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ABSTRACT
Charlotte Bronte’s Jane Eyre (1847) continues to find appreciative audience throughout every
decade. Jane Eyre has inspired numerous prequels, sequels, revisions, re-tellings, adaptations,
and spin offs. The creation and acceptability of other art forms and merchandising based on the
novel underlines its undiminished popularity. The thesis will reflect on the influence and
significance of Jane Eyre and its adaptations in academic circles and contemporary culture. It
analyses the fictional worlds in select fiction and film adaptations of Jane Eyre in the light of
the existing post-colonial and feminist scholarship on Jane Eyre, in order to expand the existing
scholarship on its adaptations. It looks for recurring trends centred on race and gender, the
generic fluidity of the novel that facilitates the creation of newer adaptations in varying genres
and natures, the pattern of adaptation of the novel into visual media, and the prominence of
Jane Eyre in contemporary popular culture. Nineteen novels and ten films based on the novel
are selected for the study. The thesis discusses the numerous genre transformations the novel
has undergone and offers insights into alternate perspectives on Bronté’s novel based on its
selected adaptations. The actual world of text production and the possible worlds manifested
by the different authors shall serve to be the focus of analysis. With its engagement on the film
adaptations, the thesis is designed to provide a context for debates centered on the pleasures of
popular fiction in all their ambivalence, tension, and contradiction. Drawing on contemporary
critical theory, it will investigate production contexts, genres in their historical diversity and
fluid boundaries, texts and the formation of identities or subjectivities, readerships and the
historical conditions which shape the production and reproduction of re-readings. The study
engages the novel’s generic transformations, shifts in perspectives, visual media adaptations,
and its significance popular culture to foreground its ever-increasing popularity and longevity.

Key words: Jane Eyre, Adaptations, Genre, Perspectives, Popular Culture



Mo(Nao

AOBRIQ  GENDEIWES  ORWM  0a()d  (1847) (g  BUEdENJEERE lalo
@REIMMBMIBANDIW G(aIBHBHOD HONSODMIMD @SM)M. HR® 0d 6af)d M oUW

(oI 12 80D, @S 2|0, a)MOOLECRIDBMEBRUD, 0l-ese{lo&Hn,
BRWIaTCQUMBUWD, M aflMd 32a0BUd )M IR E6) (n1G210B8Mo M@ |15 NS,
emoueilem @S 1MOdM20 66 188 aQ HEIDOY A 16088 )0SWY0

&S 210HHEOS®Wo  M)l@o MBI (O®Yo  GRM MO0 EOWIOD
20 oles eeslaue@ls;m). e82@m eafolmen mRWInae (aldWIMm 0o
@RENIBA S MRS 18)H81e)o  MadILlled: MM &IEOM 2o  GR® IMO
@MY eMEBBOEH60 ] 2)0 (aleniMWo Lﬂ@%ﬂm’]?:i']cﬁogo. 02 M 001N
mlainflepss cﬂa%}’-o@m@omﬂ@mﬁ, a0 lmlqy  medd8dlalneo
onugajonlod, GRGIMe0 GRWIATEQHMEEI® mlainlapgg MeeI8@-A 1]
Qflapefleoleanmo mow], © 106600 adlegimleno
218l o fl(@Q/A $206m8g 180 MIB@a{ld GRIIHEEE8 (altniMo  Afltadalmo
0.21Q)M). UoeOM®o 2{loNEBRIMTIW)0 EH(B1H:0 1288 GROUAOD 2)88
(duemOB, ajoymo  afllednesglage muedalmsglee ROl
GRAWIATEQAAMBUD M Y1600 Ma0IWEeM  EMmIUMOO  §ald@)IW
Bj®, BywrjadwinaEglealsngs emdalallmen  Gem@alldeoem @],
madefle 8O 08M 0.f)O1MNO0 (@ IDWIMo o)A  (alniMbo
leseimo  eai@my.  gedemglayes  emdaleilom @RI lBRIE I®
AlOOMMal®  eMIAUARBE0 IO  MIMaGBE)@dem alomOm MmO
© 16 60MS)O0 1@ 186)M M. @M @M1 mloaw] o
1@ IR OmMEReE (nl6nIMo 212 0.21Q)HW®)o © 16 60mS) O
BRI TEQHMBOE @RS 1MAdMAI66) | ¢endaElmyes  emoaallomen)]o)88
o lEMMEBBOSEN)0 288 DUDENIYP 21d0d M@ EYB®Yo 621y, (LDl
MREeMOT MO0  @OAMO GG R  AOIM®  Elw]mdend
(adsSla {16 MOW QOW GRIdBHEBEe AludalnmB 1Moo ed(menilnz)udw)

(LR O 186))0. 2101 9{l(@2 - 52068308660 1.2))88 GRO M0
8NSelsalomdalo, 2m(d 1w a0lemen af)gp @R SOOI 180
oM@ lyOyeoomlage 00NIEL O aRe G (15)E@1o)88 MoNIIBEBRDSE) 3@y
MMBABo  (alBdMo  621QYM dlolalenen @M ©ald@am

021010 1eemo. masdells alladwem mileudmmeseg  @oSlmadmades |
GRWIATEQAUMMOO  O@ald8M  (VMBABEBW, GRAUMYOS  2IF (O lCAIW
eondlw o, BAUOYIOM ARS8 GRMIQYHW, MM ONG1®B820s ©Yaild:06mo
@ROLJE 1@ CROAM |HOMEW, AUIWMENIB, a RMBOUIWMEHEIOS H@AIIBMOYo

ayMAMd2ad6m o 310 S)OD)M 210 (@ alOAI® @ROLIMAHUD
Q)Mo Ola]  (aleniMWo  GREMIIEO)0.  eMILIMO0  §ald®)OIIW
AlBlOUROOMEBBW,  ®IFala PBEORI  UJOT@IMEBR,  B)W AW A

@M l6BRMD, @RMIMe0  IBEN]2OIYM  8M( o l®)o e"]@nelom)g(%go
DM IROB] GROTINOO (A IdWIMJo BMBI® MM dhdM0 )M INUIO® ~lOMETD) @3
©UDOAS)ODM.

(WM DB D: ORWMD 0af)D, CRADIATEQHUMBUD, M0, BIP 2l ]IS0,
20Nl 1® MoM &IMo



TABLE OF CONTENTS

S1. No. Title of the Chapter Page No.
Abstract i-ii
I Introduction 1-30
1T “Reader, I Married Him”: Generic Fluidity and 31-93
the Ease of Appropriation in Jane Eyre’s
Adaptations
111 Muftled and Stifled: Deciphering the Voices of 94-160
Other Characters in Jane Eyre
v From Words to Visuals: Jane Eyre and the 161-213
Hollywood Romantic Myth
\4 Parody, Pastiche and Pop: Jane Eyre’s Enduring 214-235
Appeal in Contemporary Culture
VI Conclusion 236-252
Recommendations for Further Studies 253-257
Films Cited 258
Works Cited 259- 270




TABLE OF PICTURES

Pictures in Chapters Page no.
Chapter 11

Fig 2.1: Cover photo of The Eyre Affair 37
Fig 2.2: Cover photo of Jane Steele 42
Fig 2.3: Cover photo of Jenna Starborn 56
Fig 2.4: Cover photo of Jane Eyre Laid Bare 65
Fig 2.5: Cover photo of Jane Eyrotica 68
Fig 2.6: Cover photo of Mr. Rochester. British Bad Boy 70
Fig 2.7: Cover photo of Jane Slayre 75
Fig 2.8: Cover photo of Becoming Jane Eyre 79
Fig 2.9: Cover photo of Jane Airhead 82
Fig 2.10: Cover photo of Jane 83
Fig 2.11: Cover photo of Jane Eyre (Manga) 86
Fig 2.12: Rochester as gypsy in Jane Eyre (Manga) 87
Fig 2.13: Adele’s French dialogues in Jane Eyre (Manga) 88
Chapter 111

Fig 3.1: Cover photo of Wide Sargasso Sea 97
Fig 3.2: Cover photo of Adele 112
Fig 3.3: Cover photo of Adele Grace and Celine 117
Fig 3.4: Cover photo of Jane Eyre’s Husband 130
Fig 3.5: Cover photo of Mr. Rochester 143
Fig 3.6: Cover photo of Rochester 148
Fig 3.7: Cover photo of Edward Rochester 151
Fig 3.8: Cover photo of Jane Eyre’s Daughter 153
Chapter 1V

Fig 4.1 Carriage Scene, Jane Eyre (1934) 179
Fig 4.2 Final Scene, Jane Eyre (1934) 180
Fig 4.3 Dr. Rivers in Jane Eyre (1943) 184
Fig 4.4 Opening Scene, Jane Eyre (1949 189
Fig 4.5 Jane confessing to Mrs. Fairfax, Jane Eyre (1949) 190
Fig 4.6 Jane bringing wounded Rochester home, Jane Eyre (1957) 191
Fig 4.7 St. John proposes to Jane, Jane Eyre (1970) 193
Fig 4.8 Rochester as gypsy woman, Jane Eyre (1983) 196
Fig 4.9 Blind and crippled Rochester, Jane Eyre (1983) 197
Fig 4.10 Young Jane at Lowood, Jane Eyre (1996) 199
Fig 4.11 Jane at the River’s residence, Jane Eyre (1996) 200
Fig 4.12 Jane and Rochester’s parting scene, Jane Eyre (1997) 204
Fig 4.13 Final scene of Jane Eyre (2006) 206
Fig 4.14 Jane flees Thornfield, Jane Eyre (2011) 209
Fig 4.15 Bertha Mason and Rochester, Jane Eyre (2011) 210




CHAPTER |

Introduction

Charlotte Bronté’s first published novéane Eyrg1847) at once fascinated
the readers and to this day commands the admirafitiee world’s reading public.
Published over a century and seven decades Jajee Eyrecontinues to find
appreciative audiences throughout every decadsidPase readers have celebrated
Bronté’s life and her texts in many ways- artisti@terialistic, biographical, and as
fanfiction. Her most popular novelJane Eyre has inspired numerous film
adaptations, prequels, sequels, revisions, regslliand spin offs — the most famous
of which is Jean Rhys¥/ide Sargasso S€4966). The creation and acceptability of
other art forms and merchandising basedlane Eyreunderline its undiminished
popularity. By considering the ways in which cineara literature of the past and
contemporary times offer a loving homage and adtéve perspectives on Bronté’s
classic, the thesis discusses the influence amuifismnce of Jane Eyreand its

adaptations in academic circles and contempordtyreu

The thesis is divided into six chapters. The presetroductory chapter
briefly surveys the importance of Charlotte Broatdiagnum opus in academia and
in the sphere of popular entertainment. It outlities approaches on adaptation,
genre, race, gender, and popular culture emploledrepus stages in the thesis. The
chapter would present a biographical sketch of [GttarBronté, paying attention to

her other notable works and the major thematic eorscand characteristics they
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share. The chapter presents the objectives ofesgarch, introduces the fiction and
film adaptations oflane Eyrechosen for the study, highlights the rationaleiteh
the choices and the method of categorization otekes, proposes the strategies of
investigation specific to each chapter, and steesse the importance of the

investigation.

This study investigates the fictional worlds ire thelected fiction and film
adaptations oflJane Eyrein the light of the existing post-colonial and fernst
scholarship onlane Eyreto expand the existing scholarship on its adaptat It
would explore the depiction of race and gendehefworld of the original and the
worlds of the adaptations. The thesis analysedictienal world of Jane Eyrethe
hypotext, in relation to the fictional worlds ofsitselected adaptations, the
hypertexts, to identify recurring trends centredrace and gender in the selected

fiction and film adaptations afane Eyre

Charlotte Bronté (1816-1855) was the sole surgvidaughter of an
incredibly talented yet tragic family, and the ordgie to receive public acclaim
before her premature death at the age of 38. Bparttishedlane Eyreat the age of
31. Like many other Victorian women of her timestol®é also shared the
precarious lot of abject poverty and self-suppmssiHer hard-earned literary
success brought her some degree of independeoceally through the adoption of
a sexless pseudonym, Currer Bell. Her choice ah#gelike a woman’s struggle to
establish her identity in a patriarchal world, anplistices faced by the Victorian
women are appropriate to her times. Her real-lIfpesiences were blighted by

frequent deaths in her family, social stigma, amdneunrequited love. She sought
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fantasy as a means of escape from the harsh esabfi her life. Like her most
celebrated character, Jane Eyre, Charlotte Bromt# also a small, plain woman
with a fiercely independent mind and a passionpigt.sHer finest novel explores
the dilemma of an intelligent young Victorian wornfganght to love, be loved and to
retain her independent spirit. It is a tale thaarbethe stamp of the author’s direct
experience, told with ardour and honesty. Janeterdenation to love and to be
loved on equal terms earned admiration of manyemsadhile it also scandalised a

few.

Charlotte Bronté has also published three otherelso Shirley: A Tale
(1849),Villette (1853) andrhe Professofpublished posthumously in 185Bhirley
displays the author's engagement with women'’s sigimd industrialisation. It is the
story of two contrasting women; the shy Carolindsktae who symbolises the bare
life and plight of single women trapped in the aggsive atmosphere of a nineteenth
century Yorkshire rectory, and the vivacious Skitkeeldar, who is liberated by the
inheritance of a local estate and its wealth. GherlBronté’s unrequited love for
Constantin Heger, the headmaster of the schoolugsBls where she worked as a
governess for some time inspired her other novdls, Professoand Villette. While
The Professonarrates the story of a young Englishman, WilliarmtSworth, from
his early and formative years in Yorkshire as akcte his appointment as a teacher
at an all-girls school in Brussels where he fall$ove with a fellow teache¥illete
uses the plot material dthe Professoand expands it. It narrates the story of Lucy
Snow, who decides to travel to Villete, a fictiomalssels, and works her way up to

become an English teacher in a boarding schoolRkneach-speaking locality. The
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novel focuses on the uncertainties of Lucy’s lifee cultural and language barriers,

religious pressures, romance, loss, depressionpaetiness.

Not just Charlotte Bronté, but also her sistersiferBronté, and Anne
Bronté— provoked curiosity and kindled interesteaders and critics alike. People
across time and borders find the lives of theseeaxtly talented women exciting.
Several biographies and documents on the Brongsantinually being produced
that keep drawing interest of large audiences.ifkgtance, in 2016, Britain'BBC
Oneaired a two-hour long television film titledo Walk Invisibleon the lives of
Bronté sister. Since 1895Taylor and Francis the prestigious publishers of
scholarly resources, have dedicated a journatifiBeonté Studiessolely for further
study and research on matters concerning and detatehe Bronté family, their

writings, background, and their place in literangaultural history.

It is undeniable that the Bronté home near thek3tmre moors and all their
personal tragedies may have been an inspiratioth@r work. Although all three
siblings died before they reached 40, their wonkd Bfe experiences are hard to
separate. However, misery and depression cannotrisdered their sole influence.
The finest works of these strong and intelligentnvea highlighted their fierce, bold,
and passionate spirit which was unconventional @matceptable in the Victorian

England they lived in.

Jane Eyreopens opportunities to scholars and readers toy stod interpret
the text in numerous ways. The scholar should laaeguate knowledge on the life

and society of the Victorian England and on theeJByre-like life of its creator,
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Charlotte Bronté. The evolution and transformatiérthe novel through a century

and seven decades offer a perfect ground for asalys

Jane Eyre the story of an orphan-governess who eventualyrrynher
employer through all its mysterious twists appealall its readers alike. From being
poor, unloved, and orphaned, Jane Eyre grows infeadess and independent
woman and later gains the love of her soulmatetetms of readership and its
devoted audiences, not many classic novels havesged in today's world as
Bronté’sJane Eyre The novel has attracted readers since 1847 andime fresh in
the reader’'s mind even in the twenty-first centuriterary, stage and television

adaptations have kept the novel vibrant and alive.

Timelessness therefore becomes one of the bestiepiattributed to the
novel. A paramount quality adane Eyreis its high cultural prestige. The novel
provides rich analytical material for every criliczhool and figures in the reading
lists of most university courses on Victorian lgemre In A Breath of Fresh Eyre:
Intertextual and Intermedial Reworkings of Jane d-yargarete Rubik and Elke
Mettinger-Schartmann observe, “few literary worlesé proved their capacity to act
as sources of literary inspiration, to be consyargtassembled, re-contextualised,
re-imagined, re-written, so exuberantlyJane Eyre There is hardly another novel
that has been re- worked in so many adaptationstége and screen, has inspired so
many painters and musicians, and has been so wiftéated, altered, parodied,
extended by prequels and sequels, plundered foifsvemtd used as a point of
departure” (11). Moreover, many of the social isswdich the novel dealt with

continue to be of concern even today which incltide relationship between men
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and women, the sizable gap between the poor anddhend the education and
independence of women. Being a text that opens ropmtes for scrutiny, and
which never goes out of vogue, a study on the sameevant even today. By 1996,
when Patsy Stoneman published her seminal stBdynté Transformationsthe
novel had been translated into twenty-four langaagel was available in the UK in

twenty-three different editions (Rubik 9).

The novel and its numerous adaptations offer rdgriaf possibilities for
scrutiny. Scholars have looked updane Eyrethrough feminist, post-colonial,
postmodern, Marxist, psychoanalytic, and queer emgEarly reviewers have
criticised Jane Eyrefor the seemingly subversient elements in the nowelthe
belief that these elements undermined social, icelgy and political conventions.
They were convinced that the novel rejected Clam#ty and instead advocated
gender and class equality. Though modern criticseeagwith those early

assessments, they praise the novel for the samnversile qualities.

Nineteen novels based on Charlotte BronfEiae Eyreare selected for the study.

They are:

Jean Rhys’'®Vide Sargasso S€2966)

. Elizabeth Newark’'dane Eyre’s Daughtgf1999)

. Jasper Fforde’'$he Eyre Affai(2001)

. Emma Tennant'&dele: The Hidden Story of Jane EY2602)
. Sharonn Shinn’denna Starbori§2002)

. Kay Woodward’slJane Airhead2009)
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Claire Moise’'sAdele Grace and Celine: The Other Women of Jane Eyr
(2009)

Sheila KohlersBecoming Jane Eyr@009)

April Lindner’'s Jane(2010)

Sharon Browning Erwin’dane Slayr€2010)

Tara Bradley'slane Eyre’s Husband: The Life of Edward Rochg&@et 1)
Karena Rose’dane Eyroticg2012)

Eve Sinclair'slane Eyre Laid Baré2012)

Lyndsay Faye'dane Steel€016)

Jane Eyre (Mangagonceived by Crystal S. Chan and Sun Neko Lee (2016
Cora HolmesRochester: A Memo(2016)

Marian Tee’sMir. Rochester: British Bad Bq017)

Sarah Shoemakerir. Rochestef2017), and

R.Q. Bell'sEdward Rochester: The Master of Thornfield H2D17).

The ten titular film adaptations chosen for thalgtare:

Christy Cabanne’3ane Eyrg1934)
Robert Stevenson3ane Eyrg1943)
Franklin Shaffner’'slane Eyrg1949)
Lamont Johnson’dane Eyrg1957)
Delbert Mann’slane Eyrg1970)
Julian Amyes'Jane Eyrg1983)

Franco Zeffirell’'sCharlotte Bronté’s Jane Eyrg.996)
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. Robert Young’'slane Eyrg1997)
. Susanna White’3ane Eyrg2006), and

. Cary Fukunaga’'dane Eyrg2011).

The second chapter titledRéader, | Married Him: Generic Fluidity and
the Ease of Appropriation in Jane Eyre's Adaptations’ discusses the numerous
genre transformations the novel has undergoneawvitiithout retaining the inherent
prejudices on race, class, and gender in the wairltie primary text. The chapter
attempts to explore eleven out of nineteen adaptsitof Jane Eyrethat fit into
various genre categories such as detective fictioime fiction, science fiction,
erotic fiction, young adult’s fiction, vampire fion, fictional autobiography, and
graphic fiction. The texts selected for analysis dasper Fforde$he Eyre Affaiy
Lyndsay Faye’slane SteeleSharonn Shinn’§enna StarbornKarena Rose’dane
Eyrotica, Eve Sinclair'sJane Eyre Laid Bardylarian Tee’sMr. Rochester: British
Bad Boy,Kay Woodward'sJane AirheadApril Lindner's Jane Sharon Browning
Erwin’s Jane SlayreSheila Kohler'sBecoming Jane Eyrand Jane Eyre (Manga)

by Crystal S. Chan and Sun Neko Lee.

Popular genres are very much flexible and not-cmitained and rigid
categories. They evolve interactively in relatian gpecific historical formations.
The novel has undergone a change of genre throtghretellings and re-
interpretations. This chapter studies the transédion of a Victorian classic into the
above-mentioned genres, made possible with rel&age. Both the worlds within
the texts and the fictional world which lodges tlagious genres become prominent

in such adaptations. In a postmodern context, gieiserally argued that genres are
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no longer relevant as postmodern texts are chaiseteby their tendency for

generic transgression.

Fredric Jameson, imhe Political Unconscioug1984), regards genres as
“literary institutions” (66). Genres work as soca@ntracts between the author and
the readers, that specifies the “proper use of ricphar artefact” (66). Jameson
argues that genres are political and a reflectfaie socio historical circumstances
(66). InMarxism and Forn(1974), Jameson had earlier proposed that the&egct
of a text is its form (327). Robab Khosravi, in laticle that studies the generic
elasticity ofJane Eyre,'Blurring Boundaries and a Generic Matrix Jane Eyrés
Political Unconscious”, observes that the intergien of a text is “inseparable from
literary form and that all interpretation is histal” (311). In Jane Eyre we can
observe a montage of genres in its elaborate fugiormmance dialectics, gothic
transgressions, autobiography, and bildungsromaeh,n@anifestations of a utopian
imagination, in which the poor, plain, and the alvsscgoverness achieves both

financial independence and marital bliss groundethtellectual equality.

In effect,Jane Eyreincorporates a technique of montage that facibtake
eventual collapse of the boundaries of genre. Thepter studies the theoretical
implications of such transgressions for an integiren of Jane Eyré generic
affiliations in the light of its numerous offsprisgertaining to different genres. The
chapter analyses the treatment of gender and macallithe selected fiction
adaptations ofJane Eyrethat have experimented with various genre types,
transcending the boundaries of the obvious genaxicnomies of the source novel.

The text is defiant as it challenges conservativéing conventions by mixing
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genres and presenting itself as a collage of gelemté’s text is a hybrid of
genres. It advertises itself as a fictional autglkaphy, structures itself as a
bildungsroman, plays with motifs from gothic fiatioand presents itself as an

archetypal romance.

Jasper Fforde’dhe Eyre Affair(2001) is a spin off which is a detective
novel based on Bronté’s original. Thursday Nextaiditerary detective in an
alternate-reality England, able to leap in and afutlassic texts. Thursday Next, a
Special Operative, is a literary detective in @idical world different from reality of
today, as different as fact is from fiction. Sepayximately in 1985 England, the
story depicts Thursday’s daily life: cherishing thleort and quick visits from her
time-travelling father, taking her pet Dodo to theterinarian, and hunting down
villains through the pages of classic literaturbe Bintagonist, criminal, and villain,
Acheron Hades has just kidnapped the titular cheradf Charlotte Bronté’s novel.
If anything happens to the original manuscript afowel, every single copy on the
planet will be similarly affected, so Thursday master the story herself to prevent
Jane from becoming a victim of literary homicidénotigh many critics have read
Jane Eyreas a plea for gender equality and independent faityn no other
fanfiction successor has contextualised Jane asetactd/e who succeeds in

guestioning the patriarchal authority of Mr. Rodleeshrough her curiosity.

As Sandro Jung observes, “Jane not only traceg erahinality, but her
curiosity leads her to realise her own selfhoodr lgeowing individuality is
articulated through a public, expressive and inguesself that to Victorian middle-

class notions of propriety appeared transgressiwé @riminal’ (Jung, 21).



Venugopal 11

According to Jung, Jane’s ideas of individualitg &m clear contrast with those of
the other female characters of the novel suchaastiomnal servant figures like Mrs.

Fairfax who, through her silence, endorses hereniastrime. Constructing Jane as
a detective, Jung comments, “Charlotte Bronté seaee in creating a version of the
female self that was revolutionary and attemptedot@rcome her state of
dependence through curiosity and inquiry.” (21) Pessibility of a world of crime

and investigation is very much present in Brong#iginal text, which Jasper Fforde

explored later.

Lyndsay Faye’'slane Steel¢2016) is an intersection of crime and romance,
one in which the protagonist is a vigilante, deaaiyl determined, who would not
hesitate to stab or slay the adversaries in hdr. (fite keeps a low profile and
pretends to be a polished high class English lamlyavert suspicious eyes.
Throughout the novel, we see bloody murders forclvlliane Steele is responsible,
along with the horrors of war during the periodBritish colonialism in India. The
crimes of the heroine never see the light, nordiesever even been accused to be
acquitted. It is an ingenious experimentation om ftbidity of the gothic romantic
novel and its assimilation into the popular genvésrime/murder mysteries and
thrillers. The text deviates from the general carims by presenting a murderer’s
account of murders rather than unravelling the titheof the criminal at the end of

the novel.

The actual world ofane Eyrds displaced by a world of science and fantasy
in Sharon Shinn’'sJenna Starborn(2002). Free from the constraints of the

parameters of the realist mode, science fictioova|its creators to imagine other
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times and other worlds. Science fiction createspibssibility of making space for
visions of a better world, which can be a perféopian type or a chaotic dystopian
one. InJenna StarbornShinn re- imaginedane Eyreas a science-fiction romance
tale, with the titular character a bright but impashed nuclear technician and half
citizen, who falls for her employer, Everett Raveck Jenna, the protagonist, as a
baby, was harvested from the genetic tanks of dneep Baldus, who very much like
little Jane was resented and scorned by her addptedy, but brave enough to
follow her heart, despite challenges and hostlitidenna is sent to school on a
different planet and grows up to become a nucleelnrician who eventually gets
employed at Thorrastone Park. Being a half citietile Ravenback is a first-class
citizen of the planet, Jenna believes that nothwuilgwork between them only to
later identify his dark secrets. From the fictiondctorian world imagined by

Bronté, Shinn steers her course to another possitliel within a fictional text.

In Jane Eyre Charlotte Bronté portrays a fully realised heeoiwho
challenges the conventional roles of women in adoeieties as well as in fictional
worlds. Cynthia Carlton Ford in her research pdpgrmacy without Immolation:
Fire in Jane Eyre” observes that to broaden Janisas heroine, “Bronté had to go
beyond the genres open to her — the novel of manrtee Gothic, and the

governess novel — to establish a new genre: thenfstfairytale” (1).

Jane Eyr&s transformation into erotic fan fiction is notestlyy. In
establishing this genre, Bronté pinpoints Janeé&ciigally female dilemma of how
to achieve intimacy while still maintaining indeglemce. Subsequent writers have

taken advantage of the gaps Bronté herself lefieintext and have explored the
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world of physical passion and sexual desires inrthdaptations oflane Eyre
Deviating from the morals of the Victorian socielgne Eyre has been pictured as a
sensuous woman, driven by sexual desires, whoseswand deeds are largely
influenced by her sexual choices. Notable textshef genre arelane Eyrotica
(2012) by Karena Roselane Eyre Laid Barg2012) by Eve Sinclair andr.

Rochester: British Bad Bd017) by Marian Tee.

