he seems excitable and agifBlbede is also a strange happiness in his
face. When he returns home the night before hishdé&elly hears him say Catherine's
name as though she was present. She can alsoitrearumbling in low tones, talking to

someone who isn't there.

....rested his arms on the table, and looked at gpmsite wall, as | supposed, surveying one
particular portion, up and down, with glitteringstless eyes, and with such eager interest that
he stopped breathing during half a minute together.

'‘Come now,' | exclaimed, pushing some bread agaisshand, 'eat and drink that, while it is
hot: it has been waiting near an hour.'

He didn't notice me, and yet he smiled. I'd ratieare seen him gnash his teeth than smile so.
Mr. Heathcliff! Master! | cried, 'don't, for Godssike, stare as if you saw an unearthly vision.

Don't, for God's sake, shout so loud,' he repliegrn round, and tell me, are we by ourselves?"
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Now, | perceived he was not looking at the wall; fehen | regarded him alone, it seemed
exactly that he gazed at something within two yadistance. And whatever it was, it

communicated, apparently. (p.243)

He believes Catherine has been haunting him farsyeand now that he is near
death, he acts as though Catherine's spirit icltte&an ever. His obsessive love resulted
with these insane actions.

Thus madness is seen to partake of the superhahealiabolical; the mystic; the
expression of passion; and, the physical symptoiminess. In the novel, Catherine has
two episodes of mental instability which are ddsediin some detail.

She has been talking nonsense the whole evenihdetther have quiet, and proper attendance,
and she'll rally. (p.94)

It commenced in a quarrel. She was struck duritey@est of passion with a kind of fit.... she
refused to eat, and now she alternatively ravesran@hins in a half-dream, knowing those

about her, but having her mind filled, with all soof strange ideas and illusions".(p.95-96)

Catherine refuses all food and drink for seveeglsd She does not understand why
she is not getting her way, and becomes parandid. association between Catherine's
madness and diabolism is made when Heathcliff aBgk®n her sick bed if she is possessed
by the devil. The physical aspects of her breakdewe noted in her inability to eat or
sleep. Thus many disparate elements unite in tigcate picture of a mind of turmoil.
Another unusual event occurs in chapter 12

That's a turkey's,’ she murmured to herself; "aigli$ a wild duck's; and this is a pigeon's. Ah,
they put pigeons' feathers in the pillows - no wamidcouldn't die! Let me take care to throw it
on the floor when | lie down. And here is a moocks; and this - | should know it among a
thousand - it's a lapwing's. Bonny bird; wheelingero our heads in the middle of the
moor....Heathcliff set a trap over it, and the oléésnlared not come. | made him promise he'd
never shoot a lapwing after that, and he didn's, Yere are more! Did he shoot my lapwings,
Nelly? Are they red, any of them? Let me look.'
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Give over with that baby-work!" | interrupted, dgigg the pillow away, and turning the holes
towards the mattress, for she was removing itserastby handfuls. 'Lie down and shut your

eyes: you're wandering. There's a mess! The doflyirg about like snow.' (p.90)

Catherine plucks the feathers from her pillow, atadts to confuse the past with the
present. She recalls a time when Heathcliff shdird, leaving the babies to die. Her

strange behaviours are definite in another examplee same chapter.

| see in you, Nelly," she continued dreamily, '@yec woman: you have grey hair and bent
shoulders. This bed is the fairy cave under Peméstyags, and you are gathering elf-bolts to
hurt our heifers; pretending, while | am near...r¢hare two candles on the table making the
black press shine like jet.'

The black press ? Where is that?' | asked. "Youiadking in your sleep!

It's against the wall, as it always is,' she replie DOES appear odd - | see a face in it!"
There's no press in the room, and never was,' Isaigsuming my seat, and looping up the
curtain that | might watch her.

Don't YOU see that face? she inquired, gazing e#isnat the mirror.

And say what | could, | was incapable of making ¢emprehend it to be her own; so | rose and
covered it with a shawl.

'It's behind there still! she pursued, anxiougind it stirred. Who is it? | hope it will not come
out when you are gone! Oh! Nelly, the room is hadht'm afraid of being alone!" There's
nobody here! | insisted. 'lIt was YOURSELF, Mrs. toin: you knew it a while since. (p. 90-91)

Catherine talks about elf-bolts and cows, the lblaess, and her bed in the fairy
cave. She talks as though she knows more than,Nallthough she is better off. The black
press turns out to be a mirror. Catherine, loshout her Heathcliff, cannot recognize her

own reflection in the mirror. Afraid it is a ghostie makes Nelly cover it.

Their love and dependency on each other is comgumand obsessive.Their
separation causes unbearable force to drive H&httuotl Catherine insane. This becomes
evident through Heathcliff's purpose for his revenpis obsession with Catherine and his
relationship in his son's life. Society tears Hehfthapart from his true love forcing him to

direct his revenge on this society, the cause sfumdying pain. It is clear that Emily
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Bronte portrays love iWuthering Heightghrough a range of intense human emotions

demonstrated by acts of madness and supernatwairiong with gothic atmosphere.

The weather in the novel also indicates its gaosliting, the winds, storms, and fog
occurs frequently throughout the story. “A sorroldight | saw: dark night coming down
prematurely, and sky and hills mingled in one bitirl of wind and suffocating snow.
(p-13).Moreover, stormy weather in the novel isduse foreshadow negative events or
moods. There is an immense bond between Cathy aathtliff that not even death can
part. When Heathcliff leaves Wuthering Heights ¢hex a terrible storm that represents
nature’s opposition against this act. “....the stocame rattling over the Heights in full
fury. There was a violent wind, as well as thundér(p.62) When the thunderstorm
breaks a tree in half, Joseph who represents aoroist and artificial ideal of religion
believes it is a sign of the end. The violent stocomplete with lightning fierce enough to
split a tree, symbolizes the split of their intetend. Here it is a Gothic symbol because

nature is predicting human fate to come.

Additionally another important image that recunsGothic novels is a decaying
graveyard. Wuthering Heights is no different. Ae¢ trery end of the novel, Mr. Lockwood
passes by a church where Edgar, Heathcliff and eiath are buried. He mentions that
each tombstone has decayed differently. There aryrsothic images in this novel and
these seemed the most prevalent. Edgar Linton,e@a#) and Heathcliff all lay side by
side. These three people, who fought each otheud¢fmout their lives, will now lay beside
each other forever. Lockwood wonders how, “any oméd ever imagine unquiet slumbers
for the sleepers on that quiet earth” (p 256). Aueh reader may interpret Lockwood’s
remark as a sign that things will be different be Heights, but Bronte is saying just the
opposite. The fact is that this ground is not qaied it never will be. The image of the
three tombstones and the bodies that lay beneatlistisrbing to say the least. Heathcliff

himself says that Linton and he will continue tdtledong after Heathcliff's death.
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Death is the last image of this Gothic Novel. Beomvants to drive home the
inevitability of death, and the perverse naturenah. The fine lines between good and evil,
pleasure and pain, and life and death are blutretlirn, the truth of human nature and its
potential to cross the line is evident. Clearlypie wants the world to see man at its
worst, man without morals, and how man’s predigadid is death. Given all of this, the
main themes of Gothic Literature are present. Tine @ the novel must be taken into
consideration. Lockwood remarks that young Catleeand Hareton, “Together would
brave Satan and all his legions” (p. 256). Thi8iiente’s last attempt to show the unrest
that will always prevail at the Heights. Yes, thedieg is apparently happy, but there is

always that element evil lurking behind the shadows

Due to the facts mentioned above, it is possiblstate that Emily Bronte's novel,
Wuthering Heights can be categorized as a gothielnfor many reasons. Her use of the
"dark element" of the ghost, the many nightmareshmgracters, allusions to the devil, and

the many references to the dead all include thexrsgsciated with the gothic novel.
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2.2 JANE EYRE

2.2.1 Parallels between Charlotte Bronte's Life andane Eyre

There are many aspects of the story of Jane Hyae dre related to Charlotte
Bronte’s life.Charlotte Bronte was born April 21816. She was one of five daughters born
to Reverend Patrick Bronte and Maria Branwell. 8isbe spent most of her years confined
to Haworth Parsonage she had limited knowledgehefworld. It should come as no
surprise that the plot of her first published ngyahe Eyre contains many parallels to her
own life. Regardless of her intentions while wigtidane Eyre it is clear that Charlotte
Bronte drew heavily on her own identity and expaces in creating the character of Jane.
Jane Eyre is described as being plain. She isesitlful in any way and she accepts that
lack of beauty. Charlotte Bronte is often descriliedhe same way. She is small and
always pale and sickly. No one ever believes shiegei anywhere in life based on looks,
so Charlotte is given schooling to become a teaddath Charlotte and Jane are admired

for their intelligence and pitied for their looks.

Jane Eyre’s childhood seems in some respectsyolieen modelled after Bronte'’s.
Like Charlotte herself, Jane’s father was “a pdergyman” (p. 26). Jane’s parents both
died when she was a baby. Bronte’s mother died v@t&rlotte was five years old. After
Mrs. Bronte’s death, her unmarried sister, Elizal#tanwell, moved in with the family to
care for the six Bronte children. Pauline Nestar, her biography Charlotte Bronte,
describes Elizabeth Branwell as “a severe charaititsuited to the role thrust upon her”,
and makes mention of the role “her strict Calvidigtayed in raising the children (Nestor,
1987: 3).

Likewise, Maureen Peters, in her boAk Enigma of Bronte;sdescribes Aunt
Branwell’s sacrifice in raising her sister’s chidr “As a strict Methodist, Aunt Branwell
knew where her duty lay, but she appears to haneedeneither pleasure nor contentment

from the doing of it” (Peters, 1974: 17). In Jangd Jane is raised by her Aunt Reed, who,
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like Charlotte Bronte’s Aunt Branwell, does so mtantly and out of a sense of duty. When
Jane returns to visit her aunt on her deathbed, RiEed rambles deliriously about Jane as a
baby and her animosity toward her: “I hated itfir& time | set my eyes on it...and but an
hour before [Mr. Reed] died, he bound me by vowedep the creature” (p.232).Moreover,
the parallels between Aunt Branwell and Mrs. Reatioue into adulthood; Jane’s return
during Mrs. Reed’s illness appears based of Charland Emily Bronte’s coming back
home from school in Brussels because their auhtilfeHowever, Aunt Branwell died
before the Bronte sisters even departed. Of cotlisesimilarities between Aunt Branwell
and Mrs. Reed are balanced by the differences; é¢vwengh Aunt Branwell was the

inspiration for Mrs. Reed.

Moreover, some parts of Jane Eyre’s childhood waken directly from Charlotte
Bronte’s memories; no matter how extreme seem oheitons of Lowood, the school is,
in fact, modelled after Charlotte’s own experienae Cowan Bridge. In her biograpfiie
Life of Charlotte BronteElizabeth Gaskell, a friend and fellow writerBronte, said of the
relationship between the two schools: “Miss Bromtere than once said to me, that she
should not have written what she did of Lowoodanel Eyre, if she had thought the place
would have been so immediately identified with Caowridge, although there was not a
word in her account of the institution but what wase at the time when she knew it”
(Gaskell, 2004: 22). Lowood was obviously meanbéoCowan Bridge. The similarities

between the two schools are clear.

Gaskell describes the Cowan Bridge School as atghechool for daughters of
poor clergyman, that they might be educated asitbegftheir station. The school was
established by “a wealthy clergyman...the Reverentiaii Carus Wilson,” who “devised
a scheme, by which a certain sum was raised agnumbkubscription, to complete the
amount required to furnish a solid and sufficienglsh education, for which the parent’s
payment of £14 a year would not have been suffiti@askell, 2004: 25). The Lowood
School depicted in Jane Eyre is also “partly a ityrachool” (p.50) as Helen Burns tells
Jane However, instead of being a school for cleegymidaughters, as was Cowan Bridge,
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Lowood is “an institution for educating orphans”§@). Like Cowan Bridge, each student

at Lowood must pay only £15 a year, while the ieghid for by subscription.