Maria loannou in “A brilliancy of their own’: Feale Art, Beauty, and
Sexuality in Charlotte Bronté’s Jane Eyre”, studhes portraits of Rosamond Oliver
and Blanche Ingram in Charlotte Bront&Jane Eyre loannou argues that these
portraits participate in the nineteenth centuryladjge about women in art, and
capture Jane’s convictions on the theme of sexwal (323). loannou points out that
Jane is Rosamond; the subject (artist) identifieth whe object (model) in an
equation of female beauty with agency and capaftitysexual feeling. Bronté
makes use of the recurring theme of fire, as a phetafor self-sacrifice and
immolation at times when Jane feels like her indeeace is threatened. The
smaller candle and hearth fires are overshadowelthdoypigger fire of destruction.
Erotic renditions of the novel have also kept tie &live, in its corporeal sense.
Jane Eyreerotic fanfiction dwells on the sexual fantasiestlué protagonist, and
homoerotic dominance to liberate Jane from the aesxppression of the Victorian

times.

Jane Eyrehas been retold to cater to the needs of diffesmediences. April
Lindner’'s Janeis aimed at teenagers and young adults who navigabedden

romance and haunting secrets. It is a modernistdlimg of Jane Eyre’s story,
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apparently aimed at the “young adult” book audiencedner's Jane Moore
becomes entranced by her brooding yet magneticampbnd finds herself amid a
forbidden romance and serves to be an irresistg@ieage romance interwoven with
a darkly engrossing mystery. This contemporaryllneteof the classicJane Eyre

promises to enchant a new generation of readers.

Yet another young adult spin off novdane Airheadby Kay Woodward,
features Charlotte, a thirteen-year-old girl, oksdswithJane Eyrewho longs to
live in a Yorkshire manor and find a suitable ModRester for her mother to marry.
Intertextual elements are very strong throughoettéxt. These renditions appeal to

the interests and priorities of the young adult addlescent reading groups.

The world of zombies, vampires and the like, aksteviation from the
seemingly real world of the principal text, madene Slayrg¢2010) important in the
context of the thesis. The populdride and Prejudice and Zombi€2009) spoof
has spawned a series of books taking works of icldssrature and sliding into
them macabre monsters and bloody battlase Slayréby Sherri Browning Erwin
is one such experimeniane Slayreakes this approach and adds a supernatural
twist to it. Interspersed in the original storytigee heroine’s struggle to vanquish
vampires. Erwin makes Jane protect the world froampires, voodoo priests,
zombies, and werewolves. Raised by a vampire clanohashe detested; Jane learns
from her uncle that she is a slayer by birth. Whke takes up the job as governess
at Thornfield estate, she becomes romanticallyhradwith Mr. Rochester, only to
discover that he is hiding a violent werewolf ire thttic of the mansion, who turns

out to be his first wife. The Victorian world dfane Eyreis transformed into a
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menagerie of bloodthirsty, flesh-eating, savagetares of the night. Vampires,
zombies, and werewolves transform Charlotte Brent#&iforgettable masterpiece
into an eerie paranormal adventure set in yet andittional world which terrifies

and delights.

The intersection of imaginative and actual woiklsfficiently established in
fictional autobiographies. Such retellings drawpiration from the intensely private
lives of their creators and the experiences ofaitteal worlds they live in, to create
a seemingly real yet fictional world. Sheila KordeBecoming Jane Eyré009)
traces the relationship between Jane and her ciB@eiaté. Kohler's work serves as
a fictional autobiography based on Victorian roneaBecoming Jane Eyngroves a
fresh take on Bronté’s novel that serves as a ie@alit on the creative process, and
Bronté’s passionate act of creation. The unconweati and extremely talented
Bronté sisters were budding writers in the 1840&ma when women’s lives were
considered unworthy of literary treatment and womeere inconceivable as
authors. Charlotte has already received harshtiefeletters. Biographical accounts
suggest that the orphaned Jane Eyre, the independgnded governess at
Thornfield Hall who falls in love with her employekr. Rochester, whose wife
rants madly in the attic of the mansion, is dravamf Charlotte’s own most painful
emotions: her longing for her dead mother and hielerosisters, her bitter
experiences at boarding school and as a goveraedsher unrequited passion for
her married teacher. It has been agreed amongitles ¢hat the character of Helen
Burns seems to owe something to the precociousiusdj and stoic Maria Bronté,

who died of consumption. Patrick Bronté’s sufferirgm cataract might have
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influenced Charlotte’s portrayal of the eventuahtbhess of Edward Rochester. The
Bronté sisters’ experience at Cowan Bridge, wheagidMand Elizabeth first fell ill,
is very relevant to Lowood and close parallels haeen traced between Mr.
Brocklehurst and Reverend Carus Wilson. Jane’'srtdpr the master of the house,
Mr. Rochester and his superior knowledge might héeen a reflection of

Charlotte’s respect for her master, M. Heger ind3als.

May Sinclair's discussion ifhe Three Brontéand Kathleen Tilloston’s
“Novels of the Eighteen Forties” are two excellgrigvelheaded accounts of the
Bronté-Heger affair. Charlotte Bronté has made lal,selaborate, and apparently
objective record of the kind of fantasy, which weexperience, when we use our
imagination to reshape our experience. In thiddinal autobiography based on a
bildungsroman text narrated in the first persomeJayre recounts her life in detail
without shielding or holding anything back. Janeedds the secrets hitherto hidden
from the outside world, be it the sadistic tormesite endured at Gateshead Hall
from the Reeds, or her sensual awakening at Lowdashe, in her private
autobiography, reveals the unvarnished accountbeoflife. Kohler mirrors the
setting and the first-person perspective of Branti#iginal to explore the thoughts
and feelings of the author even more deeply. Thebéngraphical elements dane
Eyre have been examined in detail. Charlotte Bronté'soinporation of
contemporary social issues and historical accunasyalso received scrutiny as they

project the social issues in the early Victoriamgnd.

Jane Eyr&s adaptation intoManga (a popular graphic literature mode

associated with Japanese popular culture) concddye@rystal S. Chan and Sun
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Neko Lee exemplifies the novel's transcendencesscomntinents and its ease of
assimilation into various cultures. This graphi@giztion provides the readers with
new insights and offers enjoyment. The speech lesaiblat differentiate the novel’s
English and French dialogues, carefully and aestdbt presented artwork, and
cliff hangers makemangaa pleasurable experience for readers across ages a
cultures. Even though the longevity of these adagta might be a question, the
sheer number of resources on genre transformalioore aeserves critical attention,

as they are signs daneEyres perennial resourcefulness.

The third chapter of the thesis titletyjuffled and Stifled: Deciphering the
Voices of Other Characters in Jane Eyre offers insights into alternate
perspectives on Bronté’s novel based on its seleaddeptations. The actual world of
text production and the possible worlds manifedigdhe different authors shall
serve to be the focus of analysis. The world withie original and the adaptations
would be read in the light of the perspectives afer gender, and class. The
remaining eight novel selected for discussion @@nJRhys’sWide Sargasso Sea
(1966), Claire Moise’Adele, Grace, and Celine: The Other Women of Jamre E
(2009), Emma Tennant'&dele: The Hidden Story of Jane Ey2002), Tara
Bradley's Jane Eyre's Husband: The Life of Edward Roche§®11), Sarah
Shoemaker'sMr. Rochesten(2017), Cora HolmesRochester: A Memoif2017),
R.Q.Bell's Edward Rochester: The Master of Thornfield H2017) and Elizabeth

Newark’sJane Eyre's Daught€i999).

It is beyond doubt that a critical project neededbe redefined around a

more dialectical relation between writing, histoaynd ideology. Pierre Macherey in
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a Theory of Literary Productiori2015) suggests that a text could be defined by its
absences or silences. The process of textual ptioduis defined by resolutions
wherein the author chooses not to confront ideckdgtontradictions yet does not
manage to conceal it fully. He also distinguishesMeen what a text cannot and

would not say:

The speech of the book comes from a certain sijemoeatter which
it endows with form, a ground on which it traceBgare. Thus, the
book is not self- sufficient; it is necessarily aogpanied by a certain
absence, without which it would not exist. A knogde of the book

must include a consideration of this absence. (95)

The chapter intends to analyse the absences &mtes inJane Eyre
uncovered by various writers in their novels, tb#er alternative perspectives on
Bronté’s narrative. Firstly, the selected novelsuldabe scrutinised for visible and
covert race related attitudes. While texts Wde Sargasso Sesxplicitly expose
racist stigmas and prejudices, supposedly hiddethenprincipal text, the study
would also investigate the other adaptations tatifleif the same applies to other
texts as well. Jean RhysWide Sargasso Sedeals with the themes of ethnic
inequality and the harshness of displacement asithdation. Rhys makes a post-
colonial argument when she associates Antoineti@sband’s eventual rejection of
her to her creole heritage. The novel does notastgy from uncomfortable truths
from British history like colonialism and slave diea that had been neglected in
Bronté’s narrative. Taking Bertha Mason as herextbpnd the mad woman’s early

life in the West Indies, Jean Rhys transforms GitirIBronté’s wintry romance into
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a tropical romance and liberates the romantic nsténat is suppressed idane
Eyre In doing so, she reworks Bertha, the unspeali@dplee of otherness, into an

unnameable self, and creates a new, albeit elustiage for the inner self.

Both Bronté and Rhys dramatise their protagonfsitalization to reinforce,
or to subvert the conventional notions of charaeted identity. In their seminal
work, The Madwoman in the Attic: The Woman Writer andNimeeteenth-Century
Literary Imagination (1949), Sandra Gilbert and Susan Gubar consideth&er
Mason of Bronté’s novel as a foil Imne Eyre Bronté presents Bertha as a strange

wild animal, and as “the truest and darkest” (3@&@)ble to her protagonist.

As Alexandra Nygren points out, Bertha is a cagualf colonialist,
patriarchal, and ableist hegemony (117). Becaudeeofcolonial subject position,
Bertha has less access to justice and her insaggyavates her subjectivity. The
fictional worlds of most of the adaptations alserseto carry forward the notion of
otherness. The second character that would be doakéhrough the angle of post
colonial criticism would be Adele, Rochester’'s wgsdesumed to be his illegitimate
(French) daughter. Described in Bronté as talesmtlesid materialistic. Adele
remains a severely misrepresented charactdame Eyre primarily for being born
to a French mother. Adele is supposedly rescuenh fitte corruption of Europe
through Rochester’s integration of her into thetiBhi mainland Adele: The Hidden
Story of Jane Eyré2002) andAdele, Grace, and Celine: The Other Women in Jane
Eyre(2009) present Jane Eyre’s story through the petisies of other marginalised

characters of Bronté’s original text.
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SecondlyJane Eyreadaptations would be analysed through the persgecti
of gender. Whethedane Eyrefunctions primarily as a feminist text has been a
source of debate in recent literary and genderodises. As Lawren Owsley
observes, “Jane’s ultimate marriage and pregnaeemnmgly diminish her desire
for independence and her resistance to sociallgtoocted norms of appropriate
femininity. However, these concessions on Janasgiaher prized self-sufficiency
are not sacrifices of her earned agency, but,rateely, cognitive choices that she

can afford to make because of her purchased sbsiaten” (54).

Jane Tompkins challenges the existing historiesthef Western world,
indicating how those masculine histories shareagdsimptions of the genre they are
claiming to describe. Tompkins argues that the Afastiomestic novel can also be
seen as a response to women'’s participation imgeraf reform activities. In the
secular environment of the West, man confrontsidead nature in ways which
marginalised and displaced women as subjects, reatisig a fictional world of
masculine bonding or competition in which women eiteer distractions or objects

to be rescued, reformed, or won (10).

Jane’s inheritance provides her with the luxury rtegotiate her own
interpretation of the social conventions of mareiagnd motherhood. Financial
autonomy that Jane achieves towards the end oidvel allows her to view
romantic involvement as a potentially equitable tpenship rather than as an
opportunity for social or monetary security. Jananages to exercise control and
begins to have a truly egalitarian relationshiphwiochester. Charlotte Bronté, in

Owsley’s words “simultaneously relieves Rochestehig corporeal masculinity,
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effectively elevating Jane to the position of he&the household” (54). Though she
is thrust into different hard situations, she egpes her autonomy through her
decisions like leaving Rochester or returning tom lihereafter. Bronté creates an
alternative Victorian reality which challenges thews on female autonomy. Cheryl
A. Wilson in “Female Reading Communitiesdane Eyré places reading practices
in Jane Eyren their historical context and explores Brontése wf communities of

female readers to challenge the forces of patnarttat policed the pleasure,
creativity, and intellect of Victorian women (13Bronté combines the potential of
the community with the reader. All female readimgups aimed to educate women,
particularly middle and lower middle-class womedy@cated the need for reading
rooms in places like the waiting rooms of traintistas. Such reading groups served
as alternatives to the traditional Victorian famdicle in which the paternal head
routinely policed resources available for readimghte women in the family to keep

women’s solitary pleasures in check and the fahiribe family intact.

As Keith A. Jenkins points out, biblical types wateeply ingrained in the
Victorian mind, and the traditional interpretatioosthe Bible were often used to
reinforce the subordination of women (306). Chael@ronté creates a new kind of
typology that allows her to retain the power oflioél imagery and language, while
channelling it in new directions. Bronté transfdise locus of spiritual and
otherworldly paradise to our everyday world of wdeisure, sexual fulfilment, and
romantic unfulfillment. Bronté&, through her rejectiof the male-dominated narrow
world, offers in its place a vision of a paradigdar and equal opportunity for its

male and female. In the repressing of the realitieshe actual world in which
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Bronté lived to create her novel, she in turn @eanother alternate world that is

grounded in gender justice.

The principal text of analysis, centred on Jahe, grotagonist, is narrated
through the perspective of a woman. However, latgters have done justice to
both the sexes. The significance of the play ofdgerpolitics lies in the fact that
there are a reasonable number of adaptations twththe perspective of the female

and the male.

Nicole Pyler Fisk in his paper “I Heard Her Murraubecoding Narratives
of Female Desire idane Eyreand Secresyoffers a new perspective on the various
elements in the novel, including female friendséana Bertha’s laugh. Fisk suggests
that, in the featured texts, there is both a narrahd a listener, with the greater
responsibility being on the latter (218). Jean RhWWide Sargasso Seghe only
prequel to the novel centred upon Bertha Mason,irsetamaica in the 1830s
explores the early relationship between Antoin€@tsway (Bertha) and her suitor,
Rochester. LikgJane Eyreit tackles women’s issues, but with a decidediffecent
perspective. It is a haunting, compelling new takethe familiar story. The novel

stands out in its foregrounding of madness angtratgma.

Three other sequelédele, Grace, and Celine: The Other Women of Jane
Eyre by Claire Moise,Jane Eyre's Daughteby Elizabeth Newark, anddele by
Emma Tennant deal with other women characterdaime Eyre Moise’s novel
works on the premise that Celine did not die, biketl the news of her death so that
her daughter Adele could have a better life as agligh lady. Newark’s novel

revolves around Janet Rochester, the imagined daugh Jane and Rochester.
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While Jane Eyreaddressed the concerns of the white middle-classgonist and
her aspirations and challenges, the rest of thelaaely on the life and experiences
of working-class women like Grace Poole, and fareigpmen like Celine Varens,
Adele Varens and the creole, Bertha Mason. Womigie’'ss the major concern in

the four novels mentioned above.

When we consider the male characterslarie Eyre every retelling boils
down to the perspective of Edward Rochester, Jame’£master-turned-husband.
Charlotte Bronté’s male hero, Edward Fairfax Rotdreshough a typical female
invention, is “more than a stereotyped figure draative dummy to which we can
attach our hopes and dreams” (Hardy 6). There dsvistuality and substance in

Rochester which is brought into moving relationhathte individuality of Jane Eyre.

Tara Bradley’'sJane Eyre's Husband: The Life of Edward RocheSarah
Shoemaker'sMr. Rochester Cora Holmes'Rochester: A Memairand R.Q. Bell’s
Edward Rochester: The Master of Thornfield Hatain the spirit of the original
Bronté classic, deftly tracing Edward’s life frorrth to death. These versions look
upon Rochester's dark, brooding, Byronic charaater his all-consuming love for
the meek, plain governess. Sara L. Pearson in ‘tming Man: Revelations of
Male Character in Charlotte Bronté’s Jane Eyreliddks to the Second Coming of
Christ as depicted in the Bible as a means of cheniaation for three men in her
novel: Mr. Brocklehurst, Mr Rochester and St JoliwveRs. Through these allusions,
Pearson argues that Bronté depicts Mr. Brocklehasstan Anti-Christ, Mr.
Rochester as a false Christ and St John Riveisealsride of Christ (299). This is a

reading which potentially surprised and shockedeeaworldwide.
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In her paper titled “He is rather peculiar, pggha Reading Mr Rochester’s
Coarseness Queerly”, Claire O’ Callaghan re-exasihe accusation of coarseness
directed at Edward Rochester, the male protagafi®ronté’s classic. Elizabeth
Rigby condemned Rochester as coarse for challengomgative modes of male
gender and sexuality. Callaghan’s paper providesraginal reading of Bronté’s
novel that explores Rochester's coarse behaviourregsesentative of queer
masculinity. The paper heavily draws from conterappr queer theoretical
discourse. Callaghan suggests that Bronté’s matgagonist, Edward Fairfax
Rochester, articulates a wide range of queer miascplossibilities that valuably
register a resistance to the dominant ways of bigirtige nineteenth century. Critics
have also read Mr. Rochester as the image of GlarBronté’s own wounded,

bewitching masculine energy.

The fourth chapter of the thesis titleByom Words to Visuals: Jane Eyre
and the Hollywood Romantic Myth', focuses on the ten titular movie adaptations
of Jane EyreJane Eyrehas been adapted into several theatre performangess,
radio plays, television films, and feature filmrr the early 1900s. It will be
necessary to offer accounts on how the various anedfi publishing and
broadcasting: cinema, radio, and television, eath w#s own determinants and
specificities, also interact in complementary andtrasting modes. The first titular
adaptation oflane Eyrecame up in 1910 while the most recent one was setea
2011. The latest theatre adaptation premiered 6 20 the UK. The focus of the
fourth chapter is on ten feature films that wetdeased under the title “Jane Eyre”,

which heavily rely on the plot of the novel, at ésstaying true to the storyline of
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the actual novel and at times strikingly differéoim the same, released between the

period from 1934 to 2011.

Not all movies have done justice to the princifgadt. Many times, we see
the Jane Eyre of the movies falling love-sick fer Bmployer and harbour the desire
to enjoy the safety and security which Rochesteghinpossibly be able to offer.
This is a disgrace to the Jane Eyre of the novel whs brave, strong-willed, and
determined, who left Rochester behind upon theisa&@dn that she can never be
truly wedded to him in the existence of his livirgyt insane wife, Bertha Mason.
Movie adaptations mostly portray Jane Eyre as adinary woman satellite

revolving around a male star, succumbing to itsiggonal pull.

W.L. Andrews, in his article on the film adaptatsoof Jane Eyrditled, “Is

This Film the Real “Jane Eyre”?” points out:

They (Brontéans) will hold that a film, however gdoy the criterion
of its own world, cannot do justice to a Bronté tegsece or any
other great literary novel. It may have the samenem for the
characters, exploit some of the same incidents,tgnéhithfully to

reproduce the same atmosphere; but complete ttmmsimom the

idiom of the novel to the idiom of the screen igpoasible (1).

Sarah E. Fannings in her essay, “The Many Facedanté Eyre: Film
Cultures and the Frontiers of Feminist Represemtatanalyses screen adaptations
of Bronté’s classic. She looks at the differenttnds of feminism starting in the

1940s and examines hodane Eyrehas been differently portrayed across the
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cultures, at times when gender norms are rigorotigdyienged in the culture. While
all the movies depict the racial tendencies inhenerthe source novel, not many
have paid attention to Jane’s coming to financiadlependence through the
inheritance from her uncle. A fair share J&fhe Eyremovies has also shied away

from mutilating Rochester to protect his mascuwinit

The chapter aims to reathne Eyrefilms in the light of the perennial
guestions and concerns on adaptations such agtdrg & which things are lost and
gained in the process, discernible patterns oftatiaps, reception by audience, and
integration into popular culture, and influencetloé medium on the conveyance of
the source text's message, and insights. The engageof the adaptations with
Bronté’s original would be contextually examinedtwreference to the dominant

ideologies during the times in which each of thapdtions was released.

The fifth chapter of the thesis, titled?drody, Pastiche and Pop:Jane
Eyre's Enduring Appeal in Contemporary Culture’ is designed to provide a
context for debates centred on the pleasures otulgogiction in all their
ambivalence, tension, and contradiction. Drawingcontemporary critical theory,
the chapter will investigate production contextsnigs in their historical diversity
and fluid boundaries, texts and the formation oéniities or subjectivities,
readerships and the historical conditions which pshahe production and
reproduction of re-readings. This chapter wouldestigate the terrain of the
production, reproduction, and reception of poptietion as a matter of historical,
cultural, and political concern. The age-old didmy of high v/s low literature can

no longer provide an adequate basis for satisfactmcounts of how certain
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narratives influence and impinge upon the lives arperiences of their readers.
This is not necessarily based on the subversioexddting literary canons and
creating alternate canons, but of confronting tlegotiations between popular
fiction and classic fiction. It is a negotiation sbcial discourses, along with the

desires and fantasies, identities, and aspiratibits heterogeneous readership

In Gender, Genre, and Narrative Pleasy2912), Dereck Longhurst points
out that the agendas which have been constructbdaninatter of time around the
critical study of popular fiction are complex andried but there were some rather

simple starting points:

[tihe desire to challenge the literary canon awégi rather than as
produced and reproduced in specific historical farons;
dissatisfaction with critical practices which (andersed the
simplistic dichotomy of ‘major’ vs. ‘minor’ literaire, (b) assumed as
self-evident the category of ‘literature’, (c) ctinged historical
formations as mere ‘background’ to the literaryttenthin which

meanings were intrinsic rather than produced (3).

While Jane Eyras a prominent text in canonical literature, thet teas also
paved the way to the creation of numerous populdture texts, inferior to the
original in terms of craft and narrative strategig®t extremely popular in

contemporary culture.

The chapter focuses on the interplay of the fialoworlds of the texts in

contemporary popular culture with due focus on merchandising and other art
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forms centred odane EyreJane Eyre is not just a celebrated Victorian atagsit

it also ranks among the most popular novels in iBhditerature of all time. Rubik

draws a parallel between Chris Baldick’'s observato the longevity of modern

myths based on Mary Shelly/gankensteinand the longevity of Charlotte Bronté’s
Jane Eyre Rubik opines, “Like all modern myths, its lifeshbeen ensured ‘not by
being retold at great length’ but by its reductitanthe simplest memorable patterns’
(Baldick 3) and their ubiquitous and often de-catialised dissemination in

popular culture” (10).

The study of popular fiction, as is widely recaged, plays an important part
in cultural analysis. Reading popular fiction isloager generally considered to be
an activity which a reader should admit shamefaceBbpular narratives were
generally denigrated as narcotics, and its conssiaeunenlightened ones. The field
of critical study is now characterised by stimuigtiand provocative debates which
are rooted in cross- disciplinary inquiry and thedgch address the key questions
concerning social groups and their relation to ¢héure which they belong to,
represent, or inhabit. The ways and means by whighous institutions and
processes that are involved in the production @iupar fiction, shape the way texts
and genres create, distribute, and circulate mganand ideological values are
significant How do popular cultures interact with one anottseamother question.
How do popular fiction address their readershiperms of class, race, gender, age,
regionalism, national identities is yet anothengigant question. It is important that
we identify the material conditions under whichdieg as a social practice takes

place. Attention must be paid on how readers dna@nuo make sense of a popular
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narrative. The chapter also identifies simple pagtento whichJane Eyrehas been
reduced which makes it relatable to many acrosswiwd ensuring the novel’s

perennial appeal in popular culture.

The final chapter concludes the points of the stigation and ties together
the multifarious approaches with whidane Eyreadaptations have been looked at
in this study. It sums up the analysis based org#reric transformations, shifts in
perspectives, visual media adaptations, and thefisignce of the novel in popular

culture foregrounding its ever-increasing popwaaind longevity.

Attempts have been made to study the nature dedaree of manyane
Eyre adaptations. However, it is to be noted that in tnoases such efforts were
focused upon a single adaptation, retelling orteepretation. The area lacks a
comprehensive study. The diverse aspects of thel inave been dealt differently by
different artists. Some of the responses foregrednitie novel's romance, some
others highlighted its rebellion, and some criticadealt with the novel's blind
spots. Bronté scholars have responded to diffefacets of the novel and its
adaptations differently. Barbara Schaff's articlené Strange After-Lives of Jane
Eyre”, highlights the importance afane Eyreas a prominent work of both the
British literary canon and popular cultudane Eyrehas been read in the light of the
recent ethical turn by Bronté scholars like Barbamti. In “Landscape and
Character inJane EyreandWide Sargasso Sgalrhomas Loe takes the novel as a
perfect example of a work that goes beyond thecapin the depiction and
treatment of landscapes to generated meaning ahditide for its charcters.

Wolfgang G. Mdller is interested in the paradoxistdtus of Jane Eyre as both a
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derivative from a period classic and as an indepenhgost colonial classic.
Margarete Rubik adopts a cognitive approach to téxtual world presented in
Fforde’s novel and indulges in Fforde’s dissolutiohthe ontological difference
between fact and fiction. Scholars have also basairiated by Fforde’s playful, but
reverential parody ofane Eyreand his creation of an alternative universe which
runs parallel and occasionally against the origiAalaptations for child readers are
the focal point of Marla Harris’s paper, which cov@rose adaptations, but above
all comic books and graphic novels. Despite theupopy of the novel, scholarly

works from the Indian subcontinent dane Eyreare negligible.

With fresh titles being frequently and religiousdgided to fanfiction and
atleast one television/feature film being made gwkacade, the novel never ceases
to amaze. Hence a study on its perennial poulartyfanfiction proliferation is the

need of the hour.



CHAPTER I

“Reader, | Married Him”: Generic Fluidity and the E ase of
Appropriation in Jane Eyre's Adaptations

Genre is generally understood as any kind of catelgased on a criterion or
a set of criteria. It is one of the oldest and bdeatures of literature. Genre is
generally understood as fiction or nonfiction imte of the nature and subject; high
class or low class corresponding to subject mattet treatment; innovative and
traditional; printed or performed and so on. Thigssification of texts based on
various criteria has been in practice since thesatal times. As Daniel Chandler
observes, “[i]n literature the broadest divisiorbetween poetry, prose and drama,
within which there are further divisions, such esgedy and comedy within the
category of drama” (1). Since inception, genrelbeen studied, conceptualised, and
employed by authors, readers, and literary criati&e. Genre corresponds to
essential and specific ways of using human diseoarsl is also widely examined
from a functionalist perspective. The objective g@énre is to classify, and
classification is a prerequisite in the understagdif an object of study. Literature,
folklore, music, dance, paintings, cinema, crafig &arious other media forms use
genres to distinguish their different kinds of audtl productions. Therefore, a genre
is either attributed to a given cultural form or iisvented in the process of
taxonomical classification. While genres like tleenance, horror, gothic, realistic,
modernistic, historic, feminist and the like areeoonly connected to the reading

and interpretation of fictional texts, genres likaturalist, impressionist, and
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expressionist apply to paintings, and genres léaistic, melodramatic, feminist,
and western apply to cinema. Texts or cultural potglare compared and contrasted
and thereafter classified based on basic feat@rexiucts falling into a particular
group of classification generally share some oféhteatures. They stand in relation
to many other texts which do not share common featand are hence grouped into
different genres. Despite the medium being litegtainema, painting or any other,
a cultural product always shares commonalities wikiers of its kind, placed within
the same genre, while at the same time also segmilarities with other products
of its kind, placed within other genres. Intereglyn there are no fixed rules as to
what constitutes a particular genre. Features amctorls essential for the
classification are medium specific and would helacgely vary from one medium
to another. As a result of this flexibility, mangrges are in use and new ones are

still emerging or are formulated from time to time.