The striking similarities do not stop here — thenditions at Lowood are also
strongly supported by the Charlotte’s memories owén Bridge. The food or lack of it
especially seemed to be a point of contention \@trarlotte. Peters describes Cowan
Bridge: “They slept in long, narrow, unheated ddaomes and ate food so badly cooked as
to be almost inedible. All her life Charlotte remmered, with loathing the burnt oatmeal,
the stews with lumps of rancid fat and the sowr padding” (Peters, 1974: 19). Indeed, the
food at Cowan Bridge left such a memory in Chaglétiat she describes, through Jane, the
food at Lowood quite vividly: “Burnt porridge israbst as bad as rotten potatoes; famine
itself soon sickens over it... Breakfast was oved anne had breakfasted” (p. 46). And
then dinner: “The odour which now filled the refagt was scarcely more appetizing than
that which had regaled our nostrils at breakfdst: dinner was served in two huge tin-
plated vessels, whence rose a strong steam redwlesnicid fat” (p.51). As horrifying and
incredible as are Jane’s accounts of the noisom@ &md prevailing hunger at Lowood, it
is still more horrifying to realize that these sesrwere written from Charlotte Bronte’s
own memory. Unfortunately Bronte's sister also dadschool with her much as Jane's

friend Helen died from an illness.

Moreover, Jane’s choices of work also reflect @it Bronte’s own experiences
with what work the Victorian world provided for wan. Nestor describes the Bronte girls’
upbringing as establishing “the expectation thayttvould need to earn their own living”
(Nestor, 1987: 3). Besides marriage or remainidg@endent of the family, the only option
available to women was teaching. As a result, ¢ékiengh she disliked children, Charlotte
worked as a teacher, at Miss Wooler’s school at IReed and at the Pensionnat Heger, as
a governess twice and attempted to open a schd¢habrth Parsonage with her sisters.
Being familiar with these trades, it is no surpriat Jane finds the same sorts of work:
first as a teacher at Lowood after finishing hexdsts, then as a governess for Mr.

Rochester, and finally as the teacher of a littheos| for farmers’ daughters at Whitcross.
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When, as in Charlotte’s own life, Jane is summoieedttend the deathbed of her
aunt, she learns of the disgraceful life that fwersin John Reed has led, up until his recent
suicide. The Gateshead servant, Robert, who has toffietch her, tells Jane, “His life has
been very wild: these last three years he gavedifrap to strange ways; and his death was
shocking (p. 221). The last three years of his lifee young Mr. Reed spends drinking,
gambling, and otherwise squandering the familytestaVhether it is coincidence or based
in the reality that Charlotte knew, her brotherivall spent the last three years of his life
as an alcoholic and dying the year aflane Eyrewas published” (Gaskell, 2004: 20).
Although Bronte could not have known that her owothrer would die after three years of
misconduct, surely her experiences of watching Bedi's disintegration contributed to the
fate of her character John Reed. Indeed, LucaslizrMitates that infThe Bronte Myth
“Branwell’s fall began shortly before Charlotte cm@nced writingJane Eyré (Miller,
2002: 78)

The relationship between Jane and her employer,Rdchester, may have also
been suggested by events in Charlotte’s own lifieriiy her stay in Brussels, Charlotte
apparently fell in love with M. Heger, who was fiter teacher, and then her employer, as
she accepted a teaching position at the schodleaénd of her studies there. Charlotte’s
love for M. Heger distanced her from his wife anverually made her unwelcome in their
home or at their school. Of her departure from Belss Charlotte wrote, “I think, however
long I live, | shall not forget what the partingtviM. Heger cost me” (Gaskell, 2004: 22).
Jane says of Mr. Rochester, “I am sure most paspldd have thought him an ugly man,”
and she continually describes him as being datdamk, much like Charlotte’s description
of M. Heger’'s. Despite Rochester’s appearance, fiewyelane falls in love, and is soon
engaged to be married to him, until she finds bat te is already married to the crazy
woman he keeps locked up in the attic. Jane desigesnust leave Rochester, lamenting as
she runs away, “With agony | thought of what I left longed to be his” (p.321).

It is clear that Charlotte Bronte draws on her dimmted life experiences in the

creation of Jane Eyre is demonstrated by many aiitids between Charlotte’s life and her
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heroine’s. Jane evinces many of the characteristidser creator, to the point that Jane

Eyre is a portrait of Charlotte herself.

2.2.2 Jane Eyre as a Victorian Novel

When considering the study of nineteenth centigydture of the Victorian era,
Charlotte Bronte’s Jane Eyre, can be used as anm@&aln reading this book we find the
social economics, moral conditions, religion, thkerof women, blind devotion and faith in
God and literary elements of the Victorian Era. thikse play a part in Charlotte Bronte’s
successful novel of that time.

The social, political, and historical influencet the Victorian Age affected its
literature. The typical Victorian novel was dirgctonnected to issues and concerns of
contemporary society. At the forefront was the dag role of women. Victorian society
had many conventions concerning women and theopgnr place"” in the public eye. One
of these conventions was that women were the Yfaea" and it was their obligation to
oblige by their husbands, fathers, male guardiansther dominant males, and to carry out
any means necessary to accomplish this. They weced to perform only for the men they
had to seek marriage to. The only jobs that womenevallowed to hold was that of
motherhood, they were not allowed to speak unlgsedken to and certainly were not
expected to have personal opinion. The IndustreaidRution opened doors for lower class
women to take jobs in factories, most of which daid wages and offered terrible working
conditions. Even though women were held to suctraiesés and guidelines a few of them
struggled to remain independent and fought forrthghts. Luckily The Married Women's
Property Acts in 1882 secured women’'s rights tomaén property ownership after

marriage.

It was during these times that Charlotte Brorgendnstrated her defiance of the
conventions of Victorian society and her feministiews through her novel and character
Jane Eyre. Jane is being scolded by Miss Abbotclildren’'s maid, as she states, "What
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shocking conduct, Miss Eyre, to strike a young lgeman, your benefactress' son! Your
young master! "(p.17). Jane at early ages strikedack with an answer more mature than
she is, "Master! How is he my master? Am | a sef¥a(p. 17) It was here that Jane went

against all that was known and understood in Viatosociety.

Women are supposed to be very calm generally; lmmen feel just as men feel; they need
exercise for their faculties and a field for thefforts as much as their brothers do; they suffer
from too rigid a restraint, too absolute a stagmatiprecisely as men would suffer; and it is
narrow-minded in their more privileged fellow-cregds to say that they ought to confine
themselves to making puddings and knitting stockingp playing on the piano and

embroidering bags. It is thoughtless to condemmttar laugh at them, if they seek to do more

or learn more than custom has pronounced neceisaheir sex.” (p. 96)

The quotation above clarifies Jane’s mind andadnigiinal thought about equality. A
particularly important theme in the novel is thepiddon of a patriarchal society. Jane
attempts to assert her own identity within male-d@ated society. Three of the main male
characters, Mr. Brocklehurst, Mr. Rochester andl&ltin, try to keep Jane in a subordinate
position and prevent her from expressing her ovaughts and feelings. Jane escapes Mr.
Brocklehurst and rejects St. John, and she onlyiesaMr. Rochester once she is sure that
their marriage is one between equals. Jane wastiiel of feminism, giving the woman
back in Victorian society. Jane Eyre is a womansbtength, power and feminism.
Furthermore, society would never accept a single ama woman of similar ages to travel
abroad together, yet that is precisely what Janpgses. If any woman do this she will be
regarded as improper or a mistress. Jane rejextsatiitional roles of women and offers to
go anyway. "If | had anywhere else to go, | shdmddglad to leave it but | can never get
away from Gateshead till | am a woman" (p.20). Jatens on being able to leave
Gateshead and make a life for herself once shenisnaan. This is a very feminist quote
because it demonstrates that with womanhood tHgyatwmes to provide for oneself and
achieve a satisfying life. It is clear that throutne, Bronte opposes Victorian stereotypes

about women.
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Jane is the key element in the novel as a rouadacter. A round character is one
that changes throughout his or her life. They gasva person through character. In the
novel Jane Eyre, the title character is the prinmannd character. As a child, Jane bottled
up emotions, until they flowed over one day in tesith year: "I am not deceitful: if | were,
| should say | loved you; but I declare | do natdg/ou: | dislike you the worst of anybody
in the world except John Reed: and this book allmaitliar, you may give to your girl,
Georgiana, for it is she that tells lies, and ridfpl 33) Jane spoke her opinion as a child.
She was a strong willed individual that was nonhgdio allow anyone to stand between her
and her goal. As Jane ages into her teens, shesgnolependent. Jane learns to bottle her
emotions, but not allow them to get in the way joging life. Jane acquired a job as a
governess at an, apparently, single man's homaoédh Mr. Rochester and Jane fell in
love however, Jane did not want to marry. Excegt kier love grows too strong, Jane puts
aside her stubbornness for love. "My future husbaasl becoming to me my whole world;
and more than the world: almost my hope of heatn.stood between me and every
thought of religion, as an eclipse intervenes betw@an and the broad sun. | could not, in
those days, see God for his creature: of whom Irade an idol." (p. 246) Jane then
relents and marries Rochester. Jane made the jotnora explosive, to independent, to in

love; a true journey for a woman in the Victoriaa.e

Jane's punishment by imprisonment within the RedrRRis the first of a succession
of metaphorical captivities, predominantly relatitogVictorian society's attitudes towards
gender, social class, and religion. Jane criticites prejudice and superficiality of
Victorian society by stating that had she beeraadsome’ or 'romping' child, her presence
would have been endured 'more complacently'. Tleatsvthat take place within the Red
Room are emblematic of Jane's isolation from alre@sty community and society. As an
orphan raised by a wealthy family, she is accustbtoghe education and lifestyle of those
of a higher class than herself, but she is notaesspssion of any money and is even
described by the servants 'less than a servantefbeginning of the story John interrupts
Jane’s reading and informs her that she has no tagread their books because she is an

orphan who is dependent on his family. MoreovetL@vood School Mr. Brocklehurst
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orders Jane to stand on a stool in front of thescta repent for her wickedness and forbids
any of the other students from talking to her. Tdwe stool, on which Jane is commanded
to stand can be seen as being representative stdrating in society Her imprisonment in

the Red Room, and in a similar way her punishmestlaool, acts as a reminder that she is

being socially excluded.

While within the red room, Jane considers the ltyusd John Reed, who taunts his
mother and calls her 'old girl' and yet is stifl, Mrs. Reed's eyes, 'her own darling'. Jane
notices with heavy irony that John mocks his motieerher dark skin despite its being
“similar to his own” (p.10). Jane's fiery natuseagain displayed by her indignation of the
fact that 'no one had reproved John for wantonikisg me'. (p.10) The quarrel between
Jane and John Reed also establishes the themendérgeonflict within the novel. Her
status as a female leaves her susceptible to Jablesice and taunting, and as he is the
only son, his tyrannous character is indulged. iBhiting back, Jane refuses to conform to
the level of obedience that would have been expeofea female in her situation. In
addition Jane ‘s place in her aunt's house as ahaor and the harsh conditions in
Loowood school display the disparity between uget lower class people. The quotation
below also explains In Victorian Era how lower slgseople try to survive in poverty and

disease:

In Victorian England, a great stratification existeetween the upper and lower classes. At he
upper classes claimed that the lower classes ‘tap@cassociated in any regular way with
industrial or family life’ and that their ‘ultimat&tandard of life is almost savage, both in its
simplicity and in its excesses.” A lack of adequatdrition, medicinal care and sanitary
resources also contributed to the stigma attachgqubor people. The disease and malnutrition
that ran rampant among the poor caused ‘stuntedigumys’ and pale countenances that caused
not only economic division between the classes hl#o physical division as well
(Vaughon,1993).

The Victorian era is also bound to morality. Mdsals also defined through the

traditional and religious standards that structtire way of life for many Victorians.
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Morality is defined as the proper principles anansliards, in respect to right and wrong,
which are to be practiced by all humanity. Idealhgse include obtaining decent careers,
being sexually inactive prior marriage, and beiaighful when married. Mainly, the idea of
what is right or wrong is based upon the traditipnacticed by one's forefathers, along
with the religious upbringings they receive sinéddhood. Morality is held in such high
regard by the Victorians. As a result the livingaodingle woman and a single man together
is simply unacceptable in Victorian society. Fostance, a man by the name of Rochester
falls in love with Jane, and in return she falldawne with him. As the love between the two
grows it is found out that Rochester is alreadyrredrand Jane would serve only as a
mistress to the man. Jane is not that type of gfisé, is strong and out spoken, and lives her

life for herself and no one else. She knows tHH&a@s a mistress is not a life for her.

Feeling . . . clamoured wildly. “Oh, comply!” itish “. . . soothe him; save him; love him; tell

him you love him and will be his. Who in the wordres for you? or who will be injured by
what you do?” Still indomitable was the reply: ‘dre for myself. The more solitary, the more
friendless, the more unsustained | am, the mor#l respect myself. | will keep the law given

by God; sanctioned by man....Laws and principles ot for the times when there is no
temptation. . . . They have a worth—so | have abMaglieved; and if | cannot believe it now, it
is because | am insane—quite insane: with my veinging fire, and my heart beating faster

than I can count its throbs.”(p.280)

In this quotation, near the end of Chapter 27¢ Jmserts her strong sense of moral
integrity over and against her intense immediatdirigs. Rochester has been trying to
convince her to stay with him despite the fact thatis still legally married to Bertha
Mason. His argument almost persuades Jane: Rochedtee first person who has ever
truly loved her. Yet she knows that staying witmhivould mean compromising herself,
because she would be Rochester's mistress ratherhiis wife. Not only would she lose
her self-respect, she would probably lose Rochssteo, in the end. Thus Jane asserts her
worth and her ability to love herself regardlesfiofv others treat her. By looking at Jane's
moral values it becomes apparent what Rochesterithdsine's eyes, done wrong. He is

deceitful in many ways. For one, he doesn't i@lieJthat he is already married when he
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asks her to marry him. He also pretends that ivel®sve with and going to marry Blanche
Ingram so that he can make Jane jealous. Eventlthtame loves Mr. Rochester she cannot
go against her morals; her beliefs. Moral and psyare one in the conscience. Jane may
have been mentally weak in resisting the impulsaaory Mr. Rochester after she finds out
the truth, but she still "[kept] the law given by sanctioned by man."She realizes that
she must uphold "the principles received by [hdrew[she] was sane, and not mad." From

this perspective Jane does the "right thing."

The passage also sheds light upon Jane’s undéirggieof religion. She sees God as
the giver of the laws by which she must live. Wistte can no longer trust herself to
exercise good judgment she looks to these prirgipke an objective point of reference.
Jane's first encounter with religion is with HeBuarns, her only friend at Lowood. Before
her arrival at Lowood, Jane lives uncomfortably hwiter malevolent Aunt Reed who
constantly rebukes and abuses her. Jane searchesnitort and security by virtue of her
own strong will, without the faith of God. She &tllonely and confused. Helen welcomes
Jane into the strict, religious school of Lowoodwéver, Lowood is not the answer to
Jane's prayers, but rather an unsuspecting, ildl.chielen proclaims God's will and his
command.

With these examples we can categodare Eyreas a Victorian novel but it also
has the characteristics of the romantic novel githic examples. How the novel reflects
the gothic elements will be presented in the folfmppart.

2.2.3 Jane Eyre as a Gothic Novel

Bronte incorporates fantastic elements into a mesdistic narrative structure by weaving in
references to fairy tales, prophetic dreams, myitmagery and extraordinary plot twists. In
part, she uses the fantastic to inform the reafleoncealed emotional subtexts in the novel.
Her prophetic dreams provide the reader with vittébrmation regarding the state of Jane’s
emotional health. This use of the fantastic playsagor role in Jane Eyre, which is not merely a

parable or morality tale (Schwingen, 1994).
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Bronte uses many elements of the Gothic literaagition to create a sense of
suspense and dramaJdaneEyre First of all, she employs Gothic techniques ideorto set
the stage for the narrative. The majority of thergs in the novel take place within the red
room and a gloomy mansion Thornfield Manor withreechambers and a mysterious
demonic laugh belonging to the Madwoman in thecAfironte also evokes a sense of the
supernatural, incorporating the terrifying ghostMif Reed in the red-room and creating a
sort of telepathic connection between Jane andRdchester. More importantly, however,
Bronte uses the Gothic stereotype of the Byronro e formulate the primary conflict of
the text. Brooding and tortured, while simultandpusassionate and charismatic, Mr.
Rochester is the focal point of the passionate nm@man the novel and ultimately directs
Jane’s behaviour beginning at her time at Thordfidit the same time, his dark past and

unhappy marriage to Bertha Mason set the stagéodramatic conclusion of the novel.

Jane Eyretells the story of a young girl's life in Englamdthe 19th century. The
story opens with the narrator, the adult Jane Esgealling her childhood experiences
growing up as an orphan at Gateshead, the homerairtiriendly aunt, Mrs. Reed. Mrs.
Reed treats Jane as an outcast Jane soon learidrth&eed plans to send her away to
boarding school. The stern Mr. Brocklehurst of ttmvood School for orphaned girls
comes to visit. Mrs. Reed and agrees to enrol hahis school. The Lowood School offers
Jane a very different life, as the conditions thame very poor. It is cold and drafty, the
water is frozen, and the bland food the girls averg which is often burnt, is insufficient
to satisfy their hunger. She stays at the schodimgamany friends one of whom died of
an illness and becoming a teacher for two yearsthé end of the two years, her favourite
teacher, Mrs. Temple, gets married and leaves theot Jane finds little purpose in
staying at the school and advertises for a pos#@®governess. She finds a job working for
Mr. Rochester teaching a young French girl namedléd@t Thornfield. As she teaches
there a while, she falls in love with Mr. Rochesgard he falls in love with her. They plan
to get married, but on the wedding day, it is fomuod that Mr. Rochester has a living wife.
He confesses it but shows them that his wife ignatic. Jane leaves during the night as is

homeless and destitute for a few days. She is tekby the Rivers and lives with them for
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a while. St. John Rivers finds her a job teachihg bcal country school and she does so
for a while. St. John Rivers eventually informsiddhat a close relative of hers had died
and left his fortune of twenty thousand poundséa hFinding out that she and the Rivers
are cousins, she splits the fortune between the dothem. St. John plans to leave for
India as a missionary and wants to take Jane vmthals a wife. Jane refuses. After John
leaves to say bye to some acquaintances, Janesleagearch of Mr. Rochester, only to
find Thornfield burned down by Rochester’s lunatife. Jane inquires about him and
finds out that he is living at Ferndean, anothehisfhouses. She goes there and finds Mr.

Rochester blind and crippled. They fall in lovel @et married.

After this brief summary stated in the above lailalyze how the author combines
the fantastic elements mainly the gothic elements wealistic ones throughout the story.
Jane Eyre, written in 1847 is seen as a classimpbeaof a Gothic novel, with elements in
the novel adding to emotional and philosophicakitems. In fact, Bronte can be described
as broadening the definition of Gothic literatumeating the ‘new gothic’ by exploring
places of heightened passions in daily life. RolirtHeliman describes her work as
“releasing her from the patterns of the novel otisty and therefore permitted the
flowering of real talent, the talent for finding cargiving dramatic for to impulse and
feelings which...increase wonderfully the sense efitin her novel”. On the other hand,
Katy Prendergast sees Charlotte Bronte’s work asgbecused towards another type of
novel as well as the Gothic, the Romantic; two epédifferent to the typical classical
novel of this period. In her ess@fe Gothic TraditiorPrendergast describes Bronte’s work
as a “Gothic novel, distinctive for its fascinatiavith the horrible, the repellent, the
grotesque and the supernatural in combination midmy characteristics of the Romantic
novel.” As the two writers emphasize here the namzel be read with elements of both
Romantic text and the Victorian text. How does Beaschieve to combine the realistic and

the gothic elements in her novkene Eyrewill be discussed in this part.

The novel opens with Jane, as a child, readingvidgés History of British Birds

This secret reading implies Jane’s attempt to est@pn the oppressive atmosphere of the
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house. Jane notes that the book is full of imadedesolation, images which reflect her
unhappiness. In addition “Beawick’s book is full @othic illustrations, including
representations of dancing demons and animateceteksl” (Smith, 2007: 77) Jane
observes these and tells them “The fiend pinningrdthe thief's back behind him, |
passed over quickly: it was an object of terrorvw&s the black, horned thing seated aloof
on a rock, surveying a distant crowd surroundingaflows” (p.4) However she also
acknowledges that “Each picture told a story; mystes often to my undeveloped
understanding and imperfect feelings, yet everquuodly interesting”.(p.4) Here Jane’s
encounter with literature emphasises that she ithalgothic world and her imagination is
constructed by the gothic in her childhood and thess on throughout her life.

Firstly in Jane Eyresetting is used throughout the novel to illustridie different
parts of Jane’s life. The novel is revolved arofind separate locations, the Reed family's
home at Gateshead, the wretched Lowood School, éetets manor, Thornfield, the
Rivers family's home at Moor House, and Rochesteral retreat at Ferndean, these
settings all play a very important part in Jand&s as they all represent the development of

Jane’s character and the different period’s ofdventful life.

We first see Jane vulnerable and lonely at Gatesheghere the orphaned little girl
resides with her widowed aunt and her childreneJayre introduces Gothic themes from
the very first sentence. The opening chapter dedls imprisonment, fear and isolation,
rejection and alienation, the idea of escape aigtitfltogether with verbal and physical
violence. Bronte keeps the tension going when Janejustly sent to the Red Room,
because, as an outcast in the social unit of tieel Remily, she has no rights and merits no

compassion.

The red-room is dark like blood. It emits strang#sas and has a large mirror that distorts
Jane's appearance. The late Mr. Reed died thede]are imagines his ghost now haunts the
room, troubled by wrongdoing regarding his lasth&s. Outside it is raining, the wind blows

against the moors, and faint voices are heard.oAlhese elements--a dark and foreboding

room where a family member died, the colour redysth and phantoms, and the romantic
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gothic scene of rain on the moors-"-are Gothic anedict future Gothic locales and themes in
theplot.
http://www.englishliteraturenotes.com/Jane_Eyre/TRed_Room_and_other_Gothic_Imagery.
html

When entering the haunting room Jane views evasy abjects as extraordinary
beings, she visualizes a four poster bed as arftabke’ and get better grades an arm chair
as a ‘pale throne’ this gives us knowledge thaéJaragines the room as very almighty and
religious. Jane then encounters herself upon tbieng glass, while in the Red Room she
does not see herself, but in fact a mere ‘strantgre then starts to see herself as an ‘imp’,
‘a tiny phantom’ this sets a supernatural aura,lstietting us know that Jane imagines
herself like a character in a storybook, furtherenthis tells us that Jane is incredibly
imaginative and passionate. The setting of the Reodm symbolizes Jane’s childhood, it
reflects her passionate nature and the red tonggeabom show Jane’s fear and her fiery
personality, although Jane is terrified of the rodnsets her imagination wild and inspires
her overactive imagination and introduces us tottieene of the supernatural. The setting
of the Red Room is of vital importance to the noasla whole, as it represents Jane’s

character development.

The gothic scenes are dominant throughout thelparnd the scene in red room is a
significant one among them. Why Jane is so frighdemhen she is locked in the red room?
It is because of the unpleasant association ohé&flevhich is provoked by red. According
to Jane’s religious belief, the hell is a place wehgre is licking, and the color is often
regarded as red. Mrs. Reed labels Jane as widlsdspectful, deceptive child, and in that
way sends a psychological implication to Jane ithiatheinous child’s doom to go to hell.
The appearance and atmosphere inside the red rogatecan environment which makes

Jane feel as if she is in the hell.