The world of genre studies has continued to grapidly, gaining variety
and complexity with the concept of genre being exauohthrough a wide variety of
intellectual traditions. Since its inception, saleperennial doubts have plagued
genre theoryRobert Allen famously used the analogy of a botagigiding flora
into different realms to describe the process ehking up or classifying literature
and art into genres. He notes that for most 02,80 years, “genre study has been
primarily nomological and typological in functiohti.has taken as its principal task
the division of the world of literature into typ@sd the naming of those types -

much as the botanist divides the realm of flora intirieties of plants” (44).
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However, the analogy with biological classificatianto genus and species

misleadingly suggests a “scientific” process.

In The Anatomy of Criticisn(il957), the formalist literary theorist Northrop
Frye presented certain universal genres and madie &ey to organising the entire
literary corpus. Contemporary media genres tencel@te more to specific forms
than to the universal genres: tragedy and comedyvadays, films are routinely
classified as thrillers, rom-coms, horror, fantasgl so on— genres that every adult
in modern society is familiar with. The same applie television genres such as
‘game shows’ and ‘sitcoms’. While we have inventednes for countless genres in
many media, theorists also argue that there are/ widwer genres and subgenres, for
which we do not have names yet. Carolyn Miller asggg that genres do not lend
itself to taxonomy as genres “change, evolve, awhy’ and the current number of
genres in any society is “indeterminate and depamgsn the complexity and
diversity of the society” (163). The classificati@and hierarchical taxonomy of
genres is neither a neutral nor an objective praeedThere are no undisputed
frameworks and maps of the system of genres asgifi@ation within any medium,
though literature at times may lay some claim to@se consensus among critics
and theorists. Furthermore, there is often conalder theoretical disagreement
about the definition of specific genres. “A gemsaultimately an abstract conception
rather than something that exists empirically ie ®orld”, notes Jane Feuer (144).
One theorist's genre may be another's sub-genreev@an super-genre while
technique, style, mode, formula, or thematic gragpnay be treated as a genre by

some others. Themes, at least, seem inadequatbasssafor defining genres since,
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as David Bordwell observes, “any theme may appeany genre” (147). In the
discussion on the rhetoric of cinema, he raisestie on the basis, nature, and
formula of classification of television genres asn@ation and documentary, filmed
play, comedy, tragedy and so on. In passing, herofa useful inventory of
categories used in film criticism, many of whichvlaeen accorded the status of

genres by various commentators.

Since its publication in 1847ane Eyrés fame has firmly established it as
‘common property within the culture’. Along withsipopular status as a classic text,
since the mid nineteenth century, the novel hasgoed virtually every form of
cultural medium. The novel was reworked into a rdedmna for the Victoria Theatre
in London merely three months post publication.AE. Fanning observes, “[the]
plethora of adaptations since, which to date ireluggaphic novels, television
serials, films, plays, radio dramatisations, emtichildren’s narratives and various
other reformulations, demonstrates not only theabllity of the novel but also the
perennial impulse to retell the story &dine Eyreanew practically every decade”

(41).

Julia Kristeva states that every text is an aligmrpof another (383) while
Barthes observes that every text is an intext (38@hifying that art is dependent on
art and may incorporate allusions to previous woW#hin the larger spheres of
language and activity, writers negotiate multipgemetimes conflicting genres,
relations, and subjectivities, so that there isagisvthe potential, in some genres and
in some situations more than others, for genergistance and hybridization.

(Bawarshi, 11)
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Hybridizations eventually result in alternate vens, that amount to a series
of pop culture excesses as is the case of theemin#t century classidane Eyre
How has the trajectory of “the poor, obscure, pland little” (Bronté, 292) Jane
been reimagined, reinvented, or reinterpreted bjcas in several Neo-Victorian
novels is a pertinent question. Neo-Victorian newliaw upon “Brontéan legacy to
invite particular readings of their central femalearacters as well as issues of
gender, race, and class” (Regis, 192). The chapees the experimentation of
twentieth and twenty first century writers in adgang new modes of fiction while
often revitalising the inherent gothic and romantraits of Jane Eyre It is
interesting that the classic gothic-romaniigne Eyrehas been transformed into
various genres that include crime/detective ficticmldren’s literature, young adult
fiction, vampire/zombie fiction, sci-fi, erotic tion, and graphic fiction. This
chapter explores eleven adaptationsJafe Eyrethat fit into each of the above-
mentioned genre categorieShe Eyre Affaiy Jane SteeleJenna StarbornJane
Eyrotica, Jane Eyre Laid Bare, Mr. Rochester British Bad BBgcoming Jane

Eyre, Jane Airheadlane Jane Slayre, and Jane Eyre (Manga)

The literary genre of crime fiction has a 250-yé#story, dozens of sub
genres, and thousands of examples. After a begjrihiat identified them as low
class and marginal, crime fiction has come a lomy waining respectability and
acceptance. Critics differ in their opinions regagdcategorisation, characteristics,
and conventions of crime fiction. Stories with axgoon interest in crimes and
criminals such as detective stories, crime thsllemurder mysteries, suspense

stories and so on make up a highly popular genpgopiilar culture fiction. Reading
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detective fiction is a global pastime and new teehckathe fresh air into this genre
every day. According to Rebecca Martin, if wideggrecultural diffusion and
longevity are indicators of the success and sigguifte of a literary genre, detective
fiction requires no further evidence to prove itertln (xii). She establishes that
though literature without moral value was deniglate the eighteenth and
nineteenth century, reading texts that offer mertergainment is no longer deemed
as a waste of time. In Martin’s words, “in our cemporary culture, this question
about morality is no longer asked so directly” (XVhere is a consensus regarding
the popularity of crime fiction that it is drivenyban enduring appeal on the
aberrations of human behaviour. Moreover, the psiggly of the law breaker has

also remained a trope that has evoked interebeingaders across the globe.

The genre known as ‘crime fiction’ with its numeso sub-genres like
detective, mystery, locked room, spy and so oneigeed to have stemmed from
the gothic traditions of the eighteenth centurytiBonovels followed the pattern of
uncovering secrets and mysteries, identifying thaivas of terrible and heinous
crimes, and restoration of humanity’s faith in jost From a historical perspective,
stories about crimes and criminals were circulaeng the lower class and barely
literate people in England in the early nineteecghtury as a deterrent to crime.
(Martin, 4-5). The detective, also popularly reéetto as a ‘private eye’ was mainly
an American phenomenon that sprang during the gade (the period between the
two World Wars). A private eye in fiction is a figucharacterised by “superhuman
intellectual” abilities along with “tenacity” anddughness” (Horsley, 73). Generally

regarded as male, the loner is tougher and snthdarthe outlaws he encounters in
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his investigation. IPistols and Petticoats: 175 years of Lady DetestiveFact and

Fiction, Erika Janik traces the evolution of the femaltedktves, their struggles in
law enforcement and crime fiction in the past 1@arg. From the beginning, police
work was considered a male domain and women whametbrihe badges faced
discrimination and harassment. It took anotheruwgrfior women to enter forces as
full-fledged officers. Within the covers of populéiction, women writers started
creating crime fiction and female sleuths. Malehats also contributed to the
creation of a healthy handful of female detectivébe nineteenth and early
twentieth century female crime fighters were chemased as independent,
resourceful, and courageous, excited legions aherfiction fans, and paved the
path for the birth of celebrated characters likerisly Drew, Jane Marple, ... and

Kay Scarpetta” (Janik, 7).

Jasper Fforde is an English novelist, who is thth@ of several novels
which crossover genres and contain incredible mestuwf fantasy, thriller, and
humour. The Eyre Affair (2001) is the first instalment of his phenomenally
successfulhursday NexS8eries featuring Thursday Next, literary detectwthout
equal, fear or a boyfriend. It is an engaging amgtigating
rendition ofJane Eyresuffused with suspense and thrill as = V RE
Next is entrusted with the mission to locate criahin ‘,_; AFEFAIR‘

Acheron Hades and rescue his hostage, the litehamacter

Jane Eyre.

Thursday Next sets out to find a way to enter the
Fig2.1 Cover photo of

text to prevent as well as reverse any damage-Hhdes has ~ The Eyre Affair
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inflicted upon the text. Fforde features ThursdaxiNn an alternative and off beat
Britain in 1985 whose culture is literature badedtain is still fighting Russia in the
Crimean War and vampire infestation is common ¢ghapecial team of officers are
dead set on locating and brandishing vampires, thed prevailing culture is
literature based. Erica Hateley in “The End of Ehge Affair, Jane Eyre, Parody,
and Popular Culture” observes that Thursday’s wisriglated to, but separate from,
our own. Cloning of long extinct animals is a hoplpagers exist along with
vacuum-valve based computers, an old biplane iotiye aeroplane, time travel is
possible, and werewolves and vampires are actualmal problems (1024). In the
Britain of 1985, cloning is a reality, time traald alternate realities a routine, tours
to literary worlds not unheard of, and literatusetaken very seriously that literary
relics are kept under “bullet proof glass and gadrly electronic surveillance and
armed officers" and the “enthusiasm for art artdrdiure in the population
undiminished” (Fforde 12-13). Crimes against litara are rampant in the lucrative
literary market and the LiteraTec department of $pecial Operations (SpecOps)
Network was exclusively dedicated to the investagabf literary crimes such as the
murder of fictional characters for personal motjvidse the murder of Quaverly
from Martin Chuzzlewit (Fforde 204), murder of rgedople advocating movements
or supporting certain authors; like the young salisewho is stabbed to to death by
French impressionists (Fforde 9), manuscript desbm or stealing; attempted
destruction of Jane Austen’s letters by a derangedd/idual and an organised
attempt to hold Jonathan Swift's papers to ranséforde 12), abduction of literary
characters for heavy ransom or other motives; pdmg of Jane Eyre by Acheron

Hades (Fforde 295), attempting to peddle poorlgddrsequels; like “Rime II- the



Venugopal 3¢

Mariner Returneth” (Fforde 161) or tampering oflitezs within fictional texts; as in
the pirated copy of Doctor Faustus with a rewritt@ppy ending (Fforde134). The
events of the novel are set to action with Acheratdes, the third most wanted
criminal in the world, who can steal thoughts, gmdject images at his will, who
was invisible to film; hence no records to his appeace ever found, and who would
kill while he laughed (Fforde 119) kidnaps JaneeEfrom the original Bronté

manuscript.

Thursday’s version afane Eyreas different from thelane Eyreof our times.
In the Jane EyreThursday knew of, Jane never returns to Thornfiladtead, she
accompanies St. John Rivers on his missionary endesito India, a “rather flawed
climax” which caused “considerable bitterness” witBronté circles. (Fforde 38)
Jane Eyre is a recurring motif of the text withazhet copy of the novel saving the
protagonist from a bullet injury (Fforde 55) andwiald Rochester stepping out of
the book to attend to the injured Thursday befbeedrrival of the medics at the site
of an accident. Thursday’s world and the worldsheftexts within are so permeable
that with the help of technology, people travelkbaad forth the boundaries. Even
without the use of technology, as a child, Thurseageriences her reality dissolve
as she makes her way into one of her favourite Ispdane Eyre Unfettered by the
rigidity of the narrative, Thursday, in her childith was mysteriously transported
from the Bronté Museum where she was attendingolt beading of the scene in the
novel where Jane first meets Rochester. Spottingrstlay in front of him,
Rochester, who was aware that he could “stretctbdlumdaries of the story a small

amount” tried to steer his horse away to one sidéhe® lane and crashed to the
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ground. She assumes that Rochester would have baeersed by “the rare
appearance” people like her made in his otherwimeg‘and repetitive existence” in
the narrative. (Fforde 67) It is made known to tkader that before Thursday’s
intervention in the novel, Rochester never felhirbis horse in any copies d&ne
Eyreanywhere. In a moment when Rochester himself caesf his narrative and
converses with Thursday, he opines that her int¢ime “improved” the narrative
and made Jane and Rochester’s meeting “more dicn(@torde 190). Jane Eyre is

deployed as a literary artefact readers can redghhysically enter.

The barrier between fiction and perceived realityFforde is softer than
what we think in a manner that any change that érappo the original manuscript
of a text becomes reflected in all other copieshef text, anywhere on the planet.
Excision of characters from original manuscripts gaove fatal to all its copies.
Fforde contemplates a world where an inexplicaldeoss fertilisation” (211)
between fiction and reality has been happening doer a hundred years.
Intertextuality and the space between the text iadity are central conceits of
Fforde’s text. Thursday’s uncle, Mycroft's invemrii@f the Prose Portal, a device
that facilitates transportation to literary worlaisd back, creates a literary mayhem
when it fell into evil hands. Convinced that he @llosabotage a novel with great
fan following for a greater impact, Hades decidemakelJane Eyrehis target. With
Jane Eyre’s abduction from page number one hundredseven of the original
manuscript, the narrative, that had been goingooever since Bronté completed it,
collapses, primarily because the novel is writtethie first person. Frenzied readers

and Jane Eyrefans were quick to notice the strange goings-oealy as twenty
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seconds of Jane’s kidnapping as “Jane Eyre is bitlpge me and bigger than you”
(Fforde 288). Thursday states, “governments anbidas come and go but Jane
Eyre is for all time” (Fforde 267). The novel takes interesting turn when
Thursday Next enters the fictional world &dne Eyreto locate Hades and free his
hostage. According to Fforde’'s narrative, Thurs@ay Rochester's attempt to
vanquish Hades drastically changes the narrativeuath a way that Thornfield is
burnt down, and Rochester’s palm shattered; cafatstt events which were not part
of the novel till date. Acheron Hades gets killeg Bertha Mason before she
commits suicide and the ethereal cries that Jame BEgars towards the end of the
novel were Thursday calling out Jane in a hoarsespehn imitating Rochester’s
voice. Thursday exits the novel thereafter and géhding of the novel is altered

forever.

Christina Hardyment in her interview with Jasptarée observes that it was
his heroine who gave an exciting life to Jane amtHgster instead of Bronté’s
original plan to “let her dwindle into a wife indra with soppy St John” (2). lhhe
Eyre Affair Thursday observes that the Bronté Federationrexp@dJane Eyre
fans were not pleased by the new ending which lsapged Rochester and tore
down his mansion but were pleased to witness thg-&waited union of Jane and
Rochester, with ninety nine out of a hundred rem@apressing their delight in the
new ending in a recent survey (Fforde 361). Thursdiext, the heroine is like Jane
Eyre in many respects. Mervyn Rothstein recordsdefsf description of Thursday
Next as “a feisty heroine like Jane Eyre, who isyv&@rong at times but also a bit

weak romantically” (Rothstejr2). She is free, independent, willing to changesjob
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determined to decide for herself the trajectorhef life. She is also reunited with
her crippled lover, years after their unfortunagpagation. A matter of fact handling

of the reality-bending moments of the novel makesreaders engrossed in the text.

Lyndsay Faye’slane Steel¢2016) surprises readers by retellidgne Eyre
in the world of crime and guilt. Faye is an Amena#velist noted for her Sherlock
Holmes pastiches and critically acclaimed for nevigke Jane SteeleGods of

Gotham andObservations by Gaslight

Jane Steelés one of the finest examples of the fluidity Ja#fne Eyrewhich
facilitates the movement from romance to crime atigr genres with relative ease.
The transformation is not forced upon the readeris:\@ an exercise of adjustment
and compromise. Unlike a conventional crime ficttbat taps on humanity’s desire
to uncover the truth behind mysterious crimes,roitenurder
or any other unsolvable crimes that sets the adtianotion,
murders committed by the protagonist are at thet lefahis
novel. The reader is never in the dark nor doesailor

create a puzzle that the reader is compelled teesdl is a

<

. . . - -, Fig 2.2 Cover photo of
witty and gristly reimagining of Bronté’s tale wileerthe Jane Steele

protagonist Jane Steele, ranges from being an nypban intelligent governess and
to a cold-blooded serial killer. Faye’s narratigsealso unique in the aspect that it lets
the serial killer, Jane Steele, get away with iak imnurders she committed with the
readers never wishing the opposite. In an interwewch discusseSane Steele

Faye says that she wrote the novel out of profaesgect for Charlotte Bronté and
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the hardships she had to endure in a hellish bogusthool whose miserable living

conditions snatched the lives of her two sistéti®bpits and Jane Eyre, 50)

The novel follows her course of being orphaned aodiliated by her
family to her eventual escape and the blood chillimurders she commits through
her life and a trail of corpses that she leavesnoelfunapologetic and resilient, Jane
Steele drifts a lot away from Jane Eyre in her ati@risation. Unlike Jane Eyre, she
isn't a true orphan. Her mother, Mrs. Anne Lauree&t was alive, yet detested
throughout their familial estate, when the novekmp She was “tragically and
irrevocably” (Faye 6) French and beautiful, whideede considers to be the major
ground for the ill treatment she was subjectedl&me’s mother had informed that
though the rest of the family considers them asendependents, Jane Steele was the
rightful heir of Highgate House and once the docuim¢o the effect were found,
she would come in possession of her property. Heweshe also expressed her
concerns on the matter as inheritance for girla ihighly complicated matter”.
(Faye 7) Jane Steele commits her first murder\etra tender age while resisting a
sexual assault. She remarks that of all the murtemmitted for love and for

better reasons”, the first was the “most importgrtéye 3).

She draws inspiration fromdane Eyreand in Steele’s words, “the work
inspires [me] to imitative acts” (Faye 3). Janestationship with Jane Eyre is what
makes this novel “its own type of piece de resistan("Fay Lyndsay: JANE
STEELE.", 1 Feb 2016) She is unlike Jane Eyre towhhe brawny shoulders of
the north wind carried ethereal cries. The boardeigpol which taught Jane Eyre to

be submissive and meek, made Steele transformaintmlf in a girl's clothing.
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While Eyre sought sophistication and modesty, Lontdansformed Steele into a
pale wide-eyed creature with an errant laugh, aftudife and for dirty vocabulary,
and a knife in her pocket. She commences her atamfuher murders with the
statement “Reader, | murdered him” (Faye 5) seinatjgthe “Reader, | married him”
in Jane Eyre(Bronté 517). Her first victim was her cousin Edvarbary, the son
of her father Jonathan Steele’s half-brother, MichRrd Barbary. Her initially
amiable and seemingly peculiar relationship withviEdBarbary took a dark cast in
1837. She had evaded from his sexual advancesbeyere and thoughts about their

childhood proximity brought disdain and shame in he

The idea of class is pertinent as well. Mrs. PaeBarbary, Jane Steele’s
aunt never missed a chance to make insinuatingrksnoa Jane and her mother’s
social class. Mrs. Barbary considers inviting thee’s for a family meal as an act
of benevolence as she “graciously allows” (Fayeth8jn to sit at the same table as
hers. Jane was criticised for being capricious iapgicusable while Edwin was the
epitome of class and manners. Anne Steele passasiawer sleep leaving Jane in
the custody of her malicious aunt. Her rights wemped off in a series of
psychologically violent deeds such as being dethedprivilege of being present at
her own mother’s funeral, as she was considereduaprincipled child” who
showed “little restraint” (Faye 16) and the “bittenit of a poisonous tree” (Faye
17). At the beginning of her saga, Jane Eyre thekself away in a curtained alcove
and attempts docility. Morbidity had been the closenpanion of Jane Steele ever
since her mother’'s death and deceit came to heasg as breathing. While Mrs.
Reed sends Jane Eyre away from Gateshead to MrckiBhurst's Lowood

charitable institution, Mrs. Barbary sends JanelStaway with Mr. Vesalius Munt
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of Lowan Bridge charity school. Jane Steele wag aemy to be taught manners,
cease being stubborn and make herself useful tedtiety when she comes of age.
Mr. Munt is a representative of the puritan ideaadfbeing evil and artists sinful
which leads to his immediate rejection of Jane I8tas she was born to an artist
mother, with what he perceives to be a “troubledndhi (Faye 26). Faye
accommodates the idea of madness through Anne Laigele and how she is
perceived by the other characters around her. Wlalee Eyre was relieved and
happy to leave Gateshead, Jane Steele’s relucimmemarkable. Her assertion that
she “should not”, “need not” and “will not” (Fay®Rleave Highgate House as she
is its rightful owner is a pivotal point in the relvEdwin Barbary’s intervention and
his statement that “he is the man of [the] hous&lyé 30) and that he wishes Jane
Steele to stay is equally important from a gendasective. Edwin Barbary who
tried to assault Jane Steele at a later pointennttvel was pushed by Jane off the
cliff with all her might leading to his demise. Bhaccidental murder governed an
enormous percentage of her life thereafter. SHesesahow calm she remained after
the incident and how least affected she was bgdinge. Never shedding a tear, Jane
Steele plotted her escape and is surprisingly seéave fallen fast asleep after her
first murder. To escape the investigatory procegglidane Steele demands Mrs.
Patience Barbary to send her away with Mr. MunyeFanarration of Jane Steele’s
travel to Lowan Bridge by a coach is perhaps onethef most self-reflexive

instances in the novel.

The novelist identifies an author’s descriptiortloé travel for the edification
of people who have already travelled in coaches, aasvexing practice.

Defamiliarisation qualifies to be overtly laboriotisat Faye simply lists a series of
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phrases for the unlikely reader who might not h&raeelled much and thereby
fulfils “[my] literary duties” (45). The initial egodes at Lowan Bridge and Lowood
are strikingly similar with their iron fist headmass and extremely puritan ways.
The following chapters odane Eyreand Jane Steel@ortray the plight of girls at

such charity schools and their supposed redemphicough torment and sacrifice,
both self-induced and compulsive. The passive &ggre punishment system at
Lowan Bridge includes denied meals, inking the méfe on forehead, assigning
hours’ worth of lines to read and write, and segditudents to sleep early without
letting them prepare for the next day’'s tests apkating the punishment for poor

grades.

Faye elaborates on social hierarchies througistititive anecdotes on the
four groups of girls who attended Lowan Bridge. $Slaand gender and their
manifestations are the central points of the dismuGirls from wealthy families
who were considered unsophisticated to deserve fibrunes, were the first group
who attended the schools in the hope of findingbadgposition in the house of a
higher class or become more marriageable. The dega@up was made up of girls
expected to be governesses and had parents whabaekeupt. The third group of
girls, Jane Steele herself included, were thoséhatmercy of their moneyed
relations and sent away to become drudges on péugle’s estates. The final group
was plagued with poverty, though devoid of the gwess of becoming either
marriageable or becoming governesses. The novebstdeference tdane Eyre
comes at the episode when Jane Steele gets pumitbetiaving been deprived of a

week’s dinner, for mourning her mother and scregmirhile asleep. Mr. Munt
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dismisses Jane’s mother as a “debauchee who peridékberately” and as a
“disgrace to the natural order —an embodied disagkaye 71). Jane Steele was
treated predictably poor for the seven years skatsgt Lowan Bridge as she could
not shake off the stigma of a lunatic for a mothed became adept at grieving and
suffering agonies. For herself and for fellow pniscs, Jane “lied, and grown still
better at it” (Faye 77) and over the years, heathsting, slinking capabilities” (Faye
77) had been honed. By the age of sixteen, shealnasst like a reptile; poisonous

and deadly.

Jane Steele’s life at Lowan Bridge takes a diffetarn after she stumbles
upon a series of sexually charged letters fromheaxdmaster to Miss Lilyvale, her
favourite teacher. The episode of Mr. Munt's daigckoning, a session where
students and staff at Lowood accuse others of nwhales, they have committed
the earlier days such as skipping a prayer, praleteimental to Becky Clarke,
Jane’s best friend, as she fearlessly names Mrt Kburthe “unwanting attentions”
(Faye 81) he had been subjecting Miss Lilyvalemaking the latter distressed and
uncomfortable. Clarke, on the contrary, was ricgdufor her parents’ business of
printing lurid erotic fiction and punished with ongeal a day for making a mockery
of Mr. Munt’s reckoning. Mr. Munt’s remark on eddica of girls is noteworthy. He
states that his idea of egalitarianism and betighe value of education “for every
child, including everiemales (Faye 82) has garnered him much criticism. Heffsco
that girls like Becky Clarke have proven this cigm right. Confessions by Miss
Lilyvale, such as girls who are told to visit Mr.Nits study never “speak of it

afterwards” and that “he shows them pictures, ssiggthings...things he accuses
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them of secretly longing to do” (Faye 85) furthamishes Mr. Munt’s image while
at the same time raising concerns on the hypoofisiye Victorian morality and the
exploitation of girls in boarding schools and chamstitutions. The plight of Jane
Steele who grew accustomed to carrying invisiblarsenked in flesh tone over
flesh is disturbing. While Clarke was starved, Muntimidated Steele with possible
expulsion from the school and later admission mtmental asylum where inmates
were chained to bed covered in their own filth,jeoted to ice baths and mercury
doses with leeches on scalps and fed “less cusydnfgaye 91) than at Lowan
Bridge. When left to choose between ending Clarkmisishment and her own
expulsion, Jane Steele had no second thoughts.’Mcmivoluted decision paved
the way to his own demise when young Jane souggtipothe sharp letter opener
and plunge it into her headmaster’s neck, thus cittinign the second murder of her
life for good reasons. Her stoic nature is inteadithrough the author’s observation
that she “paused to be medically certain” (Faye tBd) Mr. Munt was dead. Jane
Steele’s lack of regret is evident in her evenargjagement with the reader with her
guestion whether the latter would prefer her toendglt remorse in the aftermath of
[my] second slaughter?” (Faye 95) She recollectsriigal feelings after the murder
and remarks that the brutality of the act sentsi@ae tremors through her small
frame for days, but she never regretted endindifdn@f her abusive and merciless
headmaster. Steele advises the readers to absiairkilling for love as it is one of
the most “tangled acts” in an already “twisted wbr{Faye 95). This point marks
Jane Steele’s transition from a confined schooirenment into the world out in the
open with its opportunities and dangers. Youngsdidd Lowan Bridge to various

parts of England in the chaos that Munt's murderated. Jane Steele and Clarke
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arrived at London, homeless and horridly inexpereh The centre of the Great
British empire was least welcoming but galvanisis&ieele sought to face her
demons living a penniless, wretched life in a elyich considered girls of her age
untrustworthy. The news that inspector Sam Quillfea oversaw Mr. Munt’s
murder investigation took a toll on Jane Steel@age of mind as he was the same
police officer who had investigated Edwin Barbanyisrder and had bombarded her
with queries. Faye’s choice of professions for Kdaand Steele is also noteworthy.
While the meek and docile Clarke took up the jola street singer, Jane Steele who
“penned atrocities” (Faye 117) had to jot down eooant of the murder she herself
committed mingling her memory and imagination anadently leading out her own
guilt. Penning crimes suited Jane Steele’s interastit was “criminally engaging”
(Faye 116) and she and Clarke were offered lodgirexchange at the Grizzlehurst

household.

Set against Bronté’s pious and virtuous Jane Elaee Steele does not shy
away from her amorous feelings, nor does she refe@he instead chooses to
explore it and indulge further in the joyous, “clamus sensation” (Faye 123)
reading erotica printed by Clarke’s family “indecas number of times” (Faye 123)
and liking it. Readers are prepared to learn aStekle’s third murder through her
accounts of Mr. Grizzlehurst’'s abuses on his wifeécl culminated in the death of
their unborn baby. Jane Steele resorted to pushirken Mr. Grizzlehurst into the
depths of the river Thames, killing him, thus acptishing her third murder. She
carried the remainder of the gin home and drartetdill. Steele faces a great blow

when Clarke finds out that she was the one who eraddtheir headmaster and
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leaves her instantly. As a young woman, Jane S&sbeindulges in pleasures of the
flesh and has fleeting relationships with many ypumen. The fourth murder Jane
Steele carries out however appears rushed anaigasic in the movement of the
plot. Judge Frost, her friend Tilly’s client tursit to be her next target. Steele
murders Judge Frost, for the attempted rape afbke-year-old daughter of Tilly,

and threatening Tilly with arrest for prostitutiobteele poisoned Frost's drink with
arsenic, thus killing him. She leaves for Highgdisuse thereafter and remarks to

have absolutely no regret again in “this latestialiy” (Faye 149).