Jane is drastically changed at Lowood. “....casggl an irksome struggle with
difficulties in habituating myself to new rules andwonted tasks” (p.50) Unfortunately

Lowood Institution, where Jane is sent followingr lellapse, keeps up the Gothic
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atmosphere of loneliness, deprivation, and mentdl ghysical abuse. Mr Brocklehurst,
“the treasurer and manager of the establishment33p Jane Eyre is a tyrant, a hypocrite
and, as far as the welfare of the pupils is corexra miser. Jane’s inner strength helps her
to cope with the cold, hunger and strict routinat ki takes all the kindness of Miss
Temple, the superintendent, and of her friend H&8ems who comforts her when Mr
Brocklehurst calls her a liar. Helen is really gumod to live long and so, in a most touching
scene, she dies of consumption. But her gentleistoiand confident provide Jane with a
model to follow in trying to control her strong etiams. The outbreak of typhus effectively
puts an end to Brocklehurst’s control and to thegions suffered by the pupils. And eight
years later the young teacher, Jane Eyre, escdmeglace in search of “Liberty,
Excitement and Enjoyment” (p. 94).Her destiny lebds to Thornfield Hall as governess
to a little French girl whose background provides tequired touch of the exotic and the
dissolute to the story.

Jane’s new home is also Gothic enough to contgrnna and grotesque secret. Set
in a pleasant but fairly isolated spot, Thornfiedca large manor house, three storeys high,
and the top being crowned with battlements, just & castle. It's an old, isolated stone
house, so visually; it's a typical Gothic settitits presented as a house full of mystery, if
you look at Jane's own descriptions of it. The idka 'locked wing' and area of the house
that is mysterious and unknown and slightly simigteparticular is a Gothic element. Jane
describes the decoration of Thornfield Hall as darkl, laboured with the secrets and
memories of the past. Inmediately this sets ThelwfHall off the Gothic local of the old
and mysterious castle or great manor, which hapttential to turn supernatural as Jane
says. “...strange indeed by the pallid gleam of mighitil (pg. 92).The housekeeper takes
her on a tour and while the lower rooms are beautihose on the third floor contain
furnishings “a hundred years old” (p.116), givirigetimpression of a “home of the past
with their old English hangings crusted with thialork, portraying effigies of strange
flowers and stranger birds and strangest humargseifp. 116). If ghosts were to haunt
Thornfield, it would be in these rooms but, of s®jrsays Mrs Fairfax, none has ever been
heard.
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This introduction of locale is enforced by Jankaring of the strange and
disturbingly curious laugh from the attic door. §imcident on the third floor of Thornfield
Hall introduces Jane and the reader to the Go#pedas of what is to be the most extended
location for the rest of the novel. . Mrs. Fairtads her it's most likely one of the servants,
a woman named Grace Poole, who often uses thosasrdéor sewing. But we know
immediately that there is more to the story thas shmply answer; the intuitive description
of the odd laugh by Jane herself foreshadows a owrgplex and disturbing explanation to

come in the future. As she describes:

I lingered in the long passageway to which this Esparating the front and back rooms of the
third story: narrow, low, and dim, with only oné&leé window at the far end, and looking, with
its two rows of small black doors all shut, likearridor in some Bluebeard's castle...the laugh
was as tragic, as preternatural a laugh as angrltexard; and, but that it was a high room, and
that no circumstance of ghostliness accompaniedcthimus cachinnation, but that neither

scene nor season favoured fear, | should have sagmrstitiously afraid.” (p. 94)

The reference to Bluebeard's Castle is also amri@pt allusion; the French fairy
tale referenced is a pre-Gothic account of a Duke murders all his wives, locking their
bodies in different closets, while forbidding eaw wife to look inside each closet. When
each bride breaks his commands, they find the deaek, and are themselves, murdered.
This tale provides an interesting foreshadowingvbét is behind the door, while using a
tale based off a pre-Gothic plot. Here the gottenrg appears in through the character of
Bertha; the mad wife locked in the attic. Madnesxrecy, horror, paranoia, violence and
obsession are all key features of the gothic syl appear in this plot. We meet one of the
most famous mad characters in 19th century fictMrs Rochester. Her introduction is not

encouraging:

In the deep shade, at the further end of the r@ofigure ran backwards and forwards. What it
was, whether beast or human being, one could hétsasight, tell: it grovelled, seemingly on
all fours; it snatched and growled like some steangild animal: but it was covered with

clothing: and a quantity of dark, grizzled hair|dvés a mane, hid its head and face. (p.259)
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There is no sympathy in this description, onlyrfaad revulsion. Clearly, madness
is seen as a state of degradation. This is reiafbby referring to Mrs Rochester as "it" and
later as a "clothed hyena" standing on "its hinet'feAt one stage she is compared to a
"Vampyre" and this occult allusion further emphasisthe essential "otherness" of
madness. In the novel we learn a little about laekbround but this only serves to increase
her negative qualities. Thus she has a strong yamstory of insanity "idiots and maniacs
through three generations"(p.257). Mrs Rochestendg her fictional existence hidden
from view in the upper regions of Thornfield Hathdamakes only occasional but gruel
some appearances in the story. In part this isusec@ronte is drawing on her own
experiences of emotional distress whereas in Jame &he relies on the stock gothic

images of madness.

She bit me. She worried me like a tigress, whenhBsier got the knife from her...She sucked

the blood: she said she'd drain my heart. (p. 241)

This speech takes place after Richard Mason hasditecked by Bertha. Although
Mr. Rochester forbids Jane and Richard Mason takspdout what has occurred, Jane
cannot help overhearing this clue to the mystery Toibrnfield. Through Mason's
description, Bronte is able to present Bertha'aneahs bestial and even vampiric, a term in
itself that alludes to the Gothic literary traditioNot only is Bertha akin to the animal
world in all its chaos, she is even carnivorous attémpts to suck the life out of her
brother in the same way that her presence thre&besisck the life out of Mr. Rochester's
happiness with Jane. Bertha's uncontrollable anmatlre comes in stark contrast to Jane's
rationality; although Jane possesses some of the §iary passion that Bertha has, Jane is

able to control her inclinations with her humanity.

Something gurgled and moaned. Ere long, stepsatettaip the gallery towards the third storey
staircase... Something creaked: it was a door ajat;that door was Mr. Rochester’s, and the
smoke rushed in a cloud from thence. | thought woenof Mrs.Fairfax; | thought no more of
Grace Poole, or the laugh...Tongues of flame damedd the bed: the curtains were on fire.
(p. 130)
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This event with 'Grace Poole' lighting Rochesteesiclothes on fire, introduces
more dangerous and foreboding elements relatduetedcret creature who resides upstairs.
No information is given here, except that Jane&cidgtion of Rochester beliefs that there
is more to the story than simply Grace Poole; dls® presence of the violence and

destructiveness of fire foreshadows a dark sidevasidnce to come from this secret.

... a form emerged from the closet;...... '‘Sophie! $@phagain cried: and still it was silent....:
first surprise, then bewilderment, came over me} Hren my blood crept cold through my
veins.

It seemed, sir, a woman, tall and large, with thackl dark hair hanging long down her back. |
know not what dress she had on: it was white aradgsit; but whether gown, sheet, or shroud,
| cannot tell....presently she took my veil from i&ce; she held it up, gazed at it long, and
then she threw it over her own head, and turnethéomirror. At that moment | saw the

reflection of the visage and features quite distynia the dark oblong glass. (p. 249-250)

Jane meets her double here, in this visitatiomdo room the night before her
wedding. As Felski mentions “Bertha Mason was remels foe so much as her dark
double and her other half, the deflected expressioner anxiety and rage. She was an
eloquent reminder of the terrible consequencesarsping and repressing women’s desire”
(Felski, 1956: 65) Also Gilbert and Gubar interpBstrtha as “Jane’s darkest and truest
double: she is the angry aspect of the orphan cthitferocious secret self Jane has been
trying to repress ever since her days at Gateshiga®60). As we will see, it is not Grace
Poole, but Rochester's first wife who is hystereradl insane, being watched over by Grace
Poole in the upstairs attic. This is the dirty awl woman opposite to Jane's religious
goodness and clean bodily appearance. In herteidiéne's room, Jane is revisited with the
greatest terror, only equalled by her time in tleel Room, for it is the only other time Jane
ever passes out. This enactment of the trying ahefveil, and gazing into the mirror, is
later re-enacted by Jane the morning of the wedwithgn Jane looks in that mirror, she
says she does not recognize herself, but sees"anigbed and veiled figure...the image of

a stranger."(p.252) This is typical Gothic imagery.
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Another important element of the gothic literatweas the Byronic hero. Lord
Byron created the Byronic hero is his pieces in tireeteenth century. Mr. Rochester
symbolized the perfect Byronic hero. To begin witig Byronic hero had to exhibit certain
traits. Traits such as rebellious attitude, daakcklpride and self-identity. Mr. Rochester
exemplified these characteristics. He was rebealliouhe fact that he, a single man with a
ward, may even dream of taking in a governess. Bimonic hero was moody and
temperamental; something that Mr. Rochester displhsoughout the novel. Another key
characteristic of the Byronic hero was guilt: theltgof some sort of sexual or love related
act. This is shown directly in with Mr. Rochestadézhis secret wife, Bertha Mason. When
Lord Byron died, Bronte was 8 years old, and aanyg child, she read Lord Byron's

works, and therefore, he influenced her writings.

The whole incident of meeting Mr. Rochester onrbed, against the pallid moon-
lit hills and vales, introduces the tortured yetmemtic character of the male hero is
particularly Gothic and contrasting to bringing tforhis intense nature. Jane describes
Mr.Rochester, and her inclinations toward him wéfll. Jane EyreEdward Rochester
represents the Byronic hero with a secret past.Byrenic hero is a man proud, moody,
and cynical, with defiance on his brow and miseryhis heart, yet capable of deep and
strong affection. At Jane's first meeting with Niochester, she notices his "dark face, with
stern features and a heavy brow."(p.99) He turnstowbe a man with a past and his

immoral life in Paris adds to both the sense ofterysand repulsion for many readers.

| felt no fear of him, and but a little shyness.dHze been a handsome, heroic-looking young
gentleman, | should not have dared to stand thestguning him against his will, and offering
my services unasked...l had a theoretical reveranceomage for beauty, elegance, gallantry,
fascination; but had | met those qualities incarrniat masculine shape, | should have known
instinctively that they neither had nor could hayenpathy with anything in me and should

have shunned them as one would fire, lightninggrorthing else that is bright but antipathetic.

(p. 99)
This passage continues with a description of RdehisByronic appeal:
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And as for the vague something--was it a sinistest gorrowful, a designing or a desponding
expression?--that opened upon a careful obseresy,and then, in his eye, and closed again
before one could fathom the strange depth partdibglosed; that something which used to
make me fear and shrink, as if | had been wandexingngst volcanic-looking hills, and had

suddenly felt the ground quiver, and seen it gaipat something, |, at intervals, beheld still;

and with throbbing heart, but not with palsied mexvinstead of wishing to shun, | longed only
to dare--to divine it; and | thought Miss Ingranppg, because one day she might look into the

abyss at her leisure, explore its secrets and sadheir nature (p. 190-91).

Originally Rochester's inexplicable emotions, whiexpressed some secret,
frightened Jane and caused her to pull back emaityorNow, however, they draw her; she
wants to look "into the abyss" and "explore itsreexand analyse their nature.” The abyss
is the dark secret or transgression hidden in Rsiehie psyche. Her language is passionate
and intense--"fear and shrink," "volcanic- lookimg," "quiver," "gape," "throbbing heart,”

"palsied nerves." Jane's passionate nature respomischester's passionate nature.

Rochester is further marked in the following paged chapters, by dark red, purple
or fire imagery given to decor, nature or the dRgchester's gratitude also introduce the
plot necessity of the tortured male hero who caly be redeemed through the good, not
violent, wild or sexual female lead; Rochesternmaties this when he says, "I knew...you
would do me good in some way...I have heard of ggedii...," (p.132) calling her his
‘cherished preserver'. This plot aspect resurfatesughout their relationship, and
especially later, where Jane becomes a symbol af islgood, clean, pure and innocent in
women, as opposed to Rochester's deranged firat e expects her purity, her honesty,
her moral strength to redeem him, to release himn fthe burden of his past, and to enable
him to start a new life. In other words, he lookshier to supply basic traits which are

lacking in his life.