The next major episode of Jane Steele’s life conuee with her spotting an
advertisement for the position of a governess atheestral house, High Gate by its
new owner, Charles Thornfield. Jane learns with isadent feelings that her aunt
Mrs. Patience Barbary was dead and Highgate Howbé&h Anne Steele had
insisted was Jane Steele’s, passed into the cdagvofane Steele’s tenuous claim to
the property is threatened threefold as femaleritdmee is practically non-existent
in the 19th-century England, she has a criminalohysthat can be revealed any
time, and Highgate has a new owner. Under the psgua Jane Stone, Jane Steele
takes up the job of an undercover governess ohdian girl, Sahjara, Mr. Charles
Thornfield’'s ward, in what seems to be an Indiandatold in an English mansion.
Murder comes so naturally to Steele that the morséet encounters Mr. Sardar
Singh, Mr. Thornfield’s butler, she becomes pensivbow hard the task of killing
such a stout man would be. That she has never meSikgh before, nor has he

done anything wrong to her or anyone else is barahgidered.
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From a post-colonial angle, Jane Steele’s firsbanter with the Indians is
very significant. Seeing Sahjara, Mrs. Garima Kaund Mr. Singh for the first time
brought immediate relief to her as she was freethefburden to manage anyone
who “fit more into the society” (Faye 152) than dterself. Besides being an outcast
and murderer herself, Steele believes to be int@rbstation than the Indians she
sees at High Gate House, right away dismissingr titkantities and histories.
Ironically, she even pretends to be of a severedood English women “who abhor
vice and irregularity” (Faye 154). Mr. Thornfield seen referring to Sahjara as a
“wild beast” (Faye 155) in the English woman’s dewho needs to be tamed and
made sophisticated. The household is stereotypidatlian with “bizarre dishes”
(Faye 156) served alongside teas, “curry scenteddir(Faye 156), “white tiger
skin” (Faye 157) spread floors, “glass jarred spiq€ayel62), set against salt and
pepper Jane Steele was accustomed to, alongsidespmjarlic, and ginger root all
emitting smells that overwhelmed the English goesesn Steele mistakes Sahjara to
be of half Indian-half foreign parentage, only &alise later that she was in fact a
true Indian princess. She was Thornfield’s friendlsughter while Thornfield
himself was an English doctor born to a Britishrepteneur in Lahore, pre-
partition India. He was a pitied and despised nmatiné English soil who embraced
a foreign culture and allowed his “Britishness &wéd in the searing desert sun,
politeness and gaslight and snobbery leached imest (Faye 166). Steele excuses
Sahjara’s fear of being treated unnatural, her hrelan, her forwardness in speech
and familiarity with the households only becausethat core Jane Steele was a
flawed woman who was a “murderess four times o{edye 168). Not just Steele’s

remarks but also Sahjara’s recollections of the or@s of her Indian household are
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stereotypical. According to Sahjara, her Lahoreseotsmelled like livestock and
incense” (Faye 170) with vivid memories of vendotsgders, and merchants
bargaining and fortune tellers divining from mapsl atars. The impending dangers
at Highgate thaflane Eyrereaders are already aware of, in the form of timatic
locked up in the attic is suggested through an rgrdand cellar under construction
which is not at the disposal of the members ofltbesehold save Mr. Thornfield
and Mr. Singh. However, we never listen to evilglas of Bertha Mason which were
attributed to Grace Poole in the principal naretiVhe reader is left to wonder what
is locked up in the cellar under maintenance. Bteele, like her readers, also fails
to figure out the nature of the cellar. In her censations with Mr. Singh, Steele
tries to understand if the cellar was meant to beiree storage, prayer hall, or
something else. Not only does Mr. Singh dismissassumption, but also offers no
headway to it. The novel dives deeper into theohysof the Anglo-Sikh war, the
feud between the Khalsa and the East India Com#atyjara’s missing trunk from
Punjab which the Company men were after, and dsesu€nglish propriety,
pretences to English manner and Steele’s attenigshang the twin mysteries of
the forbidden cellar and the missing trunk. Undher threat of a possible assault in
the woods, Jane Steele’s true nature comes outwiees her knife and swears at
Mr. Thornfield, whom she mistakes to be an attackdre attributes her deviation
from English propriety and the salty tongue to théving and harder men” (Faye
219). At a later point in the novel, Steele alssalies how the master of the house
“seemed to harbour the horror of making un-Engbéimders” (Faye 224) in her
presence. Jane Steele is also seen looking dowfrarGarima Kaur who knew and

spoke “little English” (Faye 229). On the other daMr. Thornfield retorts to the
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comment by mentioning that Steele had “spokendikeie colonist” (Faye 229), for
Mrs. Kaur was a polyglot who could speak in Punj&tandi, Arabic, Parsi, Turkish,
and Pashto. At the same time, Thornfield's attittoards the Indians is quite
ambivalent as in another instance, he describepi@ahspeech “jabbering” (Faye
232), instantly mocking the imitation of the colsai’'s language by the colonised.
He is also seen to tease Sahjara for her desirgatoh a Khalsa staged in the
English mansion. He playfully questions the reastry she wanted to scare their
English governess away by demonstrating “foreigticath (Faye 232). Faye takes
an interesting step leaving out the much-anticgh&teatic for Thornfield’s wife and
Jane’s discovery of the truth. Instead, the hiddethn of the cellar of Highgate Hall
is unveiled as its transformation into a mortuarydead house with Dr. Thornfield
as its coroner. She also realises that her mastésrms autopsies of the dead and
has for some strange reason denied himself thdggesof touching the living for
his “sins” (Faye 247). She later learns from Salagh that the duo had committed
some grave mistakes long time ago, and Thornfieltsiclers him culpable of the
crime and denies himself touch as a form of “seditification” (Faye 253) Steele
adds a fifth and final victim to the list of her mders by instantly stabbing to death
Jack Ghosh, a spy sent by the Company man, Aug&sak, to retrieve the lost
trunk of Sahjara, which in reality was a trunk iiasures of Sahjara’s royal mother,
Karmen Kaur, Mr.Thornfield’s former love interestho married David Lavell, a
Company man. Typical of Jane Steele, the fact Jaak Ghosh was no longer

“numbered among the living” (Faye 283) least tredbher.
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Jane Steele is also critical about Jane Eyre inabhandonment of Edward
Rochester upon knowing that he was married evemgthbde loved her so much and
was remorseful of the error of not confiding in taedyout his past. Jane Steele’s
audacity is intensified through her remark thateJegre had been very impractical
at a pivotal point of her life and that she woulavé “shaken [that] bear's paw”
(Faye 288) if Jane Eyre had been devoured by thst lvéhile fleeing penniless and
wandering through the wilderness. She observedd¢hgaing Rochester without her
share of fortune, her wages included, had beemthst idiotic thing Jane Eyre ever
did, while the same episode is an acclaimed pdidane Eyrewhere critics praise
her for uplifting her self-respect and integrifane Steeleon the contrary, shows
Steele expressing her decision to leave Highgatséhtor the crime of murder that
she committed which for her relief was instanthsmlissed by Thornfield. As
Faktorovich observes, Faye has clearly studete Eyreclosely. There are several
digressions in the novel where Jane Steele quare Eyre to reflect on the
intentions and implications of the other author sdadeas about life do not match

her (57).

Jane Eyre’s eventual coming of fortune throughitiheritance left to her by
her paternal uncle is presented in a differenttlignJane SteeleJane Steele feels
dejected to learn that she was not who she thalghivas. She was the illegitimate
daughter of Richard Barbary aka Jonathan Steekdpekbroker, whom she had
mistaken all her life for her uncle, Edwin Barbaryather. She had a hard time
coming to terms with the fact that she was notléggimate heir of the estate and

could also justify her aunt Patience Barbary’s ddhtand contempt towards her
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mother. She was however not without any fortunentarfather had arranged for an
amount of three hundred pounds as a yearly allogvémcher subsistence which he
had entrusted with his attorney. The amount haskedgp over the years and she
had a relatively good amount to claim at the pamatking her a rich woman even
without “Thornfield’s assistance” (Faye 326). Atager point in the novel that goes
against conventions, Charles Thornfield, who wiseelsthe slaughtering of “ten
thousand Khalsa men and one woman” (Faye 348) enBattle of Sobraon is
identified as the lunatic and the delirious at Hjygte house, rather than a wife he
had been hiding. His trauma of lying untreated inl@dbath with a large wound,
“fever visions” and “night terrors” (Faye 349) lealthe development of his aversion
to touch. According to Augustus Sack, Thornfieldswenadder than a full march
moon” and “never fully recovered” (Faye 350). Thevel exposes Mrs. Garima
Kaur to be another blood monger who apparenthyed&ilCompany men, David
Lavell for betraying Karmen Kaur, and John Clemdotsthe threat he posed to
Sardar Singh, whom she loved secretly. The autreaitier note of advice to her
readers not to indulge in murders for love is aclereshadowing of the deeds of
two prominent female murderers of her narrative velely men not in war but
outside it. The novel is wrapped up in a joyful donith Jane Steele and Charles
Thornfield married to each other some years after “began sharing [his] bed”
(Faye 413), a clear contrast to the Victorian mtyaheld up byJane Eyrés
characters who sought for the licence “to become feesh without delay” (Bronté,
514) and married one another three days after Bgress return. When the novel
closes, Jane Steele commences a life “spiced wittden and intrigue” (Faye 413),

alongside the man she loved. Through her worldeFeas reimagined a Jane who is
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vigilante, big hearted, knife wielding, and unwilli to suffer tyrants or fools
alongside a convincing and vivid portrait of nirextth century England. Jane Steele
is portrayed as an egalitarian soul who has nooserobjection to carnal and
worldly pleasures, riches, expensive clothes, dritlkrge mansion, rich estate, and a

brooding Byronic hero.

Science fiction is a popular genre that imaginés ih certain scientific
premises, such as artificial intelligence, otheangk inhabitation, and time travel.
Science fiction, beyond doubt, is one of the mosative genres in literature. Sci-fi
novels transport readers to multiverses, distataxgss, underwater habitats, and
other bizarre worlds. They are mostly set in thareiand explore concepts like time
and space travel, teleportation, multiverses, aedl avith the consequences of
scientific and technological advancements. Readwsrs their adventures are

introduced to otherworldly characters and theihtedogies.

Sharon Shinn’denna Starborrf2002) is a brilliant new twist on the classic
story ofJane EyreShinn is an American novelist known fc
her novels that club science fiction, fantasy, addenture.
Her other notable works awrchangels Troubled Waters
and Mystic and Rider Shinn imagines Jane Eyre in ¢

alternate universe wherein she goes by the nameal

Fig 2.3 Cover photo of
Jenna Starborn

Starborn, who is an orphan, outcast, half citizentalented
and smart. The protagonist Jenna Starborn is petes a
baby harvested in the gen-tanks on a differentgt/astorned by her own family yet

bold enough to seek her own way. It is a genredlEnscience fiction and gothic
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romance and an “intriguing take” for Bronté fansondre willing to experiment with
genres. (Shinn, Sharon. Jenna Starborn, 5-08-2Zl1id hovel is a science fiction of
great calibre that explores the possibilities afcgptravel, other universes, and other
life forms. It even takes the form of a space opbkeaa is placed in outer space and
centres around romance, conflict, adventure, feitusnd family tensions. The
peculiarities of the sci-fi narrative commence wghinn’s observations on the very
nature in which Jenna was born on the planet nadaddus. With the search for
another hospitable planet in fashion, sciencedictnakes living on other planets
look easy. They present aliens in worlds that amthdike with exotic life forms,

with weaker gravity and different suns. (Wood 59)

Jenna’s birth was executed through a commissi@oadeption by Sophia
Rentley, who paid for her gestation and claimedditar the process of harvesting.
Though Aunt Rentley had created Jenna to fill ia #oid in her existence, Jenna
was soon unwelcome and became a symbol of thinggle@ay for but no longer
want, who was rather undesirable because of herftame and dark complexion.
Jenna felt like an outsider after the birth of dgrAunt Rentley’s biological son. Her
position in the household, like Jane Eyre’'s, wasde than family and better than
servants not because of what she was but becausge afay in which she was
conceived and born. Aunt Rentley had a repulsiovatds synthetics and a marked
aversion for cyborgs. She used commissioned coloceps a last resort to make a
baby and immediately rejected it when she concelaaturally” with the aid of an
“artificial womb” (Shinn 4). Jenna’s low societatatis on the Allegiance, the

planetary system in which she lives, arose dueut Rentley’s reluctance to adopt
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her as her legal daughter, which was inevitableafaitizenship. Jenna thus was
deemed a half citizen with the only three optiom&écome a citizen: being born or
adopted into a rank, to marry into one or to bug for yourself (Shinn 5). Jenna,
who was unlucky with the first one, and found thieeo two options less promising,
contemplated a lifetime of half citizenship. Haifs¢ as half citizens were called,
were allowed to work though they could not own axtee property, could marry
but were strongly discouraged from procreating. Hoefi counterpart to our
present-day internet is the StellarNet which cotmethabitants of different planets
together. The Egalitarian philosophy of earth igtaposed with the PanEquist
philosophy of Allegiance, with Jenna being its agidpporter. Jenna became a
proponent of the philosophy mainly because of hésrior status and invisibility
which was facilitated by the manner of her creatmnwhich she was not at fault.
At the heart of the PanEquist doctrine is the redam that no species is superior to
the other and that all are equal throughout théegyslenna Starborns unique in
exposing Aunt Rentley’s maltreatment of Jenna gatrst most adaptations which
routinely and conveniently follow setting up thenawas necessarily insensitive,
callous and at times evil but also as someone whtzdas is never at stake. Aunt
Rentley, to a reader’s satisfaction, is chided bygiad workers and lawyers for
routinely abusing Jenna with evidence of her “brokenes that are not rightly set”,
untreated “childhood diseases”, recent “internahdge to stomach”, and “historical
malnourishment” (Shinn 14). To feed, clothe andver¢ Jenna from being a drain
on society and to make her a professional rattar ghpetty criminal or charity case,
it is decided upon by the authorities to send heayato a government funded

institution that would enable her to learn a cae®t let her lead a productive life.
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Jenna’s life changes for the better with her adimmssnto Lora Technical and
Engineering Academy, which though not luxuriousswwacomfortable place to live
and learn on another planet, Lora, where she vaaisett to be a solo engineer and

tech support personnel on “frontier planets, sgaatons, and starships” (Shinn 25).

Helen Burn’s death idane Eyreowing to consumption is regarded as one of
the greatest tragedies in Jane Eyre’s life aftervgais orphaned. Jenna experiences a
similar tragedy with the death of her dearest fliemarriet Fairlawn, who
succumbed to radiations while attempting to fix&t® Five fission reactor. Having
spent eight years at Lora, Jenna eventually jothednstitution as an instructor. At
the age of twenty-five, Jenna decides to applttierpost of a generator technician
at the outpost holding at Thorrastone Park, ongtl&reldstar, “a small, terraformed
planet in the Kaybek system, far enough from treres sun to require independent
energy sources” (Shinn 32). Thornfield in Brontéséd against Thorrastone, on a
somewhat isolated planet whose poisonous atmospkestabilised by science,
governed by two generators that require constanhterance with the potential
threat of “breakdown” (Shinn 36) and “little glitek” (Shinn 37), foreshadowing the
tragedy that would befall on Thorrastone Park wilie progression of the plot.
Citizenship and societal status are crucial pamtShinn’s narrative. On Fieldstar,
Jenna encounters a group of miners who were nat ba# citizens and held no
class at all, ostracised and marginalised fromrés¢ of the society. Thorrastone’s
housekeeper Mrs. Farraday advises Jenna to cut d@wrempathy and not to
associate with people below one’s own class. Tkhtre’'s master, Everett

Ravenbeck was a level one citizen with a greatuf@tand the right to travel
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anywhere he chooses, with a “cosmopolitan outlogshinn 39) on life,
characterised as kind, and intelligent. Shinn prissa twist in her retelling through
the introduction of a new character, Janet Ayerslom,tutor of Ravenbeck’s ward,
Ameletta. This is a rather interesting point in th@vel where Shinn chooses to
confuse the reader who the actual Jane Eyre cqantaes, opening the possibility of
other fictional worlds again. Janet Ayerson is preed as a tutor who with her
“sober face, did nothing so energetic’ (Shinn 43knna describes her as
undoubtedly “half cit”, “severely dressed”, “plaieatured”, “younger than myself”,
who bore all “unmistakable signs of poverty, hargdshnd a determination to make
her way in a not entirely hospitable world” (Shidd). These descriptions are in
perfect alignment with Bronté’s characterisationJahe Eyre. For the reader, the
possibility of Ravenbeck having a wife he hid sorhere comes out with Jenna
encountering a mysterious employee, Gilda Parewbo, in Mr. Farraday’s words
does a “specialized” job (Shinn 50), who supposesliyhe counterpart of Grace
Poole who was trusted with the care of the madHBekMason. Rochester and Jane’s
first encounter in which Rochester falls from hisrde is reimagined as an
aeromobile accident with Ravenbeck’s vehicle boum@gainst a nearly invisible

wall and shuddering to a halt with Jenna in thénvig.

Janet Ayerson’s statement to Ameletta that “ina attractive to be so
desperate over any man’s attention, even that of goardian” (Shinn 76) and her
own elopement with Joseph Luxton, a first-clasizeit contradicts her character but
speaks volumes about Jenna Starborn, free willddratependent who chose to pay

for her wedding dress by herself and backed outhefmarriage upon knowing
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Ravenbeck's past. Jenna saving Ravenbeck frommegsdue to reactor failure is
the sci-fi version of Jane saving Rochester’'s file@m the fire Bertha kindled.
Shinn’s novel cleverly parodies the episode of Bleningram and the extravagant
house party that Rochester hosted at Thornfielvtich “half citizens and less
desirable residents would be present but invisilflel'S) reinforcing class divide
even on this distant planet. Shinn introduces Baangersoll and a couple of other
house guests at Thorrastone, the first-class ogizého were held at great esteem by
the other members of the society. Ravenbeck is pisgented as a benevolent
person who in Janet Ayerson’s words believes iieattfor half-cits and others to be
allowed to “socialise with citizens as equals” (8hiL19). Set in a futuristic world
there indeed is no dearth of any facility or optierthe narrative, Shinn foreshadows
the possibility of Ravenbeck’s final disfiguremdide Rochester’s blindness and
handicap. Mrs. Ingersoll refers to spa-surgicalilifees in Roberson, Hapeton,
Brierly and other places, where all sorts of costngeatments are done with no
visible traces of past disfigurement or damageni®Hill). Jenna’s assertion that
she is an independent woman who wishes not toarelRavenbeck even after their
marriage is an honest depiction of the charact@risaf Bronté’s Jane who was at
discomfort with her cheeks burning “with a sensedicomfort and annoyance”
(Bronté 309) when Rochester pressured her to buogyfalothes and precious
ornaments. While recollecting her shopping expeeenat Millcote, Jane
contemplates on her independence and disapprodalltap for her future husband.
Jenna on the other hand was verbal about the affdistates that she will remain an
independent woman and not a dependent bride whdvibeuresponsible for herself

in matters concerning money, emotions, and spliiyugshinn 229).
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The predictable final revelation of the novel st Everet Ravenbeck is a
married man with a wife still living. His wife, Ba&ce Merrick happens to be a
malfunctioning cyborg, a part-human, part androidthwflaws routinely
“deprogrammed and cannibalised for parts” whosg arime was “uncontrollable
madness” (Shinn 251). A hybrid of human and magchitiee cyborg is a
representative for the boundary of corporealityngetranscended (Margau 31).
Shinn’s Jenna is a strong-willed woman who dengad Ravenbeck’s mistress as
she was unwilling to throw away her life as shadwels that she was “worth more
than a rich man’s whim” (267) and therefore unwili to proceed with a
relationship with Mr. Ravenbeck in confidence. Wimaattered to her was her
honour, integrity, and survival. Suspended aninmafis a science fiction trope is
introduced at this point in the novel where Jemwigh her tortured soul and low
credit status, “without conscious volition” (27 0ins a crew headed to Appalachia,
a distant place in the galaxy, in which all passes@re strapped in their seats and
asleep for nearly a year. Passengers might tunpsesrfrom system malfunction,

insufficient nutrition, quasi starvation, illness,brain damage.

Even in the real scientific world of our times,ekéng astronauts mentally
and physically in good shape throughout the dunatibthe journey is challenging
as in a torpor many physiological activities ardueed resulting in the decrease of
metabolism, body temperature, heart rate, and reggm to a fraction of their
normal rate. (Chouker, 819) At the end of the jeyrnthe crew had a hard time
waking Jenna from her catatonic state as her brassustained much emotional

trauma. Jenna stumbles upon the Raineys, lateraleeo be her cousins, in
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Appalachia at the Public Aid Office. They run avses that offers help to people
who are not instantly prepared to take up the mhgtlof a new life in Appalachia.

Jenna with her transferable skills soon found Hieaseease at her new environment
and bonded even strongly with the Raineys uponsiaglthat they practised Pan
Equist philosophy. Shinn characterises SinclaimBgias a coloniser, ambitious in
nature, who desires to be a pioneer who “tame(spnouered land”, to create a
“personal empire” purely through his will (314),@pto leave for Cozakee, a
recently surveyed, hospitable planet which has Ipeghopened for “colonisation”

(332). He fancies himself to be a missionary whaesy presence would be the first

mark of civilisation on the planet and be the vaargwf humanity.

The paradox of character is central to Sinclaipwhagines himself to be a
coloniser, who spoke of the “advantages of homdsigg “exhilaration of
wrestling a new life out of a foreign soil”, andréating an empire from an empty,
unused world”, and a philanthropist running a sosgavices office at the same time.
Bronté’s St. John also wanted to be a missionarindia to civilise its barbaric
population, in clear alignment with the idea of timhite man’s burden” (Kipling
311-12). Jenna inherits a great fortune througiengtfrom the founder of the clinic
of the genetic tanks at Baldus, who died wealthy @rildless. Jenna decides to split
up the amount with her “cousins” (319) Deborah, islaand Sinclair, who are also
revealed to have been harvested at Baldus, aspoisged their half-cit status and
purchase their citizenship. Sinclair's blind amtnitiand sheer lack of romantic love
led Jenna to turn down his proposal of marriageinaftitution which according to

Sinclair would sanction two unchaperoned peopldlifita into habits of physical
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intimacy” (337). The resonation of the Victorian rality of Jane Eyrein a science
fiction novel set in a world of opportunities intdwistic time is unconvincinglenna
Starbornends with Jenna returning to the mutilated anddelchMr. Ravenbeck and
eventually marrying him. To repair the damage Batvenbeck had sustained, at the
occasion of the compromise of the force field ofl@star by Ravenbeck’s cyborg
wife, he had to incorporate synthetics into hisybakknna Starborrcan rightly be
referred to as dane Eyreadaptation of great merit wherein the novelist trasted

a different fictional world of its own right in aaovincing manner.

Sexual desire and its expression in art and tileeais not a recent
phenomenon. Readers have witnessed the free plidnticaf erotica in times of
sexual liberation which was later ushered into bamins in changing times of
censorious judgement. Despite the ebb and flowbi@al attitudes, erotic literature
serves as a tool to elevate sex to an art formhyaot recognition which offers

sexual gratification to interested readers acrofisires.

In Love in the Western Worl®ennis De Rougemont distinguishes between
sexuality and eroticism. He defines sexuality as thstinct that “directs the
individual to the objectives of the species” (6hil eroticism is the sexual pleasure
for its own sake not meant for procreation. Whdeme Eyrevas composed in an age
of religious restrictions and taboos on sex forspas rather than procreation, its

erotic progenies were all born in the times cretiite “liberated love” (6).

Erotica is mostly an outlet for our most naturaltycurring impulses while it
also characterises a defiant rebellion againsiatogies. Lyn Avery Hunt discusses

the seventeenth century frankness when sexualiggacdhad little “secrecy” and
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“tolerant familiarity” with the illicit (10). Foucalt describes a time when sexuality
was “a time of direct gestures, shameless discparskopen transgressions” which
was compromised to a “serious function of reprodmctwith the emergence of the
Victorian bourgeoise class (3). Sexuality outsile house and out of conjugal
relationship began to be defined as obscene andteemof social concern. The
world of Jane Eyrehas been identified by authors and critics as ddnair sexual
desires, repressions, and outlets. Sandra Gilkeranks that when she reddne
Eyre a second time as a teenager, she was delighteldebYllicit glamour of the
romance between Charlotte Bronté’s “poor, plattieli governess and her brooding
master (Gilber 352). E-readers offer anonymityhte teaders and save them from
the embarrassment of the displayed titles and soWeith the growing popularity of
e-readers, erotic fiction has seen a dramatic avivthe recent yeardane Eyre
Laid Bare Jane Eyrotica and Mr. Rochester: British Bad Bogre three notable
texts which are the erotic mashups and retellifgBronté’s classic. The original
text is expanded and contrasted with its major mimbr characters having sexual

encounters.

Eve Sinclair'sJane Eyre Laid Baré2012) is overtly P

sexual, employing sexual fantasies of the protajphomo-

JanekyrelcidBare

Tha classic novel with an erafic twist

erotic dominance, and submission with some deviati

from the original text as well. Sinclair is an Esglnovelist,

CHARLOTTE BRONTE &

copywriter, editor, and journalist who fell in loweith the e SR
. . Fig24C hoto of
works of Bronté and Austen at an early age. Owmmghe }cgm o EyfeVEZ?d%;rz

stigma associated with erotic fiction and womerhatd in the trade, not much is

known about her life and other works.
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The book’s publisher Wayne Brooks of Pan Macmitb@mes that the text is
a work of genius which gives the original “an ekt and enticing erotic make-
over’ (Jane Eyre gets erotic, l4lune 2012). Sinclair attempts to release the
smouldering sexual tension between Jane and hdogenpvhich has vexed readers
through the centuries. Her novel was built on thekdrepressed eroticism already
contained in the original novel. Sinclair removies hovel’'s opening sections about
Jane’s family and school life to get immediatelyhir heroine’s arrival as an 18-
year-old governess at Thornfield Hall. Sinclairpskthe beginning bits of the novel
where Jane is a desperate orphan at Lowood schbahtboduces a new character,
her lesbian partner, Emma Wilby, with whom she faded a “deep attachment”
(9), through recollections of their intimate mongenbDrawing evidence from the
novel that includes Jane Eyre’s description of oteemen around her right from
her childhood, along with the sketches that shevdieborah Denenholz Morse, in
“Bronté Violations: Liminality, Transgression, aricesbian Erotics in Charlotte
Bronté'sJane Eyrg, argues that Jane Eyre’s most insistent passidasbian. She
contends that the most probable reason why onéyastholars have engaged in the
gueer reading of the text is the undue focus onhétterosexual passion and the
marriage plot between Jane and Rochester (3). Mere&ronté scholarship based
on biographical perspective and feminism also hasodraged erotic explorations
on same-sex friendship. However, it is hard to ¢ investigations on lesbian
erotics in the novel based on such emphasis. $isclane does not shy away from
carnal pleasures and indulges in all acts of sepledsure and release without
hesitation. The original plot line remains the samethe rest of the novel which

includes Jane and Rochester’s first encounter.fithein Rochester's room, the
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exuberant ball at Thornfield, and the unsuccessfediding but each episode is
loaded with erotic elements. Jane is ravenous fimoré practical experience than
[she] possessed” and wanted “more intercourse” Wweh kind and the opposite
within and outside of Thornfield (Sinclair 29). likd the sombre abode in Bronté,
Sinclair's version of Mr. Rochester's home is @llevith sexually suggestive
paintings and lascivious servants and guests. fine@ storey walls of Thornfield
offered her a deep satisfaction as they were lwidlal “lascivious art” (Sinclair 44)
in the form of paintings, murals, and tapestriepicteng couples with their carnal
desires bared. Jane harbours desire for Adele'sen@ophie and wishes she was
inclined to her as Emma was. Jane masturbates aittenight for relaxation,
fantasies sex with people in the household andiintimgs, puts herself in the place
of Rochester's French mistress, Celine Varens, ergh imagines a threesome
between herself, Celine, and Rochester. DespiteaginingJane Eyrewith all the
sex that it lacked; Sinclair carries forward thetdnic of Rochester’s benevolent
racism as Bronté had presented idame Eyre Adele continues to be referred to as
the “genuine daughter of Paris” (Sinclair 64) whacRester rescues from the “slime
and mud of Paris” and transplants to England tavgup “clean in the wholesome
soil of the English country garden” (Sinclair 8Gane and Rochester kiss for the
first time in Bronté only after Rochester proposeker in the garden and she gladly
accepts it. However, they get to kiss much earheS8inclair's after Jane rescues
Rochester from the fire. Jane is presented as limgvito confine her romantic
relationship to furtive or meaningful glances otdneg hands, who unlike Jane Eyre
in Bronté could not find “enough reason or willpatv€Sinclair 102) to resist

Rochester. The ball at Thornfield is portrayed a&s aagy in disguise. After
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accidentally onlooking lesbian sexual encountersasf’ants at Thornfield, Jane is
also seen musing over her seemingly forbidden sksieian relationship and comes
to the conviction that the same is a “common pecacin society as a whole”

(Sinclair 149). She remarks that the conventionshef society she lived in were
stifing and rigid (Sinclair 163). This observatios valid when read along the
practice of some solemn puritans whose decencyscedtended beyond human
beings to even furniture that they covered the leiga pianoforte as it was not
proper for even a piano to “display its nude limgkbdtt 93-94). Though Sinclair

explores the physical intimacy of Jane and Rochéstéetail, it is at the expense of
the emotional chemistry between the charactersthBdvlason’s madness is also
linked to her sexual orientation. Bertha is presénas a dominatrix, to whom

Rochester is submissive. Rochester’s love for daaehis desire to marry her were
his attempts to escape his sexually dominant wifd # further establish his

dominance in the act. Sinclair's narrative end$waih element of surprise with Jane
Eyre’s decision to leave Rochester for good as felite
betrayed by Rochester who feigned love to her wit

attempting to “train her” (308), “strip her of hemocence”

(308) and hand her over to Bertha as she had atstithim
to do. The novel comes to end with the line “Readldeft

him” (322) opposed to “Reader, | married him” (51in)

) Fig 2.5 Cover photo of
Bronté. Jane Eyrotica

Surprisingly true to the actual plot line, KardRase amuses the readers with

an erotic rendition of Bronté’s Victorian classi@rena Rose is supposedly a young
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English novelist who writes under different aliasesJane Eyrotica(2012), Rose
greatly compromises the character of Jane Eyreeptieg her as an amorous
woman and describing her sexual encounters withchasin, her employer, and
other male character§ane Eyroticaalso has a changed timeline with reference to
Jane Eyre and Rose conveniently omits Jane’s troubled bbibdi, and the trauma
of her orphan state in a rush to detail her segndkavours. Jane is sixteen when the
novel begins, sexually active with her exploitataed callous cousin, John Reed,
and preoccupied by the portrait of an unknown mah penetrating dark eyes and
enticing features. She is taken over by carnalsples and silently endures the
wavering insult and lust of John Reed at Gateshé&auke is portrayed as sensuous
and lustful with multiple sexual partners unlikeoBté’s virtuous Jane with saint-
like morality. The candid portrayal of sexual reaship, questioning of ideas of
morality and virtue, the amorous heroine, and depicof the heroine’s multiple sex
partners are set against the regressive moralitgeoWictorian times. Rose’s novel
manipulates time and events to subvert the histbnasrepresentation of female
sexuality in white patriarchal culture, the Lowoodnstraints that clinged to Jane
“controlling” her features, “muffling” her voice dn“restricting” her limbs (Rose,
119). Bronté’s Jane is presented as a woman ohgtmrinciples despite her
poverty-stricken and miserable childhood and ModBtehurst of Lowood serves as
the puritan agent who serves to “mortify the lustdlesh” (Rose, 53) of the girls at
Lowood while Jane’s waking hours were consumed drydesire for her dark eyed
lover. Jane is presented as sensible and pratbicaject John Reed upon realising
that they never loved each other and hesitatirgjdpe with Jack, the stable boy, as

she was determined to get the education she had tmiowood for. Jane’s initial
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meeting with Rochester is spiced up with sex, imatety after Rochester sights
Jane after his horse collapses. Jane’s relationsitip Mr. Rochester, which is
infused with the romantic tone of the original,catzarries earlier hints as to her taste
for BDSM (bondage and discipline, dominance andnssbion, sadism, and
masochism). BDSM refers to a range of sexual belhasithat include “an implicit
or explicit erotic power exchange” (Carlstorm, 2@8)olving bondage, submission,
sadism, and masochism. Sadomasochistically oridrgbldviours include physically
restrictive acts (handcuffs, straitjackets, champes), pain creating actions (skin
branding, caning, spanking), enemas, catheters| fistang, and scatological
practices (Alison, 258). Sadomasochism (SM) hasagdwbeen treated as criminal
behaviour, mental iliness, sexual taboo, and a sigexual freedom. The language
used to denote the subculture has varied from SBO8M which incorporates a
broader range of interests and activities (Rog&id).4Studies have demonstrated
that these practices are prevalent among the depegaulation. In fact, the
publication of the popular erotic romance novElfty
Shades of Grey2011) by E. L. James that feature

dominant models of mainstream pornography hasksso

7

linked to the increase in rope sales, sex toys saxdtoy h
L]
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r

related injuries in America (Herbenick, 3). JanereEys

seen to feel “completely in control” (130) at timasd tied MARIAN TEE
Fig 2.6 Cover photo of

up to the bedsteads by curtain ties and blindfold@&-76) Mr- Rochester: British Bad Boy

the other times, highlighting the erotics of powethe novel. Jane Eyre, at the end
of the ordeals she goes through regarding her aggrand discovery of Rochester’s

mad wife, eventually returns to Thornfield, and rier her master.



Venugopal 71

Marian Tee'sMr. Rochester: British Bad Bag a loose adaptation dane
Eyre The story is set in the present times in the hag&d trope of a billionaire boss
and secretary romance with steamy sex-scenes hapmly ever after climax. Tee
is a Filipino Chinese author who drifted into tlealm of steamy rom-coms and tear-
jerker happily ever-afters. She has also pennednger of erotic novels lik&he
Greek Billionaire and His Secretaryfhe Werewolf Prince and Bnd My Dutch
Billionaire. In Mr. Rochester: British Bad Boy,ee’s protagonist Mary Jane, uses
the name Jane Eyre to hide her identity on a piydétform for secretaries and
personal assistants (PA), is Constantin Rochestesdy appointed PA, and is just
out of college with a sizable student loan sheasnal to repay. She prefers to be
referred to as Ms. Reed, an allusion to Jane Egteldhood home. She is portrayed
as a masochist, rude and irritable, who swearsgetslinto scuffles, has rivals, and
with a fetish for anything masculine. She gets lgdsist in daydreams of her
employer’s caresses and their subsequent lovemakiag masochist nature finds
Constantin Rochester’s sadism and aggression pdsuShe immediately gives in
to her boss’s advances, secretly longs for more emafronts her shameful
memories later. She does not appear to have a tmmemnnection with her
“irritating” and “know-it-all” (Tee, 47) boss. Angeand arousal serve to be Mary
Jane’s dominant emotions in Rochester's companghasis “either angry... or
aroused” (Tee, 97) by everything her boss say®es.dShe is described as a type of
girl who is sexually passionate and as someone wdwdd deliberately provoke a
man to invite his attention, set against Jane Eyre would “walk softly” so that
she can “slip away unnoticed” (Bront&, 287) by Resthr or any other man. She

would not even hesitate to attempt to slap a mao wbuld leave her “unfulfilled”
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(Tee, 65). Mary Jane displays great servitude tohBster by obeying his orders,

and pretending to disobey him so that she could heaorder her around.

Sandra M. Gilbert in “Jane Eyre and the secretguobus lovemaking”
admits that in her teens she wanted Jane Eyrentaway with Rochester to the
south of France or “even indeed to the moon” (3%3)e observes that for most
readers, the “radical weakness” in an otherwisatigally correct and talented
Bronté would be the “deep longing” of a woman’sridy heart” for the “brute, /
Brute heart of a brute like” man (355). Gilbertigarous repression of her own
desire for Jane and Rochester’s “furious lovemdkimghared by most readers, who
on the contrary are presented with the heroineis pelitical position and life as a
village school mistress (386). It is on this romargnd sexual climax which the
author conveniently suppresses that authors likeeRdee and Sinclair build their
erotic empires. Gilbert observes that Bronté’s hbveods intently on the mysteries
of male and female sexuality and eroticism andsttéhes the fantasies of both
sexes. For most readedgne Eyres a tale on the perils and possibilities of sexual
passion in a phantasmagoric fashion. Gilbert relees Elaine Showalter’s
observation of sex idane Eyre Pertaining to her discussion on women writers,
Elaine Showalter observes that a “strain of intefm®ale sexual fantasy and
eroticism runs through [even] the first four chaptef the novel Jane Eyr¢ and
contributes to their extraordinary and thrillingnmadiacy” (Showalter 115) (Gilbert,
357). Gilbert examines the language of the textrtderline Rochester’s discomfort
in addressing Bertha’'s sexuality and eroticism thsitmulated,” “excited,” and
“besotted” him (Bronté&, 352) at first and turnedhhinto a “gross, grovelling, mole-

eyed blockhead” (Bronté, 352) thereafter. Roch&stnfession that the “impure,
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depraved” nature of his foreign, beastly, and madiyual wife is still “a part of me”
(Bronté,352) can be read along his erotic advestwi¢h a series of mistresses in
foreign lands. While desire and sexuality in thetdiian society inJane Eyreis
maddening for women, it is debilitating and contag to men.Jane Eyrein
Gilbert’'s words, “investigates the problem thatreetosely guarded wishes for such

lovemaking posed to both sexes in Victorian soti€g5).

Bronté’s novel represents the social enforcememtsch subordinate
women'’s sexuality, which, if not properly regulateduld turn women into beasts
with insatiable and deadly sexual hunger. The asthaf Jane Eyrés erotic
renditions are bent on extricating Jane from heras@onditioning on sexual desires
and behaviours. Some readers of erotica might fived contents of these books
titillating and enjoyable, fans of mashups mightfihe whole exercise of creating a
sexually adventurous Jane Eyre intriguing, whilesfaf the original who respect
Jane for her sense of morality and principles mighttruly offended by these
endeavours whose sexual graphic derivatives underrtiie original work. Mary
Ann Davis in “On the Extreme Brink’ with CharlottBronté: Revisiting Jane
Eyre’s Erotics of Power” observes that retellingattmagnify the sexual dynamics
of Jane Eyre fail to capture the compelling comtiamaof the first-person narrative
of the principal novel and most pornographic randd instead focus on creating a
general parallel to the eventsJane Eyrg116). Jane Eyre’s emblematic journey to
self- sufficiency and independence hardly findsaywto any of these narratives.
As Louisa Yates observes, “sex...certainly sells’8)2&nd so would our pleasure in
consuming reimagined, reinterpreted, revised, té&vriand rescreened Victorian

classics.



Venugopal 74

Gothic Romances, a genre of novels, are novelsatteamost open to the
charge of providing the reader with dangerous aisitons and which combine the
mysteries of the past, bloody crimes, family sesréark villains, and exotic locales.
In gothic romances, women are mostly distractechftioeir proper devotion to their
family duties and often drawn in by narratives tteatcourage foolish idealism and
unjustified paranoia,” giving them false ideas dbdlie nature of reality in
eighteenth-century England (Pearson 199). These wevels of strong emotions
and startling scenes of fear and suffering. Moghege narratives conclude with the
restoration of order or the marriage with the rigiairtners. The secrets that are
revealed during the romance through the efforthefheroine were often disturbing

and sinister.

It is interesting to note that vampire stories endvecome a genre that
fascinates a range of readers, while the youngeters find it particularly attractive.
Though there was no dearth of vampires in Europa&tore and oral traditions, the
genre acquired considerable momentum with the paitidin of John Polidori'3he
Vampyrein 1821. InBlood Thirst:100 Years of Vampire Fictioheonard Wolf
identifiesVarney the Vampyrgl847), long attributed to Thomas Preskett Prest bu
written by James Malcolm Rymer, as the next notablapire in English literature
(Wolf, 5). Over the past few years, vampire fictivas started to operate on a grand
scale. The vampire has become a cultural icon efwlstern society and finds its
way quite easily into contemporary literature. Prio the literature of the 30
century, they were treated as unrepenting monstieosthreatened the innocent and
tested the courageous and the brave. Ever $imaeula (1897), there has been a

proliferation of narratives of vampire hunters likan Helsing, trying to stop the
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seemingly “unstoppable menace of the undying Co(itdlf, 11). Vampires are
excessively used in films, serials, novels, adserients, cartoons, music, games,
and television shows. Vampire, as a supernatutélehas existed for thousands of
years with its references in oral stories, mytimgl egends (Hawkes, 80). Vampire
fiction functions on certain conventions based aitucal knowledge, that were
passed on from pioneering texts like Bram StokBracula and is however not
resistant to change over time. That the Count weétask, lives in a castle, is
surrounded by bats, has fangs, wears a cape, andohaflections are examples of
the conventions of the representation of vampinas hark back to the superstitious
times they were created. In Gelder's opinion, thoube vampire’s nature is
fundamentally conservative, culturally it may betily adaptable that it can be
made to appeal to or generate fundamental urgaseldsomehow ‘beyond’ culture
(desire, anxiety, fear), while simultaneously, dincstand for a range of meanings
and positions in culture. As Gelder explains, ithis simultaneity at work here that
explains why the vampire has lived so long (1419miances involving humans,
vampires and werewolves have become a staple df-ajtk-lit fiction of our
times. While vampires and zombies are walking cesps
they are intrinsically unhealthy and against nature
Werewolves, on the contrary are perfectly natutalive

and kicking” (Film & Music, 7).

Sherri  Browning Erwin transforms Bronté’s

masterpiece into a spooky and eerie paranormalndughee

Fig 2.7 Cover photo of

characterising Jane Slayre as a courageous orphauslays Jane Slayre

detestable vampires. Parodic fiction or mashupsheys are generally referred to in
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popular culture, is a combination of well-known acelebrated classic texts and
elements from popular fiction such as science digtior horror. Erwin is an
American novelist best known for her literary mgshuhistorical and contemporary
fiction with paranormal twists likdane SlayreGrave ExpectationgOnce Wicked
and Thornbrook Park Jane Slayrg(2010) is a menagerie of blood-thirsty, flesh-
eating, savage creatures on the loose plaguingeanth century English society. In
the process of adaptation, much of the novel'simaigplot remains intact with
Erwin making changes in its superficial elementshsas character, details, looks
and interests. Like Jane Eyre, Jane Slayre takea jgih as a governess and is
thereby exposed to the mysteries of her employée'sand mansion. Jane is brought
up in a vampire household with the Reeds, who dopney on her as she was of
“common blood” (Erwin, 8). The Reeds were of thedotion that consuming the
blood of the commons would bring on fevers and &gpand hence Jane’s low
birth status safeguarded her from being devourebddnyaunt and cousins. She was
kept away from sunlight as sunlight is a populariseeakness of vampires. Jane
eventually learns that she is of the Slayre blood B destined to slay unearthly
creatures or abominations as only death can retimé@ with their mortal souls.
She seeks to formally initiate her training aseyet and her years at Lowood school
offer her the right chance for true experience. Bhokorhurst takes in Jane to his
boarding facility at Lowood. Jane grows increasmglispicious of Brokorhurst's
“special students” (Erwin, 63) who lacked the faed spark of life as well as
original thoughts and creative impulses. It isdatvealed that they were zombies
commissioned by Brokorhurst, who was also a voquiaest (a type of sorcerer who

reanimates corpses for indentured servitude) aptl &eay from meat to serve as
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his loyal servants. Jane slays the zombies by dedafing them to send their souls
to heaven and frees them from the doom that haalleefthem. Jane tackles more
vampires after she joins Thornfield as Adele’s goess. She rescues Rochester
from being eaten alive by three vampires and ifiestithe vampire among
Rochester's guests thereby saving the whole holseBbe grows suspicious of
Grace Poole as an entity from the third storey wéems to plague Rochester but
fails to arrive at a definite conclusion regardi@gace Poole’s corporeal identity.
The novel follows the same event progressionarie Eyrethat Jane eventually
finds out about the prisoner at Thornfield, who tims case happens to be
Rochester’'s werewolf wife. Werewolves are creatwessed to transform from
humans to wolfs under the glow of the moon. BeNtason gets infected with the
condition in West Indies by her werewolf lover. Thdestation, added to the
prevailing madness that ran in her blood, madéhbastly, forcing Rochester to shut
her away from the rest of the world. After her lmnkengagement with Rochester,
Jane leaves Thornfield, slays even more monstefigdtty unite with her cousins,
the Rivers, who were slayers like herself. Throlglg hours of arduous training,
she perfects the art of slaying, avidly consumisdiure on monsters and how to
subdue them, and even discovers a cure for werewtdgtation in one of her
uncles’ books. As in the original, Jane turns dd&tnJohn’s request to join him on
his mission to India, whose vampire population vwgaswing unchecked, and
pursues Rochester instead. She learns that Baatiandthe fire she set the castle on
and managed to bite Rochester before she was cedsoyrthe flames. Rochester is
transformed into a werewolf, as he could not tdie Italian antidote to werewolf

poisoning soon enough and leads a hellish lifeethiter. Hope is rekindled when
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Jane Slayre returns with the cure and buries hter &dthering his feet with silver
chains and administering the potion. After the roagfi the potion had worked its

way into Rochester’s body, the wolf was drivenigttout of him.

Vampires are even invading the superhero genre avigreater number of
novels, movies, and series made on them, SonyMamneel's Morbius (2022) to cite
a recent example. However, with the proliferatidrclassics with added gore and
gut, a trend inaugurated by Sethe Grahame Smith mstPride and Prejudice and
Zombie(2009), the genre has been becoming increasinghgtand mundane like
Erwin’s zombies who lacked original thoughts oratihee impulses. While Erwin is
optimistic that owing to the bulk of literary class available for mash-ups, the
genre has a long way to go before it exhausts, IiShetieves that though there is
still life left for the genre, it is not bound tast long. (Memmot, 1) Erwin’s attempt
to transformJane Eyreinto “a literary classic with a blood sucking twisas the

subtitle reads, is bound to make fans of the vaergond supernatural excited.

Elizabeth Gaskell's biography of her friend, psh&d in 1857, titled’he
Life of Charlotte Brontgis perhaps the most influential record of Chael@&ronté’s
life. Written at the request of Charlotte’s fathBatrick Bronté, the biography is a
carefully curated document on Bronté that tonedrdeame sensitive issues of the
author’s life such as the grim living conditiontodr boarding school that eventually
led to the death of her siblings, and also suppreseme other details like Charlotte
Bronté’s love for her teacher, Mr. Heger. Lyndalr@m’s biography of Charlotte
Bronté titled,Charlotte Bronté: A Passionate Li{@994) questions the passionless,

dutiful image of Bronté, as presented by Gasketitd@n’s biography looks beyond
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the images of the modest Victorian lady to explitwe gaps in the author’s life, her

desires, conflicts, and ambitions.

While Jane Eyres widely accepted as a fictional autobiographyt theces
the life of a fictional character, which is loosdhased on the author’s real-life
experiences, Sheila Kohler8ecoming Jane Eyrels an example of an
autobiographical fiction that explores the procefssreation of a narrative world in
the mind and imagination of its author. Hans Vawudede, in hisHandbook of
Autobiography/Autofictiordistinguishes between the terms fictional autolapby

and autobiographical fiction:

One could say that a fictional autobiography andwatobiographical
novel are both novels, yet in the first case théol@ographical
character of the text refers to the representdtitnaane of it; the
story recounts somebody’s life and tells about pisgchological,
social and moral development of the protagonisthensecond case,
the autobiographical aspect concerns the contettieoktory, which
is to a larger or lesser degree referentially botmdhe life of the

author. (Vandervoode, 603)

Kohler is a South African novelist living in thenlted
States whose famous works inclu@eacks CrosswaysThe
Bay of FoxesOpen Secretand Dreaming for Freud Full of

exquisite details, Kohler's novel fictionalises Bté&'s

composition ofJane Eyre(1847) at a period of interna Fig2.8 Cover photo of
Becoming Jane Eyre
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conflict in the author’s life. She spotlights thredtrations of the headstrong, smart,
strong-willed, talented, and ambitious Bronté inogupressive and class- conscious
nineteenth century. It is an intimate and thoudhaticount of Charlotte Bronté’s life
from the inception of the composition d&ne Eyrein 1846 through her untimely
death in 1854. The novel is an exercise of metaficin a Victorian setting. The
novel engages with the present-day fascinatiomefcanonical status dane Eyre
along with a curiosity about its creator’s intermadjing and musings. The novel’'s
interest in Victorian characters, persons, andnggsitis obvious, however it does not
react to the mainstream ideologies of the time. fitreel, to establish the sense of
‘becoming’, resorts to the use of continual presenthe tense form of narration. It
opens in 1846 with Patrick Bronté recovering fromeeent eye surgery as Charlotte
Bronté sits in a dark corner of the room and startsompose the narrative of a
young and penniless governess who is desperatendoatceptance as well as
purpose. During the lonely hours of her father'soxery, she remembers and
recollects the hurts and affronts she has expexteircher life. The novel is divided
into three parts; the events of the first centretManchester, the second in Haworth
Parsonage where Emily Bronté carries out the narraand the third part that
follows Charlotte Bronté to London after her triumapt publication and satisfying
recognition ofJane EyreKohler, with a fine balance between fact andditt crafts

a deeply moving vision of Charlotte Bronté’s lifaded on biographies, letters, and
other literary works on the Bronté family. KohlerBronté is passionate and
temperamental unlike most biographies. Kohler dédy unravels the connection
between one of literature’s indelible creations atsd remarkable creator. The

novel's genre is in turn fluid that it cannot betegprised as a fictionalised
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biography of a historical figure, as in effect, Kethwrites the biography of a novel,
through the reimagination of the creation procesedtablish connections between
real people in Charlotte Bronté's life and the imead plot events and fictional
characters idane Eyre Becoming Jane Eyris related to ‘celebrity bio-fiction’ of
our times while at the same time differing from thenre in its treatment of the

subject’s biography.

Books that represent the world of the adult aredwlorld of children alike
with equal force often serve as a bridge betweeldatod and adulthood. Stories
that are written specifically for children do noerge this function. As a
bildungsroman text that devotes to both the characthildhood experiences and
the ordeals of growing up in equal gravity to hdulthood and its perils, Charlotte
Bronté’s Jane Eyrehas kept ardent child readers captivated in intei@saphic
adaptations oflane Eyrehave in fact contributed to the development of iegd
interests in young readers who otherwise might fiedding a tiresome process.
Though graphic novels might be heavy with its aorks and panel organisations,
graphic adaptations of classics make the process smasier and digestible to
children. Imogen Russel Williams in “Speed, rageathor stink: The conventions
and merits of the children’s graphic novel” obsertleat comics and graphic novels
for children are perfect for “reluctant” child resxd. Though young readers in the
United Kingdom tend to show a big appetite for fgnecomics, home-borne graphic
novels and classic adaptations are also enjoyinuetus. Over the years, many
illustrated and graphic adaptations of the novekhaeen produced across the globe
to acquaint children to this literary classic sashthe Academic Industries edition of

1984, Classical Comics edition of 2008, Saddlelstition of 2009, to name a few.



Venugopal 82

Though often dismissed as “too easy”’ by parentstaadhers, children’s graphic
novels are experiencing a boom in the United St@éliams, 22). The growing

popularity of middle grade and young adult graptogels has attracted the attention
of small and big publishers alike thdane Eyreis reinvented and adapted over

again.

In the past, texts were merely categorised inmt¢stéor children and adults.
Though it is easy to determine what an adult textabelling literature that attracts
children belonging to different stages of childhaasl“children’s literature” would
be imprecise and vague. Concerns on the problemkbaling all non-adult
literature as “children's literature” led to sulss&tithin such as juvenile, middle
grade, adolescent, young adult and so on (Crow®). X2ultural texts aimed at
young people between 12 and 18 years of age acfountitical and commercial
recognition in today’s world. There is a consenbasnveen scholars, critics, and

authors that Young Adult literature has becomelaldg phenomenon” (Pearce, 1).

Jane Eyras a best-loved novel for many people, read fimghieir childhood
“with sympathy but incomplete understanding” (Harvé&). Most readers resume

their reading of the novel at a later stage inrthiée for

Rammu!\nuuwhkqibdwn(h covers

gaining deeper insights.

b
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Jane Airhead(2009), Kay Woodward’s take odane Alr ead

Eyre is something that would appeal to adolescent reac

Kay Woodward is an English novelist who has writtemer a

hundred children’s books, including storybooks jesefiction _
Fig 2.9 Cover photo of

and picture books. It is a lighthearted spin-offtiué dark and ~ JaneAirhead
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intense classic with the protagonist, Jane Airhelagessed with Bronté’s Jane and
tries to yolk fiction and her reality together. Tteenager eventually comes to the
realisation that copying fiction does not alwaysrkvan real life. It is a woman
centred text with most of its major characters udalg the protagonist being

women.

Woodward presents the protagonist, Charlotte Papfmaannabe Jane Eyre”
(9), nearly fifteen with an authentic nineteentmtoey hairdo, as obsessed with
Bronté that her mother believes that she is actiagd for her age. She dreams of
living in a gothic mansion in Yorkshire and prefarst to attend the Harraby
Comprehensive School she goes to. She kept mixirfgai and fiction that she calls
out the names of Jane Eyre’s teachers at Lowodeadof her own. She is a chik-lit
fan who worries about her “mum’s love life” (Woodwa 8) who has been single
since her separation from her ex-husband. Charistie active pursuit of a dark,
romantic, and enigmatic Rochester-like boyfriend Her mother. She finds in her
new French teacher Mr. Grant, with dark hair, dgitia and dark arched eyebrows,
the perfect Rochester for her mother even thouglotva love life is pretty much
non-existent. With a vocabulary appropriate foreader
between 10 and 12, and a bubbly titling, pink cawerate
with ribbons and flowersJane Airheadis light and
unadventurous for even a teenage reader. But witlen
genre it is an interesting tale of a fun filled riager

besotted with Bronté’s romantic gothic novel.