Furthermore throughout the novel Bronte uses vegdth heighten the element of
the gothic, the dark, a brooding storm about tardgslane's happiness. Throughout the

novel poor weather is her tool for setting the tdoe negative events or moods. This
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technique is exercised throughout the entire noaeliting the readers of the upcoming
atmosphere. Bronte uses good and bad weatherdteliahe positive or negative outcome
of an upcoming situation or a current event oradiin. Bronte quickly foreshadows the
coldness and dreary future of Jane with an opedregry cold winter setting. The lines

describing this weather:

The cold winter wind had brought with it cloudssmmbre, and rain so penetrating, that further
outdoor exercise was now out of the question. | giasl of it; | never liked long walks,
especially on chilly afternoons: dreadful to me waes coming home in the raw twilight, with
nipped fingers and toes, and a heart saddenecelhttings of Bessie, the nurse, and humbled

by the consciousness of my physical inferiorityetiza, John and Georgiana Reed. (p.3)

Here the first paragraph of the novel foreshadowsoming moods and events.
Although this strategy followed a strict rule, teeenes in the novel are not expected or
plain. Bronte gives the readers hints of what idéoexpected, but only in the way to
encourage the readers to read on. Poor weathke indvel is used to foreshadow negative
events or moods. Besides, in the opening of theelpovhen Jane is living in Gateshead,
she is reading while an unpleasant visit of JohedHe foreshadowed: “...after it offered a
pale blank of mist and cloud: hear, a scene of laxeh and storm-beat shrub (p.3). The
bleak winter weather not only reflects Jane’s imtadble surroundings but also her lonely
state of mind. Jane lives without the warmth of ifgror friends. In this scene, she turns
from people to nature, from society to her own imagon. Following this Jane confronts
John Reed and is sent to the red room that shelsréater in the novel, when Mr.
Rochester proposes to Jane, the departing of tbheiswstrongly foreshadowed when the
tree has been struck by lighting half of it splitag

| had at heart a strange and anxious thought. Somgethad happened which | could not
comprehend; no one knew of or had seen the evemhyself:...I sought the orchard, driven to
its shelter by the wind, which all day had blownosyy and full from the south, without,
however, bringing a speck of rain. Instead of sdibgi as night drew on, it seemed to augment
its rush and deepen its roar: the trees blew sistigfone way, never writhing round, and

scarcely tossing back their boughs once in an lsGontinuous was the strain bending their
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branchy heads northward -- the clouds drifted frmote to pole, fast following, mass on mass:
no glimpse of blue sky had been visible that Jaly (b.244)

Following this description, the truth of Mrs. étester is later revealed and Jane
forces herself to leave Mr. Rochester. This oncairagssures the accuracy of the
predicting weather. The striking of the chestmaet under which Jane and Rochester had
just sat when he proposed the previous night, nesftadowing of impending separation,
disaster and danger for Jane and Rochester. liss a perfect Gothic symbol, nature
predicting human fate to come.

After the interrupted wedding to Rochester, Jasrdbes her state of mind:

A Christmas frost had come at mid-summer: a whigednber storm had whirled over June;
ice glazed the ripe apples, drifts crushed the lmigwoses; on hay-field and corn-field lay a
frozen shroud . . . and the woods, which twelverb@ince waved leafy and fragrant as groves
between the tropics, now spread, waste, wild, ahiievas pine-forests in wintry Norway. My
hopes were all dead. .. .” (p. 261).

This displays the tragedy and the separation oé Jnd Rochester. The use of
setting to portray a character's emotion is esaleiatia novel. It gives the reader more of a
feel for what is going on. The weather can alsowslibe gloom and despair of the
character's emotion. Jane is looking for a placgtay, is refused and made to stay outside
in the weather. She weeps with anguish, feels despal rejection. The setting echoes her
in that it is "such a wild night". There is a dng rain and it is cold. The setting can be a
reflection of just about any human emotion. Theirsgplays a big part in the novel when
the author uses foreshadowing. This setting pesptire reader for its destruction. It tells
the reader what is going to happen before it dbbgse examples clarifies that setting
plays a vital role ifdane Eyre.lIt is a reflection of the emotions the charaetgoress. The
weather can show happiness or despair dependingowon the character feels at the

moment. The setting is also used as foreshadowidgle things that happen prefigure
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what's going to happen soon. The setting helpsetagder to understand what is happening
and what is going to happen.

Jane’s upbringing and her experiences make héevieeln supernatural and see
many things through that perspective. In her clutwthwe have Mrs Abbot terrifying Jane
that because she is a bad girl something evil sathe down the chimney. Jane believes
that and interprets a lantern light for a spirlieSyets frantic and when she doesn’'t manage
to get out of the room she faints with terror. $o hervous breakdown and her getting out
of control is associated with both her psychololgiear that she could really be bad as all
around her say so and with the terror inspiredneynotion that her uncle will come out of
his grave to avenge her. Her experiences terrifie & they move her into action against
her aunt and cousin as she really believes thelg ¢éduher. John is a murderer or could let
her die as her aunt did when pushing her backégadbm. And that enrages Jane so much
she feels she has to fight for her life. So shesewds herself, gathers strength and converts

her feelings into sheer power.

What is more, Jane Eyre contains a number offgignt dreams and day-dreams.
Despite her distaste for fantasies and inefficierttyy eponymous narrator, Jane, is a
frequent day-dreamer. Edward Rochester, Jane's ogewplat Thornfield, recounts
observing her pace around in a day-dream. Whernvdiee of a servant, Mrs. Fairfax,
awakens Jane, Rochester imagines her thinking 'INy ¥isions are all very well, but |
must not forget they are absolutely unreal,” amdlifig a task to complete to ensure she
does not slip back into daydreaming (p.22). Thigpsession of day-dreams reflects the
trend of Jane learning to suppress her passions tbeecourse of the novel. After a
turbulent childhood, Jane fulfils an ideal of worhaad, and grows more graceful and
composed as she completes her education. Despiptdoed exterior, Jane still maintains a
wild and active dream life

A dream in Jane Eyre can serve as a general syddood believes the superstition

of her old governess Bessie, that "to dream ofdchil was a sure sign of trouble, either to
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one's self or one's kin" (p.6). Indeed, the dagraiessie dreamt of a child, Bessie found
out her sister was dead. Dreams can also servemaplex representations for events in
Jane's life. In chapter six, Jane herself beginsngadreams about children. Gilbert and
Gubar argue that these dreams correspond to threasing apprehension Jane feels
towards a romance with Rochester. After taking éyllic walk around Thornfield with

Rochester, Jane has an initial series of childdsea

.. . during the past week scarcely a night hadcegowrer my couch that had not brought with it a
dream of an infant: which | sometimes hushed inanys, sometimes dandled on my knee,
sometimes watched playing with daisies on a lawnagain, dabbling its hands in running
water. It was a wailing child this night and a lairgy one the next: now it nestled close to me,

and now it ran from me. (p. 141).

In accordance with Bessie's beliefs, Jane's \@sibsimg her trouble. Jane wakes up
from one of her dreams to the murderous cry offgeMason, Rochester's mad wife whom
he keeps locked in the attic of Thornfield. The dégr that, Jane finds out that her cousin
John has died and her Aunt Reed lies on her desthbe

After Jane and Rochester become engaged, Jarenbteer pair of child dreams.
During the first, Jane experiences "a strange,etkdrconsciousness of some barrier"
dividing Rochester and her (p.268). She dreams ghat carries a bawling child on an
unknown road, and Rochester walks ahead of her.ti@sto catch up to him, but her
entreaties are muffled and her steps slowed, amthédter walks farther and farther away.
In the second dream, Jane images the destructidimarinfield. She wanders around the
ruined estate, clutching the child because she htmgt lay it down anywhere, however
tired were my arms however much its weight impedayg progress” (p.271). As she
struggles to climb a wall to get a better view afcRester, the child clings to her neck,
nearly strangling her. When she reaches the supithie wall, she glimpses Rochester as
a vanishing speck. The wall crumbles and she aeyllthby fall away as she wakes. These

dreams may reflect a fear that Jane has, nametyntharying Rochester will alter her
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identity. Alternately, the dreams may represenedaorphan childhood, an alter-ego that

Jane cannot free herself of, even with marriagedohester.

Again in accordance with Bessie's prophecy, tleamis of children bring trouble.

Jane wakes from the second dream to discover B&ttson tearing her wedding dress.
Shortly thereafter, Richard Mason will break upelamd Rochester's attempted marriage
with the news that Rochester is still legally medrio Bertha. The pair of dreams is also
eventually literalized. The barrier separating Jand Rochester in her dream represents
Rochester's pre-existing marriage to Bertha Maadace that stands between Jane's union
with him. Rochester riding away from Jane in heeain forewarns of his imminent
separation from Jane. The dream of the destructiorhornfield comes true when Bertha
Mason burns down the estate. In volume three, wiaee returns to Thornfield and finds it
"a blackened ruin," she remarks that part of Theldflooks "as | had once seen it in a
dream"” (p. 254).

Jane has another symbolic dream the night sheleledd leave Rochester and
Thornfield. In this dream, she has returned taréfiteroom of Gateshead. As she looks up at
the ceiling, it turns into clouds. A human form riaiecent of the cosmic woman in Jane's
imaginative watercolour painting appears. Janeustsy "She broke forth as never moon
yet burst from cloud: a hand first penetrated Hit@esfolds and waved them away; then, not
a moon, but a white human form shone in the aznecéning a glorious brow earthward. It
gazed and gazed on me. It spoke, to my spirit: iesuably distant was the tone, yet so
near, it whispered in my heart "My daughter, fleamptation!" (p.43)Again, Jane's
emotions are reflected in her dream. Its decredsezboding corresponds with Jane's
release from marital apprehension as she decidésat@ Thornfield. Again, the dream
provides foreshadowing. The rising woman prefiguhesspirit that later re-unites Jane and
Rochester. Later it is this spirit which transnmtessages, “Jane! Jane! Jane!” | am coming:
wait for me!” (p.251) to each other over dozensnafes and this situation foreshadows
their future happiness.
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Jane's dreams can also directly depict her enstionChapter 7, Jane hears that
Rochester will marry Blanche Ingram, and she dreamBlanche "closing the gates of
Thornfield against me and pointing me out anothead! while Rochester smiles
sardonically (p.108). This dream reveals Jane'sappiness at the prospect of Mr.
Rochester marrying Blanche. In chapter 5, after $egparation from Rochester, Jane
recounts her recurring dreams

....dreams many coloured, agitated, full of the id&ta stirring, the stormy &mdsh; dreams

where, amidst unusual scenes, charged with adwentith agitating risk and romantic chance,

| still again and again met Mr. Rochester alwaysanhe exciting crisis; and then the sense of
being in his arms, hearing his voice, meeting ks, ¢éouching his hand and cheek, loving him,
being loved by him &mdsh; the hope of passing etilifie at his side, would be renewed, with

all its first force and fire" (p.135).

These dreams reveal the love Jane maintains fonéter, and prefigure her return
and subsequent marriage to him. While Jane halsrantidream life, she is usually able to
differentiate distinctly between waking life andedming, even in ambiguous situations.
Twice, Rochester and his servant Mrs. Fairfax ucsssfully attempt to convince Jane that
her sightings of Bertha Mason are dreams. One higiortly before Jane discovers
Rochester's room is ablaze, she hears a "demargh Emanate from her keyhole” (p129).
Mrs. Fairfax tells Jane that the laugh she percewas not real by saying "you must have
been dreaming" (p.129). Jane remains unconvincetl raplies heatedly, "I was not
dreaming”. (p.129) Another night, Jane wakes tal fertha tearing her wedding dress.
Rochester assures her that her vision was "halindrehalf reality,” claiming that the
woman Jane saw was Grace Poole and that her b&tteeen sleeping and waking" caused
her to envision the Grace in a hideous form (p.2Jdhe outwardly accepts this reasoning,
but reflects, "Satisfied | was not” (p.278). Clgadane can distinguish well between dream
and reality. As a result, dreams in Jane Eyre Harge several complex functions. They
forewarn Jane of trouble or good fortune, and redeae's passionate inner self to the
reader. They can serve as general symbols, interprepresentations, or direct reflections

of Jane's emaotions.
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Her imaginary feelings also appear in her paigtingvhen Jane becomes a
governess at Thornfield, Rochester takes interastthree watercolour imaginative
landscapes she painted while at Lowood School. Tieegal her great awareness for
dreams. Jane describes the drawings as visiongerof'dpiritual eye" and notes, "The
subjects had indeed risen vividly on my mind" (2R4Rochester declares, "l daresay you
did exist in a kind of artist's dreamland while yolend and arranged these" (p.244). The
first painting shows a ship's mast a bare hand aanidicelet rising out of a turbulent green
sea. The second painting is of a wind-rustled b&llow a night sky in which a cosmic
female form is visible. The third is a monumentalalk human head rising out of the ocean,
supported by hands and resting on an iceberg.e®efhs of her deep fears and hopes, she

dreams prophetic dreams and these dreams influesrgaood.