T ) . Fig 2.10 Cover photo of
April Lindner is an American poet and young adi Jane

novelist who is the author gane Cathering LoveandLucy. Lindner'sJane(2010)
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is also a young adult novel in which the centrarelster Jane Moore is portrayed as
a desperate college girl, forced to drop out ofeg@ owing to the unexpected death
of her parents. Like Jane Eyre, Jane Moore taketheigob of a nanny to a rock
singer’'s ward. Edward Rochester, envisioned as Rathburn is a world-famous
musician on the brink of a huge comeback. Janeslbse estranged parents in an
accident, has no inheritance, no support from lgeiakly estranged siblings Mark
and Jenna, but with a sizeable debt to pay offe, Jaho is oblivious to pop culture,
becomes the nanny to Madeline, former rock stahiitah’s daughter. Rathburn,
attempting a come-back, has been out of fame fp#st few years, has a troubled
image as he was busted for the possession of eycama for his relationship with
high profile women and his share of “old bad bayfst (Lindner, 9) Because of her
obliviousness to pop culture, Jane finds Rathbutraide and lifestyle of excesses
totally strange. He is haunted by his past and etammself for enticing his wife
Bibi Oliviera, to drugs and debauchery that triggeher schizophrenia. Bibi ended
up in the rehab and Nico dated a French pop sikgewn by the name, Celine,
broke up with her years later, won the custodyhdfirt child, brought a palatial
mansion at Connecticut, released Bibi from rehabkdd her up on its third floor
and entrusted her to Brenda. Despite being inchedgractical as well as
emotionally reserved, Jane falls for her employidre plot remains faithful to its
original, with Jane fleeing Thornfield after realig that Nico was still married,
taken into the family of Rivers, and contemplatiegving with St. John to Haiti
after he finishes divinity school. Lindner’s stasya typical young adult romance of
two star-crossed lovers. Though young readers niigthtNico a hero of the bygone

times, it still would fit their fantasies of the d&oy or the ageing rock star. There
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are no surprises, and both the novels share the sanotional tenor of a young

Jane’s devotion to an older man, tortured and &taeved.

Though it can be argued that a manga is a subbseiuag adult literature or
Graphic literature, treating it as a separate geritle its own set of specificities is
quite important. Manga is a general term used ciely for comics and graphic
novels from Japan, which is an integral elemenlagfanese popular culture (JPC).
They conform to a style of Japanese narrative efrtimeteenth century, but they
have a history that dates back to sometime in @fecéntury BC. Manga as an art
form is enjoyed by people of all ages and walkbfef They cover a broad range of
genres like adventure, romance, mystery, horrahigoscience fiction, fantasy, and
erotic. InManga: An Anthology of Global and Cultural Perspee Tony Johnson-
Woods suggests that the classification of mangts ¢ategories like the above
might not be always effortless as there is mangaedery “taste, age, group, and
interest” that it is “meaningless to try to deserithe genres” (8). In the confusing
profusion of manga genres, more traditional categolike fantasy, romance and
science fiction are generally used to classify naam@anga is also an increasingly

major part of Japanese publishing industry.

One major feature that maké&sne Eyrean easily adaptable text into manga
is its first-person narrative and focus on one nediaracter. Japanese manga differs
from western comics in several salient ways. Thennddference between manga
and a comic is this emphasis on a central charaBemanga mimics an Asian
reading orientation, it is read from the right &ft| and generally printed in black
and white due to time constraints, artistic reasams to cut down the expense of

creation and printing and lacks the hyper colourrigWVestern comics. In other
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words, the narrative flow is not as simplistic ast tim Western comics. The visual
aesthetic is also startling as it uses a wide tyareg frames, highly detailed
backgrounds, thehibi (dwarf like small renditions of characters whichdicate
anger or frustration), and cinematic angles thaftofla its narratives. Even though
illustrations are done in black and white, the mikishading, and toning produce
differing effects. (Woods, 5-6) Mostly intended tbe young adult readers, manga,
in its accurate adaptations of classic novels withintense and gripping story,

alongside its lush artwork would please readerscaitids alike.

Classics: Jane Eyr€016), adapted by Crystal S. Chan a
artwork by Sun Neko Lee, is a fine example of hdwe !

novel has transcended borders and assimilated thith

CHARLOTTE BRONTE

Fig 2.11 Cover photo of

popular culture of a different continent. The psbérs =7 Eyre (Manga)

present to the readers an easily accessible adérré@endly format of the novel,

taking few liberties with the original.

In Chan’s words, this adaptation was done remgitiine to the original
while taking advantage of the unique propertiemahga to provide the reader new
insights and enjoyment (313). To keep readers @sted in the narrative, Chan
included cliff-hangers at the end of every chapbeadd an element of mystery and
suspense. To create a memorable impression andriesbke is also seen borrowing

dialogues from later scenes in the novel and piadirmuch earlier in the book.
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Such precision has been given to the choice obglieds from the original, as a

manga uses less text than a prose novel.

Only dialogues that make the story coherent andpithe events are chosen
and employed. Manga stays true to the originahan depiction of Rochester as a
gypsy woman (Fig.2.12) as in this graphic versibnavel, the differences between

male and female features could be minimised eagilie drawing.

ITs
LIKE YOUR
IMPUDENCE
TO SAY SO;
e\ I EXPECTED
IT OF YOU.

I
HAVE NO
FAITH IN
FORTUNES.

(Fig.2.12)
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Most film adaptations as discussed in chapterettok the thesis fail to
include the famous gypsy scene fralane Eyrebecause of the difficulty in
convincingly disguising male character as a feniateune teller. This version of
manga presents Adele’s French dialogues in thelrioweslated into English and
enclosed with double lined balloons. The originakrfeh dialogues are also

presented as footnotes. (Fig. 2.13)

V' COME AND
SPEAK TO THE
LADY WHO IS T«

TEACH YOU,

AND MAKE
YOU A CLEVER

87
&

ADELE WAS
BORN IN
FRANCE, AND
ONLY ARRIVED
SIX MONTHS AGO
\ WITH HER NANNY

NOTE FOR READERS : DOUBL) INS MEAN THE CHARACTERS ARE 5 IN FRENCH.
C’EST LA MA GOUVERANTE! : IT IS MY GOVERNESS!
MAIS OUL : YES.

(Fig. 2.13)
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This manga version exhibits a lot of anger in¢haracters, clearly visible in
the various panels of the novel. On numerous ocnasiwhere the characters of the
novel exhibited calm composures, the artist empspyky or jagged speech bubbles
depicting anger and yelling. On p.27, the entiré panel is dedicated to Jane’s
furiousness directed at her Aunt Mrs. Reed, whictiheé only true instance from the
novel where Jane is visibly angry and screams @aiesoe. However, she yells at
Rochester on panel 7 on p.97 who was suspiciotiseobriginality of her sketches,
and Rochester is seen to yell at Jane for not ritndhim handsome, clearly
noticeable by the jagged speech bubbles, Rochedtmial expressions and lines
emanating from his figure, indicating violence.Diésphe few deviations from the
original, the appropriation of the novel to Jap@anespular culture is remarkable and

paves the way for many such similar renditions foteign cultures in the future.

As it has already been established, though gdpeahsidered as a text that
upholds feminism, post-colonial scholarship in @salysis of Jane Eyrehas
criticized the novel for its evident and inhereatism. Feminism in the text is also
not without probems. The idea that it is a femiriestt can be contested mainly
because of the overwhelming influence of male dtara like Rochester and Rivers
in Jane’s life which undermines the text's feminisdane Eyrés feminism
represents the struggles and aspirations of thalleimass white women while
neglecting the experiences of other sections litee lilack women, lower middle-
class women, working class women, creole womergeigarwomen, and the like.

While the select genre-transformed adaptationviolthe plotline and events of
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Jane Eyreclosely, these texts have responded to the racalgender concerns of

the hypertext differently.

Jasper Fforde’'She Eyre Affair does not carry forward the racial prejudices
of Bronté’s original, primarily because it funct®not as a retelling/reinterpretation/
sequel/prequel but as a spin-off which draws characfrom Bronté and places
them in a totally different plot. The lead characfEhursday Next is inspired from
Jane Eyre, yet different from her in her experigncamilial situations, and
vocation. Thursday Next is lifted from her real Vdoand slipped intahe world of
Jane and Rochester. There is a play of virtue aoeswvithin the text, which
however does not connect to the binary oppositioracism; the colonist and the
colonized/the other. Fforde’s portrayal of Thursddlext as a determined,
intelligent, and smart detective sits well with tm@dern readers and their gender
sensibilities. Lyndsay Faye ifane Steelattempts to throw light upon the racial
prejudices against foreign women, through the pgdalr of Anne-Laure Steele, the
protagonist’'s mother. Mrs. Steele is French, aistadnd considered eccentric. She
is the representative of both Celine Varens, thistaand Bertha Mason, the insane
creole. The feminism embodied in the text is patad Jane Eyreby being far from
intersectional and failing to accommodate pluralityhile the text does not engage
with the episode of Charles Thornfield/Rochestemgperialist endeavour in the
Caribbean, Faye elaborates on Charles Thornfigldbgimity and intimacy with a
group of immigrant Indians in London. Though a akkiller, Jane Steele’s sense of
entitlement owing to her national identity is oltjenable. She speaks and thinks

like a true imperialist, perpetually finding fawtith the ways of the ‘other’. She
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finds their spice filled kitchen nauseating, thieinguage odd, and their customs
strange. In fact, Faye presents Charles Thornfeddan English man whose
‘Britishness’ has faded in the searing heat of dndvhere he served as a doctor.
Sharon Shinn’slenna Starborraving hybridised a Victorian gothic romance with
the genre of science fiction, has not consideredigerepresentations much, mostly
because the events of the text happen in a fututiste in a space far from ours.
The setting is a different planet in which evergthis technology driven. Discourses
on gender and racial identities are pointless amté receive little attention. The
insanity or instability of the cyborg who represeiertha, stems not from racial
insecurities but technical glitches. However, Shiais touched upon the imperialist
project of the Britishempire in a convincing manner. We see charactezsSinclair
Rainey aspiring to join ‘homesteading’ missionsatttare meant to colonize
hospitable planets and civilize its alien populatidane Eyrés erotic adaptations,
like Karena Rose’dane Eyrotica Eve Sinclair'sJane Eyre Laid Bareand Marian
Tee’s Mr. Rochester British Bad Bogan be considered as feminist texts in their
portrayal of the protagonist’s sexuality, which Bnonté had been constrained by
codes of puritan virtuousness. While critics liken8ra Gilbert have identified the
inherent sexual tension #ane Eyrewhich Bronté might have chosen not to explore
probably in fear of moral judgements, Rose, Sincknd Tee have built their
empires on it. Their texts feature Jane Eyre apalogetically libidinous though not
always liberated. While Rose’s and Tee’s Jane Egumterparts are physically and
emotionally dependent on Rochester, often seemysigally restrained sexual acts
with their partners, Sinclair's Jane leaves Rodregpon her realization that she

would soon be tuned into a sex slave under Bertlaok, Rochester's sexually
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dominant first wife. Bertha’'s insanity is, howevattributed to her amorousness and
sexually dominant nature, which ironically reaffsnsocial enforcements that
necessitate the need to curb women’s sexualitidsleWblending the romance and
the vampire genre together dane Slayre Sherri Browning Erwin’s decision to
reimagine Jane Eyre as a vampire slayer like Abnakan Helsing, rather than a
vampire romancer, is commendable. By doing so, ikivais liberated Jane from the
restraints of her gender as she functions as awmigi determined to cut down the
earth’s vampire population. Vampire and werewolpkegue humans and it is up to
slayers like Jane to exterminate them. She worksgms/erness through the day and
as a slayer through the night. While the job ofbaeagness is a gender role, as it is
meant to be taken up by women, her role as a vanpinter is unconventional. Her
night vocation precisely makes her more powerfantfRochester, who is just an
ordinary yet rich man. The racial prejudice in S$tennarrative work is like
Bronté’s. Bertha Mason is portrayed as the deadisewolf who becomes infected
from the bite of her Jamaican lover, signifying ttiiae roots and germs of the
‘undead’ and the werewolfs are in the exotic laiMesreover St. John, Jane’s slayer
cousin is all set for his mission in India, whehe tvampire population is rather
unchecked and hence, out of control. Being a bpigcal fiction, Sheila Kohler’s
Becoming Jane Eyrgaces the life of the fictional character in igtationship to its
creator Charlotte Bronté, who lived in an era whexamen were disadvantaged
financially, socially, biologically, and so on. Meamntrolled every aspect of the
society, the workings of the family included. Thayposed codes of moral
righteousness on women and regulated them contynid¢n and women inhabited

separate spheres that never converged. The ideofoggparate spheres which was
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defined by ‘natural’ characteristics made man sopeand women inferior. This
biography presents Charlotte Bronté as an iconbald® went against social
conventions that considered literature not as abas in a woman's life. The Poet
Laureate, Robert Southey, in his response to arlétdom Bronté asking for an
opinion on her work, advises Bronté to be more gadan her “proper duties”
rather than wasting her time on artistic pursudarfley, 1). The graphic novels
chosen for the study, that include the illustratbddren’s classics as well as the
Japanese Mangdranslatedlane Eyrefrom its prose format to the graphic format.
Hence, the politics of the principal text has notlergone any transformation in the

process and remains true to the original.

Recent decades have witnessed the proliferatiddhaflotte Bronté’slane
Eyre into popular culture emphasising the novel’s aifted in the form of direct
rewriting, reinterpretations, prequels, sequels, spin-offd, rmashups. It is believed
that these varying engagements are proof to thelisogverlasting resourcefulness
which can spawn newer readings and interpretationany genre possible with
relative ease and thalane Eyre qualifies to be a neo-Victorian muse for
contemporary authors. Though the longevity of sdahe Eyreinspired fiction
might be a question, we cannot ignore the diversitygenres and styles of

appropriation.



CHAPTER I

Muffled and Stifled: Deciphering the Voices of Othe
Characters in Jane Eyre

Every text contains numerous voices out of whide enjoys dominance,
steers the course of the narrative and shapesnélndrices a reader’s perception of
the other subservient voices of the text. The otlogres generally get stifled under
the overbearing voice of the narrator. Prequelguals, and re-interpretations, in
this respect, can be read as attempts to valideteother neglected or misread
characters of a hypotext. A century and seven decadter its publicationJane
Eyre with its many characters who deserve to be adddr whose lives were
reduced to the impressions of its young and ratlaéve protagonist, found itself
subjected to various literary experiments in tewhsts narrative voice. Authors
chose to bring to the fore voices stifled or neigdcin the principal novel to

guarantee the literary justice each characterfuiptdeserved.

As Roland Barthes puts it in his essay, “The Deadtthe Author”, though

the author’s empire is the most powerful, certaiitess attempt to topple it:

It will always be impossible to know, for the gooelason that all
writing is itself this special voice, consisting séveral indiscernible
voices, and that literature is precisely the inke@mbf this voice, to

which we cannot assign a specific origin. (49)
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According to Barthes, it is the reader who provittestext its meaning through the
invention of or creation of “this special voice’oaly with the introduction of other

voices from other texts. Barthes claims that litgraagazines, writer’s biographies,
interviews, manuals of literary histories and tike influence the way we perceive
literature as “tyrannically centred on the authug person, his history, his tastes
[and] his passions” (para 2). He does not agreethigasole voice of a text is that of

the author.

Graham Allen, in Intertextuality examines Barthes’ criticism of the

relationship between the author and the reader:

In the modern market system, the name of the aatihwws the work
to be an item of exchange value, but it also, Barlrgues, promotes
a view of interpretation, and of the relationshgivieen author, work,
and the reader-critic, in which reading is a forhtansumption. The
author places meaning in the work, so traditiocgbants argue, and
the reader-critic consumes that meaning; oncepfusess has been

accomplished the reader is free to move on to éxéwork (71).

Allen refers to Barthes’ idea of “consumers” amedters/writers” to suggest
that relying on the author as an apparatus to aealy text makes someone a
consumer, someone who reads a text and moves thie toext. A “reader”, on the
contrary, uses the “several indiscernible voicésim all the texts previously read
as tools of analysis to transform into the “writ@f’ the text, applying additional

layers and multiple meanings while reading.
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The late twentieth and twenty first centuries hagen a proliferation of such
narratives in which voices/characters are invokedyakened, revisited, and
rewritten. Victorian novels serve as a fertile grduwhich spawns such retellings.
Contemporary writers continue to write fascinatiregratives that critique Victorian
culture and ways. Significantly, the number of riev#orn from Bronté’slane Eyre
make it an ideal source of study and assessmermghhVictorian novels are
evaluated by postmodern writers differently, a canmpproach to their treatments

is the foregrounding of marginalised and silencgtuces.

Edward Said believes that the post-modern writbisk less of writing
“original and authentic literature” and are insteatbrested in rewriting where the
writing changes from “original inscription to pdsdlscript” (57). Postmodernism
gives voice to the “others’who do not spring from a dominant centre and
legitimises all forms of cultural expressions taalestruct absolute hierarchies and
conventions. Modern readings of Charlotte Brontésvels are guided by
knowledge of identities, class, race, and gendeareness of their pertaining issues;

and sensitivity towards portrayal of characters situhtions.

This chapter investigates the remaining eight tadeyms that accentuate the
voices of other characters d&ne Eyre imagined and real, to investigate how the
dynamics of gender and race work in the selecteptations. The questions of
gender and race are prevalent in all the selectagtations that feature the sense of
entitlement of the white male, the oppressive dalst attitudes towards the white
creoles, particularly women, toxic marriages, siplirivalry and the stark class

divisions characteristic of the age.
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Intertextuality became a popular term to desigmateiter's dependence on
previously existing works. Barthes’ perception otertextuality as a ‘citation
tissue’, that all texts are intertextual in natyeposed in his work “Theory of the
Text” (39), Mikhail Bakhtin’s theory of dialogisnthat an individual’'s speech is
shaped by its continuous interaction with othemgiiactions, proposed FProblems
of Dostoevsky’s Poetid®-47), and Julia Kristeva’'s idea of a text as aotgtion
mosaic’, that all texts are created through thec@ss of absorption and
transformation of another, in “Word, Dialogue andowsl” (37) show that
intertextuality embodies a promise of plurality.viR#ing makes use of the idea of
intertextuality and draws attention to previouslyitien works while dedicated to

reshaping them. Rewriting of Victorian novels becameommon practice since

Jean Rhys supposedly inaugurated the same in 1B66er work,Wide Sargasso
Sea It is the most obvious and powerful responséatioe Eyre narrated through the
perspective of Antoinette/Bertha Mason, Rochesti@ss wife. Rhys’s perspective
of the life of Bertha Mason is guided by her owrperence of understanding of

Jamaica and its colonial history.

Unlike other rewritings of texts from the ninetden ,

century that take the form of sequaldide Sargasso Sesa
written as a prequel that focuses on Bertha/Antterslife.
The novel progresses through her marriage to amamad

English man, presumed as Mr. Rochester, their pastas

o SSIIOSSOR
honeymoon at the Caribean that later became dismsther O AL el
Fig 3.1 Cover photo of

. . . Wide Sargasso Sea
hellish years at Thornfield as a locked-up lunaind ends
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with Antoinette’s intention to set her prsion, Thiield Hall, ablaze and thereby kill

herself and her oppressive husband.

The novel is narrated alternately by Antoinettewhite creole and her
unnamed husband, an English man and is set in etteis crumbling mansion at
her family estate, a honeymoon house on anothandsland the attic room at
Thornfield. The hierarchy of racial division is dent in the West Indian setting
inhabited by its diverse population that includésck West Indian servants, newly
impoverished white plantation owners, white creplesn-white creoles, former
slave owners, colonial interlopers, and prospectingepreneurs. Antoinette is an
intelligent yet brooding and lonely individual wheoshildhood is plagued by fear
and poverty, being born into a slave owning classng the time of emancipation.
She is doomed to suffer the confusion of identg#yshe is an intermediate between
the blacks and the pure whites. She is neithempaeddyy the black slave community
nor the white. She is distanced from her mothekddriends and feels the hatred of
the former slaves. She is subject to judgementakigoand frequent slandering.
Alienation, exclusion, and cruelty mark her relagbip with other characters in the
novel. She witnesses her family house burned tesablg a mob of disenfranchised
ex-slaves, her brother’'s death in the conflagratinod her mother, Anette’s descent
into madness driven by the trauma. She marriesrlighman she barely knows,
that results in a disastrous honeymoon, gets lookeid her husband’s mansion in a

cold and distant continent and seeks solace indguic

Rhys vindicates Antoinette and demonstrates hellimence, complex

emotions, experiences, and instincts. Her marrigéhe unnamed British man
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worsens her fate as she becomes financially ewgloipphysically wielded,
emotionally manipulated, sexually betrayed, andchsipgically tortured until she
kills herself violently. Bertha became the symbml man’s inhumanity to woman
and the repressed sexuality of the Victorian agé anwoman’s unvoiced yet
powerful rage. She is both the ugly truth of cofdisim and a hideous secret that is
conveniently locked up to preserve the decorunheffamily and the appearance of

the white male.

In Wolfgang G. Muller's opinion in his essay, “Thetertextual Status of
Jean Rhys's Wide Sargasso Sea: Dependence on ariafict Classic and
Independence as a Post-Colonial Novalljde Sargasso Seas a novel is a
paradoxical mix of dependence on a pretext andhegstindependence (64) that fill
the gap of Bertha’s story ilane Eyreat a time anterior to the events of the pretext,
i.e. the time before Bertha’'s imprisonment in ThH@id. In Caroline Rody’s
observation, the novel opens a complex of “livettrons and social facts” that are
absent inJane Eyre(305). The 1990s witnessed a renewed interestuilystg the
ethical effects of literatureWide Sargasso Sdaas not remained immune to this
ethical turn in literary studies (Arizti, 39). Bed's story makes the reader aware of
the existence of an “other side” of a story (Maudh) as Antoinette herself states
in Wide Sargasso Sgdl'here is always the other side, always” (Rhyg), 8hrough
its objections toJane Eyre Wide Sargasso Seats most acclaimed prequel,
distinguishes itself as a unique text in post-c@bfeminist writing, portraying the
upheavals of the life of the white creole, AntoireCosway, inspired by Bertha

Mason, Rochester's mad wife locked away in the attic of tiree storeyed
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mansion. Through Antoinette, Bertha Mason’s voiseaasavage lunatic creole in
Jane Eyrdinds an outlet, whose occasional laughter emagdtom the stone walls
of the attic being the only voic8ane Eyrereaders ever heard of. In a letter
addressed to her friend, Rhys describes hersdif@sding over the wrong creole
scenes idane Eyreand above all the cruelty of Mr. Rochester to mg/anted first
wife (viii), overcome by his anxieties of incestdamacial impurity. (Rhys, xiii).
Rhys was vexed at Bronté’s portrayal of the credbbt she embarked on writing
from the perspective of the white creole, the sttifjed colonial. (Wyndham and

Melly, 262). She hears the voices Bronté pusheddanargin or out of hearing.

Wide Sargasso Sdms a lasting impact adane Eyreand on retelling as a
practice. It is believed to have introduced a né@erdry movement whose very
essence is the rewriting of Victorian myths andistosuch as Peter Careyack
Maggs (1997), and Lloyd Joned¥r. Pip (2007), retellings of Charles Dickens’
Great Expectation§1859), ancEligible (2016) by Curtis Sittenfeld, anthe Other
Bennet Siste(2020) by Janice Hadlow, retellings of Jane AusdPride and
Prejudice (1813). For a woman, the act of entering a texansact of survival,

observes Adrienne Rich.

The act of looking back- of seeing with fresh ey#sntering an old
text from a new critical direction- is for women radhan a chapter
in cultural history: it is an act of survival [.\}e need to know the
writing of the past, and know it differently tharewmave ever known

it; not to pass a tradition but to break its holeous. (18)
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For women writers, rewriting women characters bexzaa part of their
feminist project that resulted in the underminimgsobverting of what Jean Francois
Lyotard refers to as the “metanarrative”. As Lydtdamously observed iffhe
Postmodern Conditigrnpost modernism is marked by its incredulity todgagrand

narratives.

In contemporary society and culture— post-indulstrsciety,

postmodern culture— the question of legitimationkabwledge is
formulated in different terms. The grand narratias lost its
credibility, regardless of what mode of unificatidruses, regardless
of whether it is a speculative narrative or a rtareaof emancipation.

(37)

He argues that no system can be all inclusiveandttempts at enforcing
universality are repressive and violent. Linda Hetan, in The Politics of
Postmodernismalso comments on the postmodern suspicion to masteatives
(61). Postmodernism therefore approves plurality apposes universality and the
absolute. While critics like Umberto Eco believattla postmodernist revision is an
ironic revisiting of the past, some other critiehd to consider it as not merely
ironic but a deeply humanistic exercise that erstine creation of new identities
that in turn promote the reformulation of perceptmf characters marginalised or

neglected.

In “Double [De]colonization and the Feminist Gziim of Wide Sargasso
Sed, Carine Melkom Mardorossian observes that the tevhAnglo-American

feminists who took up Rhys’s novel as a successiuiective to the imperialism in
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their cult feminist textJane Eyre realised that any claim to totality and
representativeness could inevitably result in thauwsion of some groups from the
totality (79). Mardossian observes that Berthatsapacity to rational thought is no
longer read as a virtue of her gender, or reducedhé concept of essential
femaleness, and instead has later been read deraatsubject’s attempt to resist
the coloniser's domination (81). Antoinette’s fragmmary and impressionistic
narrative trivialises the reference points of Eerttdc ways of thinking: notions of
orderly time and history. The novel complicates oclmlogical order through
rigorous use of flashbacks and flash forward teqies. Antoinette and Rochester’s
narratives are frequently interrupted by dreamsiges, and memories that make a

linear progression of the plot impossible.

Rochester's values and perceptions, on the othed,hreflect European
systems of control and domination. After her maeiao Rochester, the latter takes
her money, robs her of her name, and insists thatascept her new name. He
violently renames his wife despite her disagreentent in numerous instances in

the novel.

As Helen Nebecker observes Jean Rhys: Woman in Passadgertha’s
renaming is an act of male possessiveness whiaipssher of her individual

essence” (159)
He never calls me Antoinette now. (Rhys,71)
‘Don’t laugh like that, Bertha’

‘My name is not Bertha; why do you call me Bertha?’
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‘Because it is a name I'm particularly fond of. Hink of you as

Bertha.” (Rhys, 86)

Certainly | will, my dear Bertha’ ‘Not Bertha tortig she said.

‘Of course, on this of all nights, you must be Batt(Rhys, 87)

‘Bertha’, | said.

‘Bertha is not my name. You are trying to make mi isomeone

else, calling by another name.’ (Rhys, 94)

Rochester’s continued attempts to rename his e@febe read as his efforts
to domesticate Antoinette in terms of sex, and eamkeventually confine her to the
attic, the other space against which his Englishsiza can define itself, suggesting
an immediate and impending erasure of the colonisedoifette’s rejection of the
name is a resistance to both his masculinist aneei@l authority. Rochester has
already framed Antoinette as a mad woman who wataodnated by the blackness
of the ex-slaves while the letter from Daniel Cogwantoinette’s illegitimate half-
brother informing Rochester of Bertha’s mother'sanity merely confirms his
Victorian racial prejudices. Antoniette’s insanitgfidelity, and drunkenness result
from Rochester's misguided belief that insanitysun her contaminated blood.
Rochester is infected by his sense of cultural @ethl supremacy and instinctive
racism. His toxic personality is characterised s/Hatred and distrust towards the
‘other woman', mistrust of the geography, classupaia, and fear of miscegenation.
He is preoccupied by his anxieties of incest angbuity. He considers the

landscape malevolent and is bothered by the exzeslsé, be it the heat, the
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colours, the sound or the smell. He finds the wlheautiful and desires to uncover
some secret the landscape apparently hides whieltdrapts to do with Antoinette,

who he believes, also cunningly conceals some tsecre

It was a beautiful place-wild, untouched, aboveuatiouched with an
alien, disturbing, secret loveliness. And it keéptsecret. | want what

it hides- that is not nothing (Rhys, 54)

Rochester, the English coloniser, and noblemaggrds the black people of
the Caribbean with great loathing. He refuses tmaewledge the customs of the
native and scoffs at their traditions. For instartee disapproves of their custom of
trailing dresses as a sign of respect and celebratie dismisses it as “not a clean
habit” (Rhys, 52) regardless of what it signifid§iough he compliments Bertha on
her dress she bought from St. Pierre, Martinigeemiocks her for talking about St.
Pierre as if it were “Paris” (49). Neither does Rester accept Bertha’'s language as
he sticks to calling the thatched shelter a “sumhwerse” even after acknowledging
that it was called “ajoupa” in Berthalanguage. Language also marks a character’s
place in the society as the coloniser trivialides language of the natives, a dialect
of English and at times French as “debased” (4®.rejects the richness and
linguistic variety of the Caribbean reflected ire thpeech of the white creoles, and
black servants like Christophine who could speatoty English if she wanted to,
and French as well as patois” (7) and scoffs tHertsf of the servant boy to
appropriate by learning English in the hope thatiRster would take him along to
England. He dismisses the boy through his remaakttie English the latter speaks

is incomprehensible to him.
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Charlotte Bronté’s Bertha Mason became the stdwkracter of female
insanity ever sincdane EyreIn the 1960s, there was a visible shift of syrhpaif
literary critics from Jane to Bertha Mason. In “@arWomen'’s Texts and a Critique
of Imperialism”, Gayatri Chakravorty Spivak obses\that Bertha Mason is a figure
“produced by the axiomatics of imperialism” (24Rhys, who readane Eyreas a
child was moved by Bertha Mason that she resolgedrite Bertha'’s life, observes
her publisher. However, as Spivak states, attemipésfull re-inscription of a third
world woman as a signifier cannot easily flourish lerature is defined by and
caught within the history of imperialism, that reirpretation would be affected by
the fractures and discontinuity of imperialism (R38ertha’s function in Bronté was
to serve as an indeterminate boundary betweenuheih and the animal (Spivak,
249). Rhys on the other hand preserves Bertha’'sahitynand sanity intact as a
critique of British imperialism. Rhys depicts homperialism determines personal
and human identities through Antoinette, violemdpamed by Rochester as Bertha,
who grew up in Jamaica during the time of emanmpatand whose identity was
caught between the English imperialist and thelblzative. She is burdened with
the responsibility to play out her role and tramsfanto the fictive other, sets fire to
Thornfield, and kills herself so that “Jane Eyra t@come the feminist individualist
heroine of British Fiction” (Spivak, 251). This cae read as an epistemic violence
of colonialism that creates self-immolating coldrsabjects for the glorification of

the coloniser’s social mission.

ThoughJane Eyreis often read as a role model for female emana@paiti

Victorian society and often read as a symbol fovaanan’s refusal to abide by the
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norms of the society, Bronté’s portrayal of otheymen in her narrative has been
problematic. Bronté presents a protagonist withelledus temperament, courage,
moral strength, and energy who overcomes all olestamd makes her way through
poverty and repression to independence. To whanexiane’s successful career is
indebted to circumstances related to colonialismd amperialism is worth
examining. Jane’s ultimate happiness is guarantdedugh the expulsion of
Rochester's first wife, a Jamaican creole, from therld of the novel by
immolation. Jane Eyre’s qualifications as Rochéstprospective bride also stem
from her differences from Bertha Mason, the “grogsovelling, mole eyed
blockhead” (352), “alien” (353), “professed harl¢855) and the foreign beast: the

racial language ofane Eyreoften read in post-colonial terms.

After Richard Mason, Bertha's brother and SolicitBriggs interrupt
Rochester and Jane’s wedding ceremony and accuseofhattempting bigamy,

Rochester invites them to see his mad wife and eoeniper with Jane.

[...] this young girl, who stands so grave and qaiethe mouth of
hell, looking collectedly at the gambols of a demiowanted her just
as a change after that fierce ragout. Wood andgByitpok at the
difference! Compare these clear eyes with the @3 lyonder- this
face with that mask- this form with that bulk; thexdge me. (Bronté,

339)

Following Spivak’s discussions on Jane’s marriage an imperialistic
project, Firdaus Azim suggests that Bronté preséame as a contrast to the ‘other’

non-westernwomen in ane Eyre whose “subject-position is seen to have been
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determined by the project of imperialism” (180)0Bté presents Bertha as a clear
anti-thesis to her pure English protagonist, pgng Bertha as beastly, nightmarish,
and insane. Jane becomes the suitable bride bylifierences from the foreign
woman who is demonic, ragged, and bulky. Berthaatlil is not regarded as a tragic
event, rather it is a vehicle towards a happy endhat would unite Jane and
Rochester. It is through the annihilation of thdwestthat Bronté’s protagonist

establishes herself as an independent and raiorgish woman.

In Bronté, Rochester’s fixation with racial puritg also evident in his
allusions to the risks and horrors of an inappudprracial union. It is pretty evident
that Rochester would not have knowingly marriedaanan of mixed race owing to
her lack of pure English blood. He sought “the padies of the creole” even in his

mistresses.

| longed only for what suited me-for the antipodéshe Creole: and
| longed vainly. Amongst them all | found not onaam, had | been
ever so free, I-warned as | was of the risks, threons, the loathing

of incongruous unions- would have asked to marry(Benté, 358)

Rhys’s Rochester also believes that even in thedobf a white creole lurks
the “germ of blackness” (Dalton, 432) and thatithpurity of bloodline is brought

about by proximity and long association.

| watched her [Antoinette] critically. She wore ricérne hat which
became her. At least it shadowed her eyes whichcaréarge and

can be disconcerting. She never blinks at all @nseto me. Long,
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sad, dark alien eyes. Creole of pure English déssies may be, but

they are not English or European either. (Rhys, 40)

This observation shows Rochester's obsession vathal purity and his

anxiety over his wife’s ancestry not being entiretyite.

Jane Eyre’s financial independence in the noveludh the inheritance from
her uncle John Eyre also reflects the colonialgoibjJohn Eyre made a fortune as a
merchant in Madeira. Jane Eyre’s independencesétf its not without problems as
Bronté wrote in the interest of the middle-classtesvomen such as herself, Mrs.
Fairfax, and the Rivers, often denigrating the upgpass as boastful, pompous, and
inconsiderate (The Reeds, The Ingrams) and therlolass (Grace Poole) or foreign
women (Celine Varens, Bertha Mason) as exotic, naditgic, immoral or even
insane implying the feminism that Bronté embodgegar from intersectional. The
first world and Eurocentric bias guided the feminmsadings ofJane Eyre which
were later questioned by the challenges of womerolfur, working class women,
Jewish women, lesbians, and their allies, demaisfydhe limitations of second
wave feminism. Celebrated feminist texts that fesduthe struggles of the white
heroine against the oppressive forces of patriagre later scrutinised with the
new developments in feminist theory and politicsd amere criticised for the
portrayal of an essential female condition thabigul the varied circumstances and

oppressions of other groups of women.

Linda Hutcheon'’s idea of plural feminism Tiine Politics of Postmodernism
is relevant here. For Hutcheon, feminist discousgauralistic and multifaceted that

there are “as many feminisms as there are femin{d®9). As a verbal sign of



Venugopal 10¢

difference and plurality, she argues, the term ffesms” would be best to
designate a multiplicity of viewpoints. (139) Bréig novel continues to prove
unsettling in its use of gender identities alonghwts association with class and

race.

Todd F. Davies and Kenneth Womack in “Reclaimihg Particular: The
Ethics of Self and Sexuality Wide Sargasso Séanalyses Rhys’s composition of
a moral corrective of Bronté that silenced the fMiss. Rochester. They focus on the
idea of “particularity” attributed to its characters by hoRhys and Bronté.

According to Davies and Womack, particularity is #tsssence of human beings.

In the long and ugly history of human exploitatiomhether that
exploitation be racist or classist or sexist inunat—the common
denominator has been the oppressor's ability te kght of the
victim's particularity. One of the chief instrumentused in the
oppression and exploitation of others continuesbéothe act of
silencing the victims. Without the freedom to téfeir own
stories, the oppressed become the easy prey opiressor who fills
the silence where the words of the victimised sthdad heard with
distorted stories that must function in untruthsd ageneralities.

(Davies, 64)

As Barbara Arizti observes in “The Future That Héeppened: Narrative
Freedom and Déja lu in Jean Rhy¥¥sde Sargasso Sgaalthough Bronté grants
Jane “a complete and particular self” (39), Bertha, white creole is denied agency

and remains voiceless. Rhys offers Bertha a voib&lwshe resolutely uses to
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recount her lived experiences of her childhood,iligrmarriage, and the loss of her
particularity and self thereafter. Rhys’ novel pdms the reader with the possibility
to glimpse at Antoinette’s experiences, her tragealyd most importantly, her
particularity. Her identity is ambiguous as sheldawt identify with either the ex-
slaves who called her a “white cockroach” (64) e tvhites who considered her a

“white nigger” (64).

...white cockroach. That's me. That's what they @llof us who
were here before their own people in Africa soldnthto the slave
traders. And I've heard English women call us winiggers. (Rhys,

64)

Former slave owners, the creoles are hated bybtheks and are also
despised by the whites due to their long associatiih the blacks. Antoinette
learns of the great divide among races which malkesnore of an outsider due to

her race hybridity.

Susan Meyer in her analysis of the use of coloar8ronté identifies
“blackness” as an attribute to domination. Accogdin Meyer, blackness not only
represents the other but also their desire fornrgeeShe adds that though Bronté
tries to question the ideology of imperialism, $ais to use the ‘other’ to criticise
British colonialism and ends up reaffirming it. Bté confronts the reality of British
race relations through the representation of anahctamaican black woman, but
what begins as a critigue of imperialism becomeseae appropriation of the
metaphor of slavery. Rhys’s representation of Bedh a white Jamaican woman

further complicates her oppressed status makingaheative subject’ (250). The



Venugopal 111

peculiar identity crisis that Antoinette suffersrit makes her wonder who she really
is, what her national identity was, where she th#&jonged, and why she ever was

born (Rhys, 64).

In Wide Sargasso Se&hys traces the issue of race beyond history and
politics to the unconscious where racial prejudices their deepest roots. She
addresses western imagination and their continstuggle with the dilemma of
race along with the political sympathies for thepdissessed white minority and
oppressed black majorityVide Sargasso Sesxposes the extent to which intimate
things such as “personal and human identity mighti&termined by the politics of
imperialism” (Spivak, 250) and how colonial ideojogenetrates individuality and
identity to tempt readers to be carried away bydbminant ideology. It explores
the negotiation of space between binaries of rgeeder, and identities. It is a
valuable historical work that explores Victoriantnmchy, the complex socio-

political history of the West Indies, and sexualisacism.

Scholars have analysed the portrayal of childrehchildhood inJane Eyre
Though they focus on Bronté’s portrayal of younge]ahey tend to neglect Adele,
who remains a child for most part of the novel. lkd¢arens remains neglected in
the Jandcyre scholarship. Though spirited, affectionate, obligand loyal, Adele is
generallycaricatured as mini-Celine or even mini-Blanche ntamlennant'fdele:
The Hidden Story of Jane Eyr@002) traces the life of Adele, Rochester’s

supposedly illegitimate daughter with Celine VaranBronté’s original.

Jane Eyre’s story unfolds anew through the eyeaddfle, the daughter of

the celebrated Parisian dancer, a homesick, forlght- year-old brought to
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England by her mother’'s former lover who refusesatknowledge Adele as his
daughter. Rochester affirms that he sees no protjrion
paternity” (Bront&, 169) written in Adele’s coungete and
adds that his dog, Pilot, was more like him tharelad As
he claims, it was not any natural claim that urp@d to
support Adele when he heard of her destitute sthtis

sheer humanity that compelled him to do it. He f BRssrssrRBReIstsrIots

responsible for a child that was born into his letwdd and Fig3.2 (,:40;6; photo of
ele

resolved to support her regardless of her parentAgele displays a clear

intertextual relationship witdane Eyreand Wide Sargasso Sea. Adekalls the

heroines of both Bronté’s original and Rhys’s Clagin narrative.

Adele identifies with Antoinette’s discontentment in thdace she was
forcibly brought to, like Adele herself. Adele, tli@ancophone girl, dislikes her
benefactor's foreboding mansion, finding herselfte cold, strange and foreign
land called England. By the twentieth century,icsidiscussed the clash of national
identities, particularly France and EnglandJane Eyreanalysing the portrayal of
Adele Varens and Celine Varens. Tennant focuseAmgtocentrism inJane Eyre
and the English/French divide, so obvious in BroBt®nté even attributes to Adele
traits of her Parisian mother, reflecting the neegith century English opinion of
French women. Rochester refers to Adele as a “turgaof Celine Varens” and
adds on to it through the suggestion that “coquetng in her blood, blends with her
blood, and season the marrow of her bones” (Brd@8). Jane Eyre’'s remarks on

Adele throws light upon her perceived race prejeslic
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My pupil was a lively child, who had been spoiltdaimdulged, and
therefore was sometimes wayward; ... she soon fohgot little
freaks and became obedient and teachable. Shedhgrkat talents,
no marked traits of character, no peculiar develmnof feeling or
taste, which raised her one inch above the ordinamel of

childhood. (Bronté, 128)

Being the daughter of a French dancer, Adelegbtraway dismissed as
untalented, plain, and worthless of higher eduoatldowever, through an earlier
observation on Adele, Jane Eyre contradicts herBetinté specifies that Adele is
possibly as young as eight and no older than teenwlane first meets her. By then,

she was a practised and accomplished singer, darmzkreciter.

Adele sang the canzonetta tunefully enough, and thi¢ naivete of
her age...She then declaimed the little piece withadantion to
punctuation and emphasis, a flexibility of voicenda an
appropriateness of gesture, very unusual indebdrage, and which
proved she had been carefully trained. (Bronté 22)1As Alexandra
Valint observes in “Accepting Adele in Charlotte oBté’s Jane

Eyre’,

Jane’s remark that Adele possesses “unusual’ttalemoice, gesture, and
memory makes both Rochester and Jane’s commentsAtlede has no talents
patently untrue (207). Adele offers to demonsttee skills to Jane, dances of her
own accord as it pleases herself and expressedesege to even participate in the

adult game of charades at the Thornfield ball. Hewe critics have summarily
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dismissed or ignored Adele’s artistic tendenciesnethough she exhibits the agency
and attitude for it. Adele exhibits extraordinamjliance in the choice of her songs
that matches her circumstances. The opera sondfofsaken lady” (Bronté, 121)
who was betrayed by her lover and hides her dsstiredier pride, confidence and
fine clothing resonates with her situation as Retdrewho invited Adele to “live
with him in England” has not “kept his word” (Bréni22) as Rochestéeaves his
ward behind, travels across Europe and stays gidialane observes that the subject
of Adele’s song “seemed strangely chosen for aaninkinger” (Bronté, 121). In
fact, Adele uses her artistic talents to voicefaelings which otherwise would have

been hard or impossible for her to articulate.

Sandra M. Gilbert and Susan Gubar analyse thémxisritical investigation
that has been overshadowed by Adele’s nationatitgexhich defined Adele by her
obsession with “fashionable gowns rather than doelor freedom” (Gilbert, 350).
They raise the question whether Adele, the daugtitdre “fallen female” would be
a “model female in a world of prostitutes” (350)owkver, another interesting
aspect of the rejection of Adele’s talents as mbeatrics taught by her French
mother, is the juxtaposition of Rochester’s arthie novel. Bronté does not condemn
theatricality unequivocally as she portrayed Rotdreas someone with a “fine

voice” and who “liked to sing”. (312)

Anne Jackson argues that despite Rochester-ddarades and the gypsy
scene inJane Eyre Adele’s performances idlane Eyreare not shown to function
similarly (131). Adele’s agency and pleasure in tkdeployment of her

accomplishments, on the contrary, are viewed dssaot defects.
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Rochester also observes that he rescued Adeletfrerfslime and mud of
Paris” and transplanted her to grow up “clean m wholesome soil of an English
country garden” (Bronté,170). Towards the end & tlovel, Jane notes that “a
sound English education corrected in great medserd-rench defects; and when
she left school, | found in her a pleasing andgij companion — docile, good-
tempered, and well principled” (Bronté, 519). Béraffirms that Jane’s pure
English influence tames Adele and prevents her fbmmoming morally depraved
like her mother, Celine. It can be rightfully obsed that Adele, the abandoned,
foreign, and bastard child, is the most mistreated marginalised character ddne
Eyre who receives an unfair treatment equal to or waisan Bertha Mason.
Tennant gives Adele a story while leaving Jane Eatrehe margins. Tennant
features five narrators out of which Adele plays thominant role, along with
Rochester in the second, Grace Poole, Mrs. Fa@fack a third person narrator.
Tennant ensures that the secondary women in Beont@vel enjoy greater status
and voice. Despite her centrality in the novel, M@t also throws light on the
power Rochester exercised in his household anddéggendents through her
suggestion that all women in the house dependeRammester’'s good or ill will.
Rochester treats Adele as he treated Celine ipdbe He showers her with presents

and acts disgusted by Adele’s excitement and jagodiving them.

...[tlake it into a corner, you genuine daughter afi® and amuse
yourself with dis-embowelling it’, said the deepdamather sarcastic
voice of Mr. Rochester, proceeding from the demthan immense

easy chair at the fireside. ‘And mind’, he contidu&lon’t bother me
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with any details of the anatomical process, or aoyice of the

condition of the entrails. (Bront&, 152)

Rochester expresses his dissatisfaction in beunglemed with Adele’s
custody and states that “in some moods”, he “wdald be rid of” the “French
floweret” (Bronté, 163) that was left on his handHg. protected her not out of love
but for the Roman Catholic principle of expiatingnmerous sins by a good deed,
mindful that he had committed several sins in hisyp. Adele is a salvation project
for Rochester. He tries to project Celine’s shalless and rapaciousness onto
Adele. He willingly sexualizes Adele and maniputateer to act like her
promiscuous mother to seek revenge on the deadfoBygrounding Adele’s
narrative, Tennant defends Celine Varens, Adele2aéh mother who was regarded
as improper and immoral by British standards. 3be jpresents Bertha Mason as a
harmless and amiable woman who befriends Adele,nwiBronté accused as
eccentric and wild. In Adele’s story, Jane Eyrenist a gracious soul and
Rochester’'s household appears dreary and lonely.riot the foreign women; the
French or the creole, who are the problem maker§ennant’s novel but the
demonised English housekeeper, Mrs. Fairfax whaos doach of the plotting to
bump off both Bertha Mason and Jane Eyre so thatRdchester could marry Ms.
Blanche Ingram. Emma Tennant’s Adele is neitheamqy nor pastiche, but a text

that rewriteslane Eyran a new light exposing its darker shades of racism

Claire Moise’sAdele Grace and Celine: The Other Women of Jane Eyr

(2009) also presents the sketched womedaoke Eyrewith fuller lives. The novel
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focuses on the lives of Adele; Rochester’'s wardc@r his most devoted servant or

confidant, and Celine; the French opera danceRauthester's former mistress.

Adele Grace and Celine: The Other Women of Jane @@09) traces the
lives of three women tangential to the story ofeJ&yre and Edward Rochester.
Moise’s intention is to provide a background to sthe
characters, their evolution, and motivations withine
framework of Bronté’s novel. In “A Dialogue of Sedihd
Soul: Plain Jane’s Progress”, Gilbert and Gubantpout
that aside from the housekeeper Mrs. Fairfax, tluier

women; Adele, Grace, and Blanche, are importangédhee

role models” for Jane. (350) The novel is narratedugh

. . Fig 3.3 Cover photo of
the perspective of Adele Varens, who Jane Eyreis Adg,e Gmcz adeelme

Rochester's ward and presumed daughter, abandonégromother and with no
paternal claims on Rochester. In Rochester’s opjmalele was rescued “out of the
slime and mud of Paris” and transplanted to Englamdgrow up clean in the
wholesome soil of an English country garden” (B&ni70). The premise of
Moise’s novel is that Adele is the biological dateghof Rochester and the French
opera dancer Celine Varens. Celine feigns her dmadhets Rochester take custody
of her eight-year-old daughter in the hope thatl@deuld lead the comfortable life
of an English upper-class lady. Celine becomestitrasver her separation with
Adele and writes to Grace Poole, who she knew Rsieharusted with his life’s
greatest secret. Grace Poole writes back to Celineg to her solitary life as Bertha

Mason’'s keeper in the attic and the two women begirsecret twenty-year
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correspondence with another. The narrator Adedm isctogenarian who discovers a
series of letters exchanged between Grace Pootefatter’'s servant and Celine
Varens, her mother. The narrative transitions feprstolary to the first person as
Adele learns about her own childhood and the lnfethe two women. Moise looks

atJane Eyrés women with greater empathy than Bronté herself.

Vocation of women in Victorian high societies wastricted to keeping their
husband’s house and raising their children. Adeleharacterised as a studious and
ambitious woman, a portrayal that goes against 8seh and Jane’s remarks on
Adele’s lack of talents, unwilling to abide by tbppressive standards of the society
she lived in. Jane Eyre and Rochester who makesmet appearances in the novel
seem to stand by Adele in her decisions aboutifeewlthout imposing their wishes
upon her, mostly because they themselves did rtbebabout society much. Grace,
at numerous instances in her letters to Celine;ries Adele as a woman who has
“got her own mind” (Moise, 84, 147) for Adele owtgr her own tragedies in life
like being born out of wedlock, orphaned at a terafge in a foreign land and the
frustration over her failed attempts to establisbamd with her benefactor. Her
peculiar circumstances however made her a detedrand confident woman who
enjoyed greater freedom than any young girl oftmee could expect or dream of.
Adele pursues her school education shortly aftesrifireld Hall gets burnt down
and thereafter attends Bedford College for WomethatUniversity of London,
though Rochester initially objects to young ladiiending lectures of male teachers
unchaperoned. Adele retorts that even married datliem fine families attend

classes at Bedford and assures him that there wwmrildo scandal. True to her
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puritanical nature, Jane Eyre on the other hand swaserned that people at the
universities might bedissenters and nonconformists. Adele tactfully egpes her

deep disappointment in Oxford and Cambridge, theveusities without non-

conformists then, for denying admission to wome#).(&\dele studies botany and
biology and then joins Florence Nightingale as aseuduring the Crimean war
despite Jane and Rochester dismissing her as awghl “no great talent”

(Bronté,128). During her time, though it was aneaffe for a governess to be
engaged while at the service of a family, Adele wasonventional in her decision
not to dismiss her ward Lissette’s governess fandoengaged while at service to
her family. Instead, she extends her full supporhér young governess for her
determination to earn a living until her fiancéaddishes himself and believes that
no young and educated woman be expected to livdbahdve like a member of the
religious order to earn a living (190) and ther@dsharm in letting her employees
lead a normal life as she herself grew up in a @desvhich the governess married
the master. She encourages a young upper-classiaidyer new neighbour to teach
and participate in the affairs of a school thoughas inappropriate for a woman of

her class.

Unlike other young women, she exercises great®namy in her life, doing
as she pleased. Adele’s views on religion were alsigue as she rejected the
mandate of a single form of worship for a Christimmbracing all sects of
Christianity including Catholics, Protestants, aegten non-conformists- the
Methodists, Unitarians, and Quakers. Adele evehtdalls in love with the Baron,

Garnet Gresham, marries him and leads a comfortalileather uneventful life in
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his family estate, Drayton Abbey in Shropshire. ledgbserves that while most men
would not let alone accept such independence ahe\ament in a wife, Garnet
treasured those aspects of hers (52) making hierfagh gentleman and above all, a
great human. However, she greatly missed the witydife in London as she failed
to establish a friendship with any woman in herghbourhood for their lack of

education and intellect.

She did not maintain strict class boundaries asatéd her employees with
compassion, largely owing to her confusion in h&noclass. She helps her
employees in need, doing work “not fitting for alya (207) and hopes to find a
friend in the new governess though her stepmotheme Eyre warns her against
seeking or imposing personal intimacy in her emeésy Ironically, Jane Eyre
herself sought emotional intimacy in her employand accepted his proposal of
marriage although Mrs. Fairfax had warned her agauach aspirations above one’s

stations.

Adele learns that her mother was alive only aterlstage in her life. While
she could not fathom the reason why her mother gaveip, she was also grateful
for the life she would not have received otherwiSae was judgemental of her
mother’s profession and furious that she betrayedfather’s trust, only to learn
later from Grace that Celine Varens was a lot ntba& what Adele had perceived

her to be.

Adele is vocal about the rights of women which evept protected by the
law of her time. She is disgusted by the plightlebutante women who attend balls

in the hope to be chosen by men while men occupylbasant position of making
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their selections. Adele herself was also not gsitecessful as a debutante because
of her questionable birth which deprived her of stetus of a proper lady. Families
of suitors who wanted her hand in marriage eitegrated the proposal owing to her
illegitimate birth or demanded excessive dowry. l&dRowever marries Garnet
against the wishes of his family and their uniorswat approved by her in-laws for
quite some time. She was furious at her husbandebarreluctance to protect his
newly wed sister Trina who was subject to mariggder and serious physical abuse.
Though Garnet did not approve of Trina’s husbandanidb’s ways, he believed
what Hamish did was “within his rights” (296) andcarding to law, his actions

would not be sufficient grounds for a divorce (296)

From a post-colonial perspective, while Brontéartpayal of Adele is
problematic, so is Moise’s Adele’s attitude on coddism. Adele’s characterization
as the bastard child of a French courtesan whessued from the dirt of France is
heavily stereotypical. As a child, much to the tikes of her mother, Adele is
described as eager for glamour and obsessed witlodies, clothes, and jewellery.
Jane Eyre’s mission had been to transform Adele antlocile, good tempered and
well principled English lady and to bestow her wahund English education that
would correct her French defects. In Moise, howgeveatele grows up to be an
advocate of benevolent colonialism in her obseovathat the British empire sends
only the best civil servants to India post the mutiof 1857 to establish “a
government worthy of Britain and India” (111). Skheld the belief that the
disbanding of the East India Company and the utstih of civil authority in India

made good results. She appears to be proud ofittisieg mission of Britain and
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expresses her confidence that their continuedtsftorresolve cultural conflicts will
come to benefit all, though she is also mindful tha civilization of India is much
older than theirs and that the colony has its avenature and art (217). Adele lives
to see the world change with more women gettingcathal, universities admitting
women, doing jobs of their interest and is contbat she could herself live the best

of her own time.

Adele’s challenges as a woman were remarkablyerdifft from those of
Grace Poole and Celine Varens. Bronté presentse@aole as a character with
virtually no past or future, charged with providiag adequate dose of gothic in the
narrative, with her mysterious role as a servant vghpaid double, with suspicious
mannerism and tone, and a frightening laughter ighanitially attributed to her.
Bronté presents her as a stout middle aged anthaieed seamstress who is one
among Rochester’s servants. Her character senasessherring to keep the secrets
of the mansion locked away as she secretly guaelshsane mistress of the house.
Jane assumes that Grace is responsible fomibked and eerie laugh emanating
from the third floor, holds her responsible for thesuccessful attempt to burn
Rochester alive in his bed, and other strange fiigte deeds. Jane observes, “there
is a woman who sews here, called Grace Poole- aighs$ in that way. She is a
singular person” (Bronté,176). Jane is scepticautirace Poole’s position in the
family and wonders what influences Rochester tonta@ her in the family despite

having identified Grace as a threat to the same.

[S]o much was | occupied in puzzling my brains oWer enigmatical

character of Grace Poole, and still more in pomgdethe problem of
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her position at Thornfield and questioning why dieel not been
given into custody that morning, or, at the vergske dismissed from
her master’s service...Had Grace been young and bargjd should
have been tempted to think that tenderer feelihgs orudence or
fear influenced Mr. Rochester on her behalf; batdh favoured and

matronly as she was, the idea could not be admifBrdnté, 181)

In Moise, Grace Poole, born into the servant ¢lhad no real prospects in
life. Though her letters reveal that she and Rdehdsad a shared childhood as
Grace’s father had been the gamekeeper at Rockefasnilial estate, she never
aspired above her class or ever dared to rise abewetation. Her letters reveal
details of her closeness with Rochester and thetlyhgears she lived in the attic of
Thornfield. She exhibited unwavering loyalty to Eatdd Rochester who in turn
treated her with great respect and trusted her glgreatest secret. Grace assures
to never disclose the moment of Rochester’'s weakorgshe night of the fire while
he was trapped in the debris pleading to Gracettbiin die, which he later believes
to be a cowardly sin. Being entrusted with the takkaring for a lunatic, Grace’s

position at Thornfield was complex, as Adele obssyv

[G]race was like a grandmother to me but was farentban that to
my life. Her place in the family was not defined &yy of the usual
rules- not really a relative, not just a servaat,rhore than a friend-a
confidant to Papa such as few men have, someonefelthfvee to

say things to him that even his wife shrunk frono(s&, 163).
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A childless and widowed Grace leads a life of s&on in Thornfield after
she takes up Rochester’s offer of the job, andliferis at ease post the fire at
Thornfield discharged from the tedious duty of egrior Bertha. It was this solitude
that instigated her to write back to Celine Vargiving her news about Adele in the

beginning, and later about everyone in the houskincluding herself.