In addition to setting and the dreams CharlottenBr makes careful use of the
supernatural in order to externalise the internatkimgs of character. It is another feature
of the Gothic novel. One of the first instancegto$ is the nightmare of the “red-room.”
(p.45) Not only does the “red-room” scene demotestean affinity between Jane and the
preternatural, but we find also an aspect of confliSuperstition was with me at that
moment: but it was not yet her hour for completary.” (p.46) Bearing in mind that we
are dealing here with the darker side of the swggaral, this conflict between superstition
and rationality where the former demonstrates theeace of control and the latter the
presence of control is actually a representatiothefdeeper and more thematic conflict
between Jane’s fiery temper and her need for setigline.

There are no ghosts in Jane Eyre, but every pbfagane's life is preceded by her
imagining a supernatural visitation from anotherridoAnd Mr. Rochester's telepathic
communication to Jane towards the end of the nisviel fact a supernatural phenomenon
fully exploited for the purpose of fiction. Rochestyells for Jane and he is hundreds of
miles away. He says "Jane, Jane, Jane!" and skeé"8&yt for me, I'm coming."(p.251) It
is considered a moment of supernatural communitabetween the two of them.

Symbolism is a big factor when it comes to Gothédlition. The fact that Rochester's voice
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could reach Jane from such a distance is ironis.itbnic in the sense that, in real life, that
is impossible. That brings up another attributehef Gothic tradition. When you think of

the impossible, it is possible to a Gothic tale.

Another supernatural element is Jane’s commumwicatiith moon. She obeys its
supernatural advice, and leaves Thornfield to es¢apn Rochester’'s sexual abuse. Jane

tells her supernatural experience with the motheomm

| lifted up my head to look: the roof resolved touds, high and dim; the gleam was such as the
moon imparts to vapours, she is about to severatched her come -- watched with the
strangest anticipation; as though some word of de@me to be written on her disk. She broke
forth as never moon yet burst from cloud: a hamst fdenetrated the sable folds and waved
them away; then, not a moon, but a white human felnone in the azure, inclining a glorious
brow earthward. It gazed and gazed on me. It gareldgazed on me. It spoke to my spirit:
immeasurably distant was the tone, yet so neahispered in my heart — ‘My daughter, flee

temptation.’ ‘Mother, | will' (p. 357)

Although Bronte’s use of Gothic elements heighteesreader’s interest and adds
to the emotional and philosophical tensions ofltbek, most of the seemingly supernatural
occurrences are actually explained as the storgrpsses. It seems that many of the Gothic

elements serve to anticipate and elevate the irmpoetof the plot’s turning points.
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2.2.4 COMPARATIVE ANALYSIS OF THE TWO NOVELS

Wuthering HeightsandJane Eyreare both products of the Victoria era, written by
ladies of the same family, who were sisters. Chi@lBronte and Emily Bronte were born
in Thornton, Yorkshire, the daughters of an Anglicdergy man who moved with his
family to Haworth. Charlotte and Emily attended #ehool at Cowan Bridge and then
educated at home. The almost same life experiemteducation lead many resemblances
in Charlotte’s and Emily’'s novels. Various aspeofs Charlotte and Emily Bronte’s
background greatly influenced them to write thealsyane EyreandWuthering Heights
The death of their mother influenced them as yotimtfdren when she died of an illness,
and this loss drove the Bronte children into aense and private intimacy. But “...their
father remained, and he directed their educatidmate, letting his children read freely and
treating them as intellectual equals.” (Staben&Y,31 179) Similarly, both of the main
characters, Jane Eyre and Catherine Earnshaw,thegemothers to illnesses as young
children and the remaining parent or relative maiste the child. “Besides the absence of a
mother figure, both sisters spent most of theiedivn isolation on the Yorkshire moors”
(Abbey and Mullane, 1987: 414) another importafilence on the novels is explained by
Rebecca Fraser, a biographer of the Bronte familyey clearly preferred a reclusive
lifestyle admits the primitive beauty of the moor®raser, 1998: 23). By comparison, the
cold, windy and lonely moors of Yorkshire servedths same setting for two of the
greatest novels of the nineteenth centdane EyreandWuthering HeightsCharlotte and
Emily Bronte were at home amongst the moors; toeeethey reflected their vividness and
power in their stories. It is apparent that therBes’ works were shaped by the wild and
lonely moors where they spent most of their liv&ishough quiet and withdrawn women,

they possessed a mystical view that respondecetodtural environment around them.

Setting and atmosphere are dominant featur&guthering HeightandJane Eyre.
Through them the authors are able to reveal ptoutih characters and underlying themes.
They colour our interpretation of the novel anawallus to assess situations for ourselves.

Setting plays an important role since it can infice the entire novel and the reader's
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response. Setting can be described as the timepland in which an event occurs so it
helps the reader to understand the story and whereharacter is coming from. Both the
authors associate setting to the characters irstthry. In Wuthering Heightsthe setting
represents the nature or characteristics of theactexs; while inJane Eyrethe setting has
a function to show the character's developmentutitiout the story. The titlé/uthering
Heightsrefers to the dwelling place situated on the hisighWuthering” is defined as an
"atmospheric tumult to which its station is exposedtormy weather", and has the gloomy
effect of around it. This description affects thee$ of the characters Wuthering Heights
causing them to be crippled, emotionally and méntalhe two houses, Thrushcross
Grange and Wuthering Heights, represent oppositespaf order and civilization in the
novel. These two contrasting estates representopip®sing worlds and values of the
Victorian England. The situation is a bit differentJane Eyre Each of the imaginary but
specific houses or places where Jane lives repgeesertertain stagen her life. These
settings all play a very important part in Jand&s as they all represent the development of

Jane’s character and the different period’s oflifesr

Throughout the two books, there are several re@uthemes that stand out the
most: Love, revenge, cruelty, the role of wometthim society, social class distinctions, the
emergence of feminism, the importance of educatgmthic elements, religion and the

dominant influence of mysticism and superstitiorpeople at the time.

To start with, love is a central theme in bdme Eyreand Wuthering Heights
Love is presented as a powerful force in both mavebve is used by both authors to
develop the characters personalities, and prodweeslifferent outcomes. Both novels are
stories of love and how this powerful emotion whtedo overcome countless obstacles.
Characters withinWuthering Heightsand Jane Eyreovercome the constraints society has
upon them, what appears to be their destinies dradacters are able to overcome
themselves. These obstacles are struggles thaatbes within each novel are faced with
and go through immense pain all for love. The |tva characters feel for each other is

able to conquer all obstacles that they are facéat wo that they can be together.
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ThroughoutWuthering Heightsand Jane Eyrethere are numerous factors that obstruct
love. The societies in which the characters areeglanto create constraints for certain
individuals. The primary difference between thenthist there is hope in Jane Eyre, while
there is hopelessness and desolatiowuthering HeightsEven though Jane Eyre is pretty
dark in some spots, the characters learn to cophetieir misfortunes, which make a happy
ending. InWuthering Heightsthe characters just sink deeper and deeper laio dwn
desires and despair, which causes them to wastg iateatormented pictures of humanity.
If we read the two authors' biographies Charlottd Bmily Bronte, Emily, the author of
Wuthering Heightsdied young, and before Charlotte. This makes aofosense when
looking at their works. Emily's story is tragic thian't really fit for this world, while

Charlotte's is more hopeful, bright, and suitsdimmonplace scenes on earth.

Besides, inlane Eyrehe “love scenes” are very tender and unforgettabarming,
but the overall effect of the “passion” is strongmpecially when they are separated in
Wuthering HeightsHere are two extracts of each novelJéme EyreChapter 28,

I must renounce love and idol. One drear word caeprmy intolerable duty—Depart! Jane,
you understand what | want of you? Just this presi$ will be yours, Mr. Rochester. Mr.
Rochester, | will NOT be yours.

What shall | do, Jane? Where turn for a compani@hfar some hope? Do as | do: trust in God
and yourself. Believe in heaven. Hope to meet atjgre.

Then you will not yield? No.

Then you condemn me to live wretched and to diersed? His voice rose.

| advise you to live sinless, and | wish you to ti@quil (p.266)

However, in Wuthering Heights, the scene when kgt opens Cathy’s grave
intending to embrace her corpse is beyond all aotiweal concepts. It is the kind of love
that ordinary mortals might never experience.

I'll have her in my arms again! If she be cold,tHink it is this north wind that chills ME; and

if she be motionless, it is sleep. | got a spadenfthe tool-house, and began to delve with all

my might - it scraped the coffin; | fell to work tlii my hands; the wood commenced cracking
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about the screws; | was on the point of attainingabject, when it seemed that | heard a sigh
from some one above, close at the edge of the gravappeared to feel the warm breath of it
displacing the sleet-laden wind. ... | felt that Gattas there: not under me, but on the earth.
(p.212):

The second thing | want to focus on about theseslsois that the supernatural
atmosphere is more believable \Muthering Heightghan Jane Eyre.Although in Jane
Eyre, there are no ghosts, the whole part of thekbovolving the mad wife leads the
reader to think that there may be, and this is ainine least believable parts of the book.
This is because Charlotte Bronte uses conventigleatents of “gothic horror” in this part
of the book, for example flickering candles, winowting outside, strange noises in the
night. By contrastWuthering Heighthas an actual ghost in it Cathy’s ghost but Emily
Bronte uses none of these conventional examplesiretdad of demonic laughter the
sound of Cathy’s ghost appears to be the noiseti@eabanging against the window. As a

result it is horrifyingly believable. Here is a hiéying scene inJane Eyre.

The clock far down in the hall, struck two. Justritit seemed my chamber-door was touched;
as if fingers had swept the panels in groping a alapg the dark gallery outside. | said, "Who

is there?" Nothing answered------ This was a demofgagh—Ilow, suppressed, and deep—
uttered, as it seemed, at the very keyhole of nayrdier door. (p.129)

Nevertheless, there is a real ghost in Wutheriamghts:

| heard distinctly the gusty wind, and the driviafjthe snow...... my fingers closed on the
fingers of a little, ice-cold hand! ......I tried toalw back my arm, but the hand clung to it, and
a most melancholy voice sobbed, 'Let me in - letinte'Who are you?' | asked, struggling,
meanwhile, to disengage myself. 'Catherine Linti@rreplied, shivering 'I'm come home: I'd

lost my way on the moor! (p.18)

The situation is very similar in both Wutheringigtgs and Jane Eyre. Both scenes

occur at night, yet the sceneWuthering Height$ias an incredible power whidlane Eyre
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lacks, with very realistic details like the branibbating on the window and the pile of

books moving.

Mysticism is another prevailing theme in theseeisvOne of the first occurrences
of a mystical situation is when Jane gets lockednuiine Red Room where her uncle had
died. When it starts to get dark, she thinks that sees her uncle’s face in the mirror, and
becomes frightened thinking that he has come tohget However, it is probably Jane’s
own reflection, and because she’s a terrifieceligfirl, she believes that it is really a ghost.
In the novelWuthering Heightsthe mirror is also used to give a sense of tipeswatural.
When Catherine Earnshaw’s health fails and she isev deathbed, she thinks that she sees
a face in the mirror, which she interprets as aremoraf death. Once more, the face is
probably her own reflection and because she’s aitk feverish, she thinks that she sees a
ghost.

The other important example of the use of mystidis Jane Eyre occurs when Jane
is away from Thornfield and living with her cousirS8he’s about to make a decision to
leave England, when she hears Mr. Rochester’'s yoaléng her. That is most likely her
imagination, however she considers it real enoughrasponds to the call of the voice. As
it turns out later, Mr. Rochester, in turn, heasels response and accepts it as real. In the
novel, Wuthering Heightsthere’s a similar example. Heathcliff claims tleater since
Catherine died, he has been hearing her voice.ldim< that she has been talking to him
and that her ghost visits him from the grave. Héme, influence of mysticism is a very
important clue to the true nature of the charactéreen Jane thinks that she hears Mr.
Rochester’s voice and he hears her respond, tderean determine that the bond between
the two must be so strong as to transcend intsulreal. Also when Heathcliff tells us that
he has been hearing Catherine’s voice we becomeawavhat extent Catherine’s death
has affected Heathcliff, and begin to sympathizia\wim. Thus we come to the conclusion
that the mention of mystical occurrences playsggolirt in two stories.

Both novels explore the theme of deep passiomate dgainst all odds, involving
heroes with a past; mainly Christian basis, humanahcodes of marriage, particularly of
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the Victorian era, and a satisfied fulfilment ofstlon earth itself. Due to this factor, the
characterisations are also different.Jeme Eyrethe heroine of the same name is gentle,
plain, completely unnoticeable, yet with a dignifieclear, indomitable bearing and will.
She is an orphan, who undergoes indignities righinfchildhood, sufferings as an adult,
till getting true love. Catherine or Cathy, herooféNuthering Heightsis playful, wicked,
loveable, confused and uncontrolled. She triesaftuze everything, from a comfortable
childhood to an advantageous marriage and loviedret to true love of her childhood, but
only meets with death at the end. But her heart smd are shown unharmed with her
honest love, her loved Heathcliff dying later, $attboth can get reunited, beyond this
earth.

The heroes, although both of them tough, melamchand has Byronic
characteristics they are essentially different iraracter, due to a difference in their
background, status, environment, settings and ogioig. Mr Rochester afane Eyreis a
country gentleman, controlled in interaction, sames kind, especially as a master with
innate developmental strength in character, evateluthe most adverse circumstances.
Whereas Heathcliff is an orphan, with no backgroasdnown, brought up as a dependent,
continually mistreated, and ultimately not gettimg love. As a result he is shown by all
this to become a revengeful, diabolical spiritie extreme, to many others.

Another similarity between the two novels is tlsadters, Charlotte and Emily
Bronte were authors whose works often revolved radowomen's issues with respect to
living in a patriarchal society. Women in the emawhich the sisters wrote were often
limited to roles of wife, mother or family caretakand were seldom able to express their
own feelings or emotions. They wrote during an efgen “women were increasingly
confined to the home, and gender roles were imglgteodified” ( Heiland 3), The Brontes
used their writing to voice their rebellion. Thissvparticularly true in relations with men
and in expressions of sexuality. The novels ofBhente sisters centre on the difficulties
faced by women due to the social expectations am@lsof Victorian England. Women of
that time had few employment opportunities and weependent on the men in their
families or the men who employed them. Most of ¢he®vels can be seen as early
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expressions of early feminism where the protagsrsstuggle to gain independence and
self-reliance. The characters that are unableatadstip themselves or to gain some strength
suffer greatly and are held up as models of faitur@ depicted with pity.

In relation to this factor there is differenceveeen two novels. In, CharlotteJane
Eyre,and Emily’'sWuthering Heightswe see the heroines who often go against theesalu
norms, and roles set for women in their societieslane Eyre, Jane opposes the Victorian
notion and tradition that a good woman does ndtgassion or needs to require it from her
lover. However in Wuthering Heights the heroinel@aine (Cathy) Earnshaw is depicted
as wild, although by today’s standards, her peiggmaay be considered more lively than
uncontrollable. Her relationship with Heathcliff wld, by most be considered good and
healthy until the expectations of society ruinGatherine, though in love with Heathcliff,
feels she cannot marry him because of his posifte. instead marries Edgar Linton, and
her relationship with Heathcliff becomes effectiVde main tie into feminism would be
that without the burdens placed on women by soctéatherine could have lived happily
with Heathcliff. Catherine Earnshaw in many respeetn be seen as the character that does
not show feminist qualities as she is unable tsrés societies expectations. She confirms
this situation to Nelly it would degrade me to maHeathcliff” (p.62)

Feminism can be seen in the character of Isabgltan. The steps she takes to get
away from Heathcliff's cruelty and unjust behaviaan be seen as remarkable response
for a woman in that period. Although fleeing an appy marriage was illegal in that period
she risked being captured and punished by the3&we.also refused to be known under the
name Isabella Heathcliff and when asked by thelitéat of Wuthering Heights what her
name is she replies “I was Isabella Linton” shdisea the consequence of her mistake she
has made by marrying Heathcliff. She is also dissivby her brother Edgar “I am sorry to
have lost her” after her marriage. This makes lkabBedecision to leave Heathcliff seem
even more admirable to readers today as she ig gnihto society with no social status
and possibility. In fact at that time she would &daken a lot of courage and risk as she
would also have been excluded by society.
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A more problematic difference between the two tovwe that Rochester is Jane’s
social superior, while Heathcliff is Cathy’s sociaferior. It is the largest influential and
common factor in the decisions the main charadtav®. For example, Jane has no living
or schooling options near her aunt and cousinsa Assult, she is sent to a school to be
trained as a governess. Social class dictatedthiegboor or working class of women had
very few options. An orphan such as Jane had eswerf This is very evident when you
compare her cousins’ educations and options witle’3aThey are upper class but she is
not. Jane Eyre is critical of Victorian Englandtsac social hierarchy. Bronte’s exploration
of the complicated social position of is perhapsribvel’s most important treatment of this
theme. Like Heathcliff in Wuthering Heights, Jarsea figure of lower class standing.
Jane’s understanding of the double standard appelaes she becomes aware of her
feelings for Rochester; she is his intellectuali bot his social, equal. Even before she
realizes Bertha Mason, Jane is hesitant to margh&sier. Jane’s distress, which appears
most strongly in Chapter 17, seems to be Brontétis|ge of Victorian class attitudes. Jane
herself speaks out against class prejudice atioartaments in the book. For example, in
Chapter 23 she says Rochester:

Do you think, because | am poor, obscure, plaiw, ldtie, | am soulless and heartless? You
think wrong!—I have as much soul as you—and fulhagch heart! And if God had gifted me
with some beauty and much wealth, | should haveeniiads hard for you to leave me, as it is
now for me to leave you. (p.223)

Ultimately, Jane is only able to marry Roches®hes equal because she has got
her own inheritance from her uncle. In Wutheringighés, Heathcliff is described as a
dark-skinned gypsy. Hindley and others look dowrhon because his class is much lower
than theirs. However, Heathcliff gets a lot of mpfimmm somewhere and buys Wuthering
Heights and the Linton's place. Again the big faetbere class plays an important part is
when Catherine gets married. She loves Heathbliff, chooses to marry Edgar because he
has a lot more money. It is clear that social stapmes extremely important during this time

and in these novels.
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Morality is also very important in The Victoriarrd&Edue to the religious beliefs.
Like other Victorian authors the Bronte sisterdewkd the principles, standards and the
outcomes of the effect of religion on their chaeast Both novels are not religious novels
in the sense but they support a particular religdymistianity, or a particular branch of
Christianity Protestantism. These religious belgfape the moral values of the characters

The influence of religion on the Brontes is botlviolns and obscure. It is obvious that much of
what the Brontes saw, heard and read was concavitiedeligion. It is not obvious how their

original minds reacted to the variety of religicaediefs which they encountered. It is therefore
not unduly surprising that discussions of the Beshteligion have been few and unsatisfactory.

(Winnifrith, 1973: 28)

Throughout the novel, Jane struggles to find thbtbalance between moral duty
and earthly pleasure, between obligation to heaitsd attention to her body. Although
she falls in love with Rochester she rejected tohlsemistress. When she learns that
Rochester is already married she declares it i€asmaable for her to marry him. She
encounters three main religious figures: Mr. Brebtkirst, Helen Burns, and St. John
Rivers. Each represents a model of religion thae Jdtimately rejects as she forms her
own ideas about faith and principle. Although Jands up rejecting all three models of
religion, she does not abandon morality, spirisralior a belief in a Christian God. When
her wedding is interrupted, she prays to God fdacsin Chapter 26 to escape what she
knows would have been an immoral life. Jane ultatyafinds a comfortable middle
ground. Her spiritual understanding is not hatefiudl oppressive like Brocklehurst’s, nor
does it require retreat from the everyday worldHaten’s and St. John’s religions do. For
Jane, religion helps to control and limit extrenasgons, include full self-knowledge and

complete faith in God.

However, Emily Bronte’s religious view encompasseeth Cathy's and Linton's
views of heaven and of life. Religion in this novakes the form of the awareness of the
existence of a spirit afterlife. Perhaps Brontdex§ her context which is still heavily
influenced by Christianity, by showing distinct @Gtian beliefs in heaven and hell. The
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fact that Heathcliff and Cathy both die miserabid alone also shows a nineteenth century
view of the punishment for disregarding the nataraler of society the class system and
traditional religion. As a result the religious reage ofWuthering Heightss salvation is
won through suffering. For Heathcliff, the lossGdtherine is literally hell. "Existence after
losing her would be hell”.( p.137) Even in theindl earthly meeting, Catherine and
Heathcliff both suffer agonies because of theiasaton, she will be condemned to suffer
"the same distress underground" and he "writhtbertorments of hell" (p.118)

Another character Nelly also shows conventiontduales towards religion; she is
god-fearing and considers the implication of mdxahaviour regularly since she sincerely
believes in heaven and hell. Yet even her belieiseally come across as part of her
moralizing. Her attitude to religion is representeian old superstition that is useful for
punishing others and is more tied up with her fetarg behaviour and love for gossip. She
uses religious conventions to promote herself dmavshow her actions were right for the
time. An example of Nelly’s scolding is seen at &mel of the novel when she responds to
Heathcliff looking forward to his impending death.

You are aware Mr Heathcliff' said | ‘that from thiene you were thirteen years old, you have
lived a selfish, unchristian life; and probably digrrhad a Bible in your hands, during all that
period. You must have forgotten the contents ofathek, and you may not have space to search
it now. Could it be hurtful to send from some ongome minister of any denomination, it does
not matter which, to explain it and to show you hasvy far you have erred from its precepts,

and how unfit you will be for its heaven, unlesshange takes place before you die? (p.245)

Heathcliff's reply to this is also worth considegi It essentially highlights his
triumphant response to conventional religion. “Nmister need come; nor need anything
be said over me - | tell you | have nearly attaimeg heaven; and that of others is
altogether unvalued, and uncovered by me!” (p 3@@}Kicliff's approach to death signifies
the religious significance of his outlook.
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My soul's bliss kills my body, but does not satigéelf" (p389) Today I'm within sight of my

heaven — | have my eyes on it — hardly three feedre to me! (P 384)

There is one character in the novel that is vetigious, but he isn't exactly a
positive character. Heathcliff and Catherine argessally forced to sit through religious
instruction, given by the character Joseph. Theytamjoy it, however. In fact, it is almost
more of a punishment to them, because the chardosaph is not a positive religious
guide. He believes that "you're all evil and desdovgo to hell”

Nevertheless heaven is not a pleasant idea tce@athand Heathcliff. There is an
entire paragraph where she describes not wantibg to Heaven, and not belonging there.
Heathcliff, nearing the end of his life, believesik seeing Catherine's ghost, and that she is
coming for him. He says, "l have nearly attainedhmegven; and that of others is altogether
unvalued and uncoveted by me!"(p.245) In an easliene, when Nelly tells Heathcliff that
Catherine has died, she says, "Her life closedgardle dream - may she wake as kindly in
the other world!" to which Heathcliff replies: "Mahe wake in torment!" .... Why, she's a
liar to the end! Where is she? Not there - notéaven - not perished - where? (p.123) He
then cries out for her ghost to haunt him. To Catleeand Heathcliff, their heaven is
Wuthering Heights. Their "Heaven" is each other.tfA@m, their entire being is each other.
They are each other's religion. They don’t carer tatterlife. Ultimately it is clear that
there are references to religion in two novels, istnot because anyone is becoming
religious. Although there are religious figures anddels, the heroes or heroines have their

own religious ideas.

Another similarity between the novels is the gefion of the realities of the
Victorian England. InJane Eyre Charlotte Bronte depicts the realistic elements by
portraying one woman's desperate struggle to altaindentity, isolation, impossible odd
and disparity between lower and upper class pedyibough she processes a strong soul
she must fight not only the forces of passion aabon within herself, but other's wills
constantly imposed on her. As a result, the coeti®yof Bronte's novel lied in its realism,
challenging the role of women, religion, and matyah the Victorian society. In essence,
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Bronte's novel became a direct assault on Victonarality. Similar toJane Eyrein
Wuthering Height€mily Bronte depicts the realistic elements witlo tdifferent settings
with the isolation and the sufferings of the chteesz Moreover, while depicting the
realities of Victorian England “Both stories makse of the popular nineteenth century
motif of the orphaned child who must make his or tn way in an antagonistic world
(Dunleavy, 1993: 242). Two orphans Jane and Haéthetre often treated with disdain
and distrust. Brontes gave the realities of lowass people and the difficulties they had to
challenge. They were victims of classic Victoriatisty and were the realistic portrayal of

life during that time

Furthermore it is obvious that the authors of tiwe novels are aware that the
romantic style and the realistic style are bothessary and vital to the novel for they are
able to reach a wider audience. Despite BrontggEsin\Wuthering HeighteandJane Eyre
reflecting realistic atmosphere there are othanelds within the novels that demonstrate a
strong Romantic influence leading the novels. Ttreng Gothic influences within the
entire course of the books clearly explain why ¢hesvels could be argued as Gothic
novels rather than purely realist works. Both oésén novels contain strongly Gothic
elements in terms of characters, setting and elmmeh the supernatural. Jane Eyre
possesses a gothic fiction feeling with the atmesphand setting of the red room,
Rochester as Byronic Hero, and Bertha portrayirgy Yfampyre’, allusions from Bible,
fairy tales, dreams and daydreams. Wuthering Heigirnilarly possesses the gothic
atmosphere with its gloomy and stormy setting, tgogolation of graves, Heathcliff as

Byronic hero, nightmares, madness and supernatlanalents.

Meanwhile, the following table which shows the ¢oan themes presented in the
novels supplies the comparative analysis of the#ie perspectives discussed in the thesis
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Common Thematic | Wuthering Heights Jane Eyre

Perspectives

Setting two contrasting estates represent thespecific houses or places where Jane
opposing worlds and values of the | lives represent a certain stage in her |
Victorian England

Love There is hopelessness and desolatiofhere is hope/ happy ending.
tragic ending

Realism -Realistic representation of conflict | - Realistic representation of conflict

between social classes and gender

5 between social classes and genders

-conflict between reason and desirg. -conflict between reason and desire.

- orphan; living as a member of
lower class, problems,
impossibilities, diseases

- orphan; living as a member of lower
class, problems, impossibilities

Women in distress.

Women threatened by a powerful,
impulsive, tyrannical male.

Women threatened by a powerful,
impulsive, tyrannical male.

Religion&Morality

-salvation is won through suffering

-The moral lesson regards the
importance of one to follow the moral
values

-religion helps to control and limit
extreme passions

Feminism -Catherine Earnshaw does not show Jane manages to successfully
feminist qualities accomplish and impose herself in a
-Feminism can be seen in the male-dominated country
character of Isabella Linton.

Romanticism Has Romantic influence Has Romantic influence

With stronger gothic elements

With gothic elements

Gothic elements

ghosts, violation of graves, the
revenge motif, sadism, dark
stairways, stormy weather,
nightmares, extreme landscapes,
melancholy figures, moonlight and
candles, torture and excessive
cruelty, a supernatural presence,
madness, maniacal behaviour,
Byronic hero,communication
between the living and the dead....

-gloomy atmosphere

-telepathic connection

-madness, dreams and daydreams,
Byronic hero,

Gloom and horror.

isolation and the atmosphere of the
house apart from the society/

Red room/ Thornfield Mansion/
mad wife

Supernatural or
otherwise
inexplicable events.

-Real ghost
- communication between the living
and the dead

-there are no real ghosts
- Dreams and daydreams

An atmosphere of
mystery and
suspense.

-Catherine sees a face in the mirro
which she interprets as an omen of
death.

- Heathcliff claims that ever since
Catherine died, he has been hearin
her voice

r.Jane sees her dead uncle’s face in th
mirror

far away
¢

- Jane hears Mr. Rochester’s voice frg

1%

m
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The examples above illustrate the resemblancesttendlifferences between two
novels. The same life experience, same educatiperence, same life environment and
living in the same house make the authors’ work&ls® many resemblances.
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CONCLUSION

The main concern of the present thesis has beestuidy of the continuation of the
romantic elements mainly the gothic elementé/uthering HeightendJane EyreWhen
we compare them with the realistic characterigiidhie Victorian Age their shift from

realism to the romantic or gothic novel is apparent

As a term Victorian Period is generally used twarathe whole of the nineteenth
century. The period, which followed the Regencyetiperiod, is characterized by reforms
in the government, industrialization in the faotsti economic prosperity, and moral
decline. The difficulty of generalizing about theck¥rian fiction is similar to the difficulty
of generalizing about the period itself. It is @& of change, a great time of upheaval but
also a time of great literature. The authors’ closervation of the society make the social,
economic, political, religious and moral issues phienary characteristics of the Victorian
fiction. The works of the writers depict the soaahditions and satire that is prevalent in
the society. In general, realism emerged as a damhiform of fictional literature that
attempts to capture qualities of real people arehtsvin that era. The authors depict the
subjects as they appear in everyday life. Howewertérm realistic cannot be applied to all
the Victorian novelists. Some authors write by eljgrding realism. They use romantic
elements in their novels.

Romanticism is a movement of the eighteenth andeteenth centuries
.Imagination, feelings, and emotion are more imgdrtthan reason and formal rules.
Sensibility, primitivism, love of nature; sympatiteinterest in the past, especially the
medieval; mysticism; individualism and a reactiggaiast neoclassicism are among the
aspects of the Romantic Movement. Romantics aerasted in the medieval past, the
supernatural, the mystical, the gothic, and thetiex@here is emphasis on, psychology,
melancholy, and sadness.

In Victorian literature realism follows the age mmanticism. Victorian novelists
acknowledge the realism but are not imprisonedtbyhey benefit from the energy of
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romanticism. The Victorian authors write realisigabout life and compromises with just
enough romanticism to get people to read and ewjogt they write. Victorian novels
partly reject the outcomes of Romantic Movemententheless, they try to reshape its

doctrines.

Romantic literature can be defined with the wargagination and emotion. These
are the same terms that can be used to definecda#rature .Gothic literature originated
and was very strong at the time of the romanti¢essi movement. .Gothic novels all had a
similarity among each other. For example, most @otlovels involve settings which
generally add fear and suspense. They are alwaies dark, scary and isolated. Also the
characters of the Gothic novels never seemed to fite community and the society. They
are usually handicapped, disabled or deformed eir éppearance. Traditionally; Gothic
elements are constituted by the ambiguous, thetichdabe unenlightened, the dark, the
hidden, and the secret. Gothic is mood of a tetiw,nostalgic melancholy of ruins and
remote times and places. Conventions familiar inth&onarratives include a curious
heroine, an enigmatic villain, and a mysterious ltiage concealing violent secrets. In some
cases the novel contains supernatural events edlmasthem. It has been observed that the
Gothic has a great attraction and becomes a domamaha popular genre of the fiction in
not only the eighteenth century but also in thetriree centuries. INVuthering Heights
and Jane Eyrethe authors combine the romantic and realistidestyllustrating the

romantic and realistic elements through naturecharacters, and the supernatural.

The realities of the Victorian England are refégtin Jane Eyreby portraying one
woman's desperate struggle to attain her idensityation, and disparity between lower and
upper class people. Although she has a strongswiimust fight not only the forces of
passion and reason within herself, but other'satidas constantly imposed on her. As a
result, the controversy of Bronte's novel liedtgrealism, challenging the role of women,
religion, and morality in the Victorian society. éssence, Bronte's novel becomes a direct
assault on Victorian morality. The main characttaee and Heathcliff are the victims of
classic Victorian society as orphans and are thestie portrayal of life during that time.
Similar to Jane Eyrein Wuthering Heightghe realistic elements are depicted with two
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different settings with the isolation and the srtiffgs of the characters. The story is the
deep criticism of social conventions especially iggies relating the social class, gender
and their relations. The author is attacking thede judge others solely by physical
appearance, money or birth. The two houses, ThrasticGrange and Wuthering Heights
represent opposite poles of order and civilizatidiiales’ violent treatment of females
displays a portrayal of the patriarchal Victoriatiety. Moreover, the love between Cathy
and Heathcliff is presented in almost completelgatize form.

It is obvious in the study that the authors of th® novels are aware that the
romantic style and the realistic style are botheseary and vital to the novels so that
Charlotte and Emily Bronte are able to reach a walelience. Despite Brontes’ styles in
Wuthering Heightand Jane Eyrereflecting realistic atmosphere there are othemehts
within the novels that demonstrate a strong romsamiluence leading the novels. The
gothic tradition of the 1790’s reveals its influentn bothJane Eyreand Wuthering
Heights.The same elements in the Gothic novels can beyealsderved in these novels.
The strong Gothic influences within the entire sauof the books clearly explain why
these novels can be argued as Gothic novels r#ther purely realistic works. Both of
these novels contain strongly gothic elementsrmseof characters, setting and elements of
the supernaturaldlane Eyrepossesses a gothic fiction feeling with the atrhesp and
setting of the red room, Lowood, Moor House, anarhfield as ancient manor houses,
Rochester as Byronic Hero, allusions from Biblayyfaales, dreams and daydreams.
Furthermore, the gothic examples goes on with Retehie and Jane’s complicated family
histories, Rochester's hidden wife, Bertha, is dagk secret at the novel's core and she
portrays the ‘Vampyre’ and the mystery surroundaeg is the main source of the novel's
suspense, Jane's encounter with the ghost of hele Reed in the red-room and the
moment of supernatural communication between JadeRochester when she hears his
voice calling her across from miles and miles away.

Wuthering Heights similarly possesses the gottmeoaphere with its gloomy and
stormy setting, Heathcliff as a Byronic hero, nightes, supernatural elements, mystery,
suspect or dark effects of life such as dark effexft Heathcliff's tormented childhood,
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ghosts, violation of graves, the revenge motif,isad dark stairways, stormy weather,
extreme landscapes, melancholy figures, moonligitt eandles, torture and excessive
cruelty, a supernatural presence, madness, marbatalviour, ,communication between
the living and the dead.

Meanwhile, the table which shows the common thanparspectives discussed in
the thesis is presented in the previous part. Hidetcontains the common thematic
perspectives ofWuthering Heightsand Jane Eyrewhich are love, feminism, religion,
morality, an atmosphere of mystery and suspengersatural events and gothic elements
Here it is clarified thavWuthering HeighteindJane Eyrecan be read with elements of both
Romantic text and the Victorian text. Two worlddlide in this novel.

We have come to the conclusion that , while regathese novels, readers can easily
see the continuation of the romantic elements intdrian literature. However Emily
Bronte and Charlotte Bronte presented the realdfethe Victorian society, they led the
readers think, make them curious and heighten teeder's interest through their novels
by creating gothic atmospheres. Although realismagainst romanticism in this thesis it is
expressed with the noveWuthering Heightsand Jane Eyrethat they can be read with
elements of both. They are novels that fall betwiBemanticism and Victorianism in an
attempt to bring the two successive literary pesitagether. Although Charlotte Bronte
and Emily Bronte are undoubtedly Victorian writéngeir novelsJane EyreandWuthering
Heightselaborated Gothic and a transformation of the diimevorld into a place of fear
and unease. The literary techniques employed bgtBrsisters in the writing aVuthering
HeightsandJane Eyrecan be best described as a combination of sstegdproach and the
presenting of the story in the form of a Gothic elov
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