Only one hour in the twenty-four did she pass whitr fellow

servants below; all the rest of the time was spesbme low ceiled,
oaken chamber of the third storey: there she sdt smwed- and
probably laughed drearily to herself-as compan&sks a prisoner in

his dungeon. (Bronté&, 191)

Grace Poole is the most enigmatic woman Jane na¢é€t®chester’'s house
(Gilbert, 350). Grace had been the physical embedinof restraint, while her
occasional laxation in the quality through her ilggmce in gin to relieve her
boredom and frustration, the lapses that allow HZerto escape and perpetrate
various crimes in the household in the middle efnight, that eventually paved the
way to Thornfield’s doom and Rochester’'s mutilati®ochester relieves her with a
generous sum as pension and presents her withagedb live in. Mindful that he
made her part of the hell that was his life, asc@iaad shut herself from the outside
world for the best part of a decade to be the ntarslee lunatic, Rochester’s sense of
obligation to Grace was too strong that he retaithedrole of her protector even
after Grace was discharged from service. Gracetealiyy marries Septimus Richie,
leads a content life with him at Harebell Cottagied moves in with hesister after

Septimus’s death. Women irane Eyre as Gilbert and Gubar observe, are mere
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agents of men, and may be keepers of women. Thelgamd to their prisoners by

the same chains. (350)

Celine Varens is yet another foreign woman whosaarality and deception
are contrasted with Jane’s chastity and piety,otwstruct the latter as a role model
of a heroine. She is Rochester’'s former mistresks/Astele’s mother who does not
make an appearance in the novel. Everything we labout the character is through
Rochester’s narration of his experience with hére & introduced as a character
who Rochester falls in love with, who he descrilssda woman without “any
consecrating virtue” (Bronté, 165). Presented iorB# as beautiful yet fickle-
minded, Celine Varens is doubly discriminated asfain terms of her gender and
her race. She can be referred to as the “fallen amdnm Jane Eyreeven though
Rochester once cherished what he referred to agrande passion” with her, a
passion she professed to return with “even supargwur” (Bronté, 165). Rochester
breaks off his relationship with her after he leaaf her true feelings towards him,
after he overhears a conversation between Celimke hem lover. According to
Rochester's narrative Celine left Paris for Italyandoning her daughter while
Moise tells the event differently. Celine makes Rexter believe she died so that he
would take care of Adele. Celine was certain thathester would not otherwise
raise Adele as his own because he was suspiciofdedé’s paternity. Jina Politi in
“Jane Eyre Class-ified” makes a remarkable obsenvain Celine’s representation:
Rochester falls into the nets of Duessa — a Fremziman in whose person are

concentrated whoredom, deception, wile, and imnitgraf the stage (84).
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Celine’s depiction as a sexually aggressive worohrioose morals and
immense vanity strengthens Rochester’'s accountepfdiaception and her release
from his financial support. According to Rochest€eline charmed the “English
gold out of [his] British breeches’ pocket” (Brorité63). Moise presents Celine with
character above Brontéisnagination of her as materialistic and sly. Bekrgnch,
Celine was accused of promiscuity and the lackobiristy. Celine is a carefully
constructed foil to Jane Eyre highlighting Janessichble qualities and merits. The
very action of projection of less desirable tratgshe lesser women of the novel can
be read as the affirmation of the Victorian steypes. Bronté reinforces the
patriarchal order of the Victorian society by cagtiCeline as a fallen woman
without blaming Rochester for his relationship witlhmen outside marriage. The
ideological function of Celine’s character in Bréns to embody the stereotypes of
the Victorian society. In her analysis of fallendansther women as social evil in
Victorian times, Lyn Pykett observes that Celinéegesocial order with her refusal
to abide by the norm of “asexual state of marriedimarhood” (64). Celine lacks the
four virtues, “piety, purity, submissiveness andmésticity”, the indispensable
attributes of true womanhood, without which “faraehievement, or wealth, all was
ashes” (Welter, 152). Even if Celine’s life on d&elient subcontinent is marked by
independence and fame, it is a potential threasacial order and morality in

Rochester’s perception.

Social feminist theory criticises this projectiamd the representation of
Bronté’s independent middle-class heroine in cabtvéith women who do not fit

the norm. Celine serves as a symbol for moral dépgraln “Pandora’s Box:
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Subjectivity, Class and Sexuality in Socialist Feisti Criticism”, socialist feminist

critic Cora Kaplan identifies the heightening ot thoodness of the middle-class
protagonist as a common Victorian trope. The repridion of the Jamaican creole
and the French woman in Jane Eyre as over sexdatieeeptive, cruel, and mad
cannot be rejected as coincidental. Kaplan argustsBronté projects and displaces
on to women of lower social standing and women abur, as well as on the

“traditionally corrupt” aristocracy, all that wasemed vicious and regressive in

women as a sex. (167)

Celine’s character functions as a warning to Jéye presenting the
repercussions of stepping out of the path of righge@ess. She serves to warn Jane
of the dangers of female transgression and manitéécretion. Moise’s Celine is a
woman of many challenges. She is the loving mistrédso becomes impregnated by
her benefactor, Mr. Rochester. According to CelRechester is Adele’s biological
father who drifted away from her after she annodnber pregnancy. Rochester
expresses doubts on Adele’s parentage and caste@elay from his life depriving
her of the comforts he had showered her with. Die\adi money and protection,
Celine stages her own death, and leaves her chiRbchester’s custody in the hope
that her daughter could lead the comfortable lthe sleserved. Over the years,
Celine’s body begins to betray her, and she couldomger carry on with her
vocation of ballet dancing. She starts a smallbwginess, makes a decent income,
and even adopts a child. As Grace Poole obsenas)eCgave pleasure to all the
folks who loved her dance, and the ladies she rhatkefor. She gave up Adele so

that Adele could lead the life of luxury rather thdragging the child into her own
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life of uncertainty and misery. She gave life titidi Lisette, who otherwise would

have ended up on the streets as a beggar, and abowdended the pleasure of
friendship to Grace Poole, who led a lonely lifeBastha’s keeper in the attic. (278)
Celine’s letters to Grace were vivid accounts cérapnews, gossips, descriptions of
holidays, narrative of the Revolution of 1848 aplétyed out in Paris while Grace’s
letters carried news on Adele, events at Thornfialdd her own personal life after
the Thornfield fire. Their shared concern on agesgrucial in the understanding of

how the ability to work influences lower class wartsequality of life.

In “Charlotte Bronté’s Use of French”, Elaine Slatter observes that the
projection of promiscuity and madness to a Frenadman in Bronté is not
coincidental as “(to) Charlotte Bronté, as to mokter countrymen in the mid-
nineteenth century, France represented passionoiality, and idolatry while

England stood for reason, decency, and piety” (227)

It is no coincidence that the egotistic, unintaditand sexually aggressive
Celine is French. To Bronté, Europe, particulahg t'wholesome soil” (Bronté,
170) of Britain is the epitome of rationality andrhanity. Presenting Celine as the
“illicit, self-indulgent, and dangerous” (Showalt&28) French dancer accentuates
her fallen woman status. The immorality of the FEterdancer is presented in
contrast to the morality of the English maiden. Bstablishing the difference
between the pure English maiden and the Frenchedadma Politi adds to this
argument that in the world afane Eyre improper discourse has no place while
sexuality and insanity belong “abroad” (91). Shgares Jane as the “pillar of the

nation " who prevents an English man from fallingp “French ways”. Despite her
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plainness, the well principled Jane is the symlbaksistance to the coquetry of the

French dancer.

Beth Newman opines thaane Eyreupholds Victorian conservatism and
accepts the Victorian values and attitudes towgedgler, race, and class rather than
being critical of them (452). Brontés focus on gaoididle class women at the cost
of racialised and norm defying women of the lowkass or foreign women makes
Jane Eyrea peculiar case for analysis of female independemze particularly
intersectional feminism. Drawing on post-structistal post-colonial, and Marxist
methodologies, Spivak and Kaplan argued that th@nism of Jane Eye was a
“white middle-class feminism built on a series ofcleisions of racial and class
others” (Bossche, 53). They maintained that Gilbend Gubar essentialized
womanhood and considering the author as solely leeeeamined how gender and
the discourses of power fuse together. Spivak ampldt refused to exempt Bronté
from the entanglements of the networks of gendasscand race and paved the way

to critical commentaries grounded on class, race,gender.

It is in this respect that Moise’s attempt to giwaice and story to three
women of various social ranks and race; Adele, &atwd Celine, reduced to little
more than stereotypes, proves conspicuous. Moidectiwkly explores the

motivations of these characters and explains ffeggonal evolutions.

An example of a Byronic hero, Rochester is a dtaraguided by his
impulses rather than his intellect. His life hagievild and dissipated but he still
manages to steal Jane’s heart despite the sternmbgs manners and plainness in

appearance. Though according to the Victorian stals] he might be naturally
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superior to Jane by his gender, he was also hegrisupn terms of social and
financial status. On an intellectual level, Jane W& equalJane Eyre’s Husband:
The Life of Edward Rochesté2011) by Tara Bradley centres on the life of Edivar
Rochester, one of the most compelling male chaaatditerature, and divulges his

most intimate experiences of life in a vivid faghio

The novel takes the reader to the innermost wgrki~

of Rochester’'s mind. The life of Edward Rochestas | ‘

been heavily influenced by the property and inaede BISNSREIENEIINTIND

T L4ife of “Ectnard Recrokter

laws of the Victorian society. Retellings from Rester’s
perspective present Rochester as a victim of tloeokian

inheritance laws and legitimise his nature, actimd

1._, . . B o
Fig 3.4 Cover photo of
Jane Eyre’s Husband

choices based on them. The Victorian laws concgrr
property and inheritance were very strict. A corgtied set
of laws and customs dictated ownership and inhergaOne’s future status and
wealth could be estimated at the moment of oneth kind these laws laid out who
was entitled to own/inherit what. The law of prineogure had the greatest impact
on the lives of people of the landed class. Acagydo the law, the eldest son of the
family essentially inherited all the properties dmaddings of the father at the time of
the father’s death. Primogeniture was a commonithatie Victorian England which

could however be superseded if the owner of thegityg chose to, through a will

that changed the inheritance structure. If the owdnes without a will, his property

would be subject to the law of primogeniture. Actng to consensus, all landed
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estates of the father were left to the eldest sath wills written to this effect,

leaving a little to nothing to his younger sons amach less to his daughters.

Born as the younger son, Edward Rochester migha haturally been raised
not to expect a fair share of his father’s fortyrigs estates, or mansions. His elder
brother, Rowland was considered the sole heir &rtfansion and the estate of
Thornfield. Since the younger sons of the familyravgiven minor estates and
property, we could assume that Ferndean came iathdgter's possession in this
manner. The younger sons were also expected taderéor their future themselves
by entering professions like the military, law, amlde church. However, a
prospective marriage was the most convenient metiwadigh which the younger
sons could amass a great fortune. The youngerwerealso encouraged to marry
into money. Edward Rochester’'s fate was no differélis father did not want to
reduce the value of his estate by sharing it anfmsigwo sons, and hence decided to
leave Thornfield to Rowland Rochester in accordamitie the law of primogeniture.
Through subterfuges planned by his father and brpotBdward Rochester, who
might have otherwise not appreciated the notionmairrying for money, was
deceived into a marriage with Bertha Mason. He &rdged to go to Jamaica, meet
the beautiful Bertha, fall for her, and enter a magee with her. Bertha Antoninette
Mason was the daughter of a rich plantation owrfethe Caribbean islands, a
former acquaintance of Edward’s father. Mr. Masoanted his daughter to be
married to an Englishman and had arranged a sulatdowry for his daughter.
Edward’s father and brother were particularly péebhby the dowry Mr. Mason had

proposed and hence tricked Edward Rochester irtcaliance. Edward failed to
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recognise the motivations of his family for the afatintil he was legally married to
Bertha. As per the English common law, known agn#ecovert”, a married

woman’s money and property automatically belongeler husband.

Under the principle of “feme covert,” a woman, ogter marriage, became
one with her husband in the eyes of the law. Hentity, therefore, was “covered”
by the identity of her husband. She becomes a edv@r hidden) woman, thus the

French term “feme covert.” (Teachman, 159)

To protect the interest of an heiress, trustees eduld control her property
on her behalf were established. Since Mr. Masonemaw such arrangement for
Bertha Mason, her property passed on to her huséachdtayed with him until their
marriage was legally resolved. This arrangement exaeptionally convenient for
Rochester’s father as he felt that he had provideldl for his younger son, without
having to split his other properties. However, b&tiward’s father and brother
could not have predicted that Rowland, Edward’'stH®o would pass away too
early. Their father also joined Rowland shortlyeaffThe untimely death of his elder
brother and later, his father, made Edward Rochéséesole heir of the Rochester
mansions and estates, and every property thatatherf held. On financial terms,
Edward’s marriage to Bertha Mason soon became ssétehim. Added to it was
their straining relationship with one another whiRbichester attributed to Bertha’'s
drinking and lascivious desires that culminatechan outright lunacy. Hence, the
basic incompatibility between the two became meoapunced in Edward’s eyes as
Bertha’'s financial value also diminished. Berthawbkwer continued to be

Rochester’s legally wedded wife as divorce was axd¢asible option in Bronté’s
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time. It was extraordinarily difficult to obtaindivorce in the Victorian England as
only an act of the parliament could dissolve a raga. People abstained from
opting the only available option because it waseaspve in the first place, and a
very public experience. Despite being rich, one MoMonder why a private and
reserved man like Rochester decided not to trydbison. Even if he had decided
that a public exposure would be better than aiifetof marriage with his lunatic
wife, Rochester might have had a hard time pro@egha’s insanity at the time of
their marriage. Bertha was presumed to be sareedirhe of the marriage and she
had entered the marriage with Rochester willingligeir marriage could only be
declared void if Rochester could prove that Bentfes insane at the time of the
marriage, proofs towards which were non-existemichHester was therefore tied to
Bertha until either of their deaths broke their jogal bond, and a bigamous
marriage that he tried to engage with Jane Eyrethanly kind of marriage he

could consider.

Though not the protagonist dfane Eyre Edward Rochester occupies a
pivotal position in the novel and all its adaptatioln Bronté, Rochester is the dark,
mysterious, yet alluring, master of Thornfield Healihd the object of the
protagonist’'s love. InUnderstanding Jane Eyre: A Student Casebook toesssu
Sources, and Historical Document®ebra Teachman observes, Rochester is an
ordinary looking, middle-aged man with “ugly” fea#s and a quiet demeanour
coming on the heels of the “young, dark, and hamd@gs®yronic antiheroes" (1).
Rochester is older than most literary heroes, vasl Ifor a significant time in the

European continent and the West Indies, is rich anwds two moderately sized
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estates in the country. He is the last survivinghester post the death of his father
as well as brother. Although he is described ak dad brooding with an immoral
character, Rochester is still presented as the bedane’s story with the readers
longing for his union with the heroine. Aft§vide Sargasso Searitics have also
observed how Rhys treats Rochester with sympatbyuaderstanding, considering
him a victim of the patriarchal inheritance laweritailment. Rochester is clearly the
unfavoured second son who was dispatched to aytdoprocure a fortune through
marriage. Tara Bradley'dane Eyre’'s Husband: The Life of Edward Rochester
traces the life of Rochester with sympathy for hige’'s burdens while also
legitimising his arrogance, excesses, and folligdrAnsferring guilt to the other,
essentially the women in his life. Through Brom&, come to realise that Rochester
was not favoured by his father at any point inlliesand that he was even tricked
into marrying a woman who had the seeds of insamitigin her, ready to sprout at
any moment. Narrated from Jane’s perspective, wegrsvided with nothing more
than glimpses of Rochester’s early life through dleceounts by either Mrs. Fairfax
or Rochester himself. Bradley’s retelling is undldggthy, vividly describing every
moment of Rochester’s life with minute detail, ke textent that it tires the reader.
Bradley plays with sympathy and compassion foryeng Rochester, the second
born son of John and Elizabeth Rochester, whosie miarked disappointment in his
parents as his father was unwilling to partitios family estate between his two
sons, and his mother longed for a daughter, thauglas “rare for a woman to be
disappointed by the birth of a son” (9). ElizabBbchester was already exhausted
by the patriarchal regime of her husband trainieg first born the ways of men.

John Rochester disapproved of Edward’s interesksdaor pursuits of reading and
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music regarding them feminine, despite the boy &lksimg active and athletic. In
Bradley, Rochester grew up to be a good man ncemiattw later events in his life
bend and twist his soul. Critics would have a ddfé opinion on Bradley's
statement taking into consideration how he tredafsdine and the first Mrs.
Rochester. However, if we analyse the actions afhiester, we come to realise that
for Rochester, it is a long story of suffering, dosf power and increasing
dependence orlane. This dependency culminates with RochesteryimgrJane

after losing his hand and becoming blind.

Jane enters a marriage with Rochester with anlemuaven a superior
footing as Rochester is now a widower who is maimed blinded implying that a
woman's self- expression and independence are lr@lgput in Bronté through a
man’s emasculation. She becomes Rochester’'s pwpguade, and their relationship

is a curious blend of independence, submissiveaesisgontrol.

Grace Poole is depicted as Rochester’s childhoedd and confidante who
later grew up to be his first romantic interest his adolescence, and they
acknowledged the “value of the other” in their BvéBradley, 29) proving true
Bronté’s Jane Eyre’s speculation that Rochestehtriigve had “tender feelings”
(182) for Grace, which she later rejects owing t@c@’s “square, flat figure, and
uncomely, dry, even coarse face” (182). Grace’satttar is full fledged in Bradley.
She lost her mother at a very young age, workegelata a living, and support her
drunkard father, to be eventually violated by hibespite Rochester’'s promise that
he would come back for her after he was done withdehooling, Grace was

mindful of her social situation and cherished npéof union with Rochester. She
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marries Abel Poole, a widower much older than lafter her father attempts to
violate her and stays in a loveless marriage umgil husband’'s death. Bradley
suggests that Grace developed the habit of drinkarfgumb her hurting mind” (37-

38) from the traumatic thoughts of her father aksmuher and her new husband’s

desire for her body.

Abel brought her a bottle, not of whiskey but oh,gthe drink he
favoured on the rare occasions he drank alcohalc&found that she
liked it very much and it did not leave her sickle mornings. Every
night she would drink a little, in case heusband should want her, as
he so often did. And every night, the gin wouldrganer away.

(Bradley, 39)

The habit that she developed to get through Alstention eventually led to
Rochester’'s mutilation and Bertha's death. Though love in their marriage was
one sided, Grace led a relatively contented lifbershusband was kind and she had
enough funds to run her family. Her only memoryagfassionate embrace and kiss
was the one she once shared with Edward Rochexladeaived no bodily pleasure

from her relationship with her old husband.

Rochester seeks Grace’s help after his marriagBettha to come to his
service to be Bertha's caretaker. Grace, whoset adel was dedicated to
unremitting labour, takes up the position of thedm@oman’s nurse that in turn
secured her a place to stay and a good income alld not manage otherwise.
Though she might have been drawn by the implausildieey Rochester had offered

her, the real reason behind her willingness to gaga such a tedious task, and to be
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Rochester’s secret keeper for over a decade migbaply be the tender tie between
the two, shared since infancy. As Gilbert and Guteerve, Grace chose to become

the “public representative” of the mad woman (3f0)Rochester’s sake.

Bradley vividly describes Rochester’'s experienoe Jamaica upon his
father’s instruction to learn the operation of theyar business he has investments
in, along with a clear direction to procure hiefrd Jonas Mason’s daughter’s hand
in marriage. He is presented with a chance to léawepe and live in the “other
side” (45) of the world though Rochester feels adgeto “face the mysteries and

fears of his unknown new life in this alien placgi8)

His first encounter with Richard Mason, Bertha btas brother awakens the
imperialist in him, describing Mason as “weak” afeffeminate” reinforcing

Rochester’s preoccupations on racial purity andcorasty.

Mason had an odd rhythm to his voice, a nervousraesthough he had had
a childhood stammer and had been carefully coach#dof it. He was about
Edward’s height but lacked his sturdy musculardude was slight, his shoulders
somewhat rounded, and with a strange habit of adrgqwack after each phrase, as

though cowering. (Bradley, 49)

Rochester views Mason as inferior, describingltik as unmanly and he
becomes easily irritated by Mason’s nervousnesseb@r, the desire for a “solid
masculine companionship” (49) immediately kicksujpon Rochester’s arrival in
Jamaica. Similarly, Bronté’s Rochester also prgjelee impression of a manly man

who refuses to get the help of a woman when he fadim his horse and sprains his
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ankle. He dismisses his injury as minor but upaaliseng that he could not stand

upright on his own, he feels vulnerable, accepiielp from a small, weak woman.

Rochester's observation that Mason exhibited “likg- friendliness”
(Bradley, 55) also throws light upon the prejudafethe coloniser according to
whom the ‘other’ is less than human, or more anilikal Rochester’s thoughts on
slave trading are also ambivalent as his consciarmédd not let him take part in
any kind of human trafficking or ownership, while the same time, he tries to
justify the use of slaves in Mason’s estate whexéh&d investments in, reassuring
himself that the slaves there were “well-fed, wékpt and not abused” (Bradley,

72).

Rochester believes that he was duped to marrnh8&ewtho was around five
years older than him, and in whose blood ran tmmg®f insanity that were slowly
winning her over. Bertha's sexuality deeply dissiRochester as he believes that
she has been sexualigvolved with others prior to their marriage andtioues to
go astray after. He regards her as deceitful, ansoemd with a turn of mind that
could not stay on track for any intelligent disaaas Unlike Bronté’s Rochester
whose detailing of Bertha’s madness and irratiopal in the form of short
paragraphs of recollections, Bradley presents Rsieheas a victim of Bertha's
promiscuity and insanity in accounts stretchingrawany chapters. She brings in
numerous episodes of Bertha’s indulgences with raévaen culminating in her
being abused and violated by a group of men. Tlpsode is used as a
legitimization of Rochester taking control of theadbn household and restraining

Bertha.
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Edward left the room, stopping to talk to Richdi@he will recover,
but things will change. | am still her husband. 3hk be confined.
She may be committed, should | so choose. | damwkyet; but |
am taking control, and from now on | will act afeél are in her best

interests, instead of listening to others. (Bradi&t)

Upon taking control, Rochester, who was repulsgdthe rituals of the
servants of the household, tries to suppress ththée and superstitious practices of
the ‘other’. He is drawn to a servant of the hoadghwvho was smaller and delicate
unlike Bertha who was “as tall as he” and “full i’ suggestive of Rochester’s

apparent fear of Bertha as a potential competehistagency and power.

Bradley thereafter resorts to narrating in graplietail Rochester’s
indulgences in mistresses across Europe afteratierss Bertha in the attic of his
mansion. He sought mistresses to relieve his palygeassions temporarily. As
Bronté observes, Rochester’s fixed desire was teKsand find a good and
intelligent woman” (357) who contrasted the “futyiat he left behind at Thornfield.
He seeks solace in Celine Varens, an opera dancErance, who according to
Rochester did not have the look of a woman who ‘nesblved to belong to only
one man” (Bradley, 100). Rochester grows suspicioti<Celine’s faith despite
providing her with a fine establishment to live asftbwering her with expensive
presents. Celine however is presented as a womarcaited for her independence
and as someone who would not agree to the ideain§lowned by someone. She
was talented, deserved the adulation of her audiemd became distant from

Rochester as his attempts to own her grew strongdewever, Rochester also
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regarded Celine as inappropriate to be presentiieba “genteel English society”
(101), that included his English friends, becausher foreign ways. When Celine
becomes pregnant with Adele, Rochester doubtshit@ < paternity as he had been
away from Celine at the time she supposedly coeceand Adele’s birth which
Celine referred to as premature seemed untrue thdster as the child appeared
healthy and full term. In Bradley, Rochester lea@=ine after he discovers her

with her lover, making spiteful remarks about loigkds and unwavering attention.

Rochester tried the companionship of many mordresses like Giacinta,
and Clara which is presented as a passing refererBr@nté, “She [Celine] had two
successors: an lItalian Giacinta, and a GermanaClaoth considered singularly
handsome.” (Bronté’, 359). Giacinta is describediagrincipled and violent while
Clara is heavy, mindless, and unimpressive. (358)IBy elaborates on Rochester’s

experience with mistresses adding more women ttshe

Then Evangeline, then Céline. After Céline came aOlg St.
Petersburg and my short liaison with her. (...) Theame the
wretched widow, whose name | cannot even recalenTGiacinta,
who plunged me into an even deeper disgust withethgsd brought
me as close as | have ever been to total degradatiy And finally
Clara, my seventh. There was a quick anonymousolmlahere and
there, mostly when | was at a party and drunk ttese were few and

far between and | can scarcely remember them. [Byad57)

Bradley's Rochester always incriminated womenhisrloose morals, vices,

and self-destructive attitudes. He disapprovesiati@ta as she was wild, reckless,
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dangerous, and involved with other men (144) aadds her as she was volatile, hot
tempered and insatiable, like Bertha minus hernitgaThough honest and kind,
Clara is described as boring, and unimpressivediByas Rochester openly admits
his desire for a “quiet, passive, non-demanding awh{175) as he was drained by
Bertha's insanity, Celine’s betrayal, and Giacist&ccentricity. Rochester was
repulsed by Blanche’s pride and self- importancel, @onsidered her inconsiderate,

spiteful, and shallow.

As Wolfgang G. Muller observes, for Rochester,efth is an ominous
potential for deceit in connection with sexualit{69) In Bronté, Rochester refrains
from being honest about his affair with Celine déeales his relationship to Adele —
daughter or ward — unclear. He flirts with Blandleemake Jane jealous. Jane’s
virginity seemed a matter of attraction to Rochedtsspite his innumerable liaisons
with mistresses around the world. He firmly beli@vihat her “innocence and
purity” would “cleanse and purify” him. (258) Jabecame the eligible candidate
for Rochester’s love as she was also intelligefféctionate, and genuine. She was
the “lamb” he would not dare leave unguarded nearwolf's den”, while the latter
noun was attributed to his locked away insane vRiechester assures himself that
tricking Jane into a marriage was not a sin, as ‘dnyking and sophisticated
woman” (241) would look at his marriage to Bertimal agree that it was in fact he
who was tricked. He uses this logic to deceive Jate believing that he was
unmarried, and to breach the conventions of botmalhty and law. In Bronté,
Rochester’s justification of his intention to mardgne, “I wanted her just as a
change after the fierce ragout” (339), on the @mtis denigrating and frivolous,

implying that Bradley’'sRochester had a better respect for Jane than BsoBuét



Venugopal 14z

he had no regard for Jane’s right for truth andhpasher into the abyss of cunning
lies and silent deception, the crimes he believisdovn father committed to him
and intended to do to Jane the same trickery tigfdoisted upon him. Rochester’'s
incrimination of women can also be observed inThernfield fire episode where
he believes that the fire was the effect of an awmdl vicious spell cast on him by

Bertha’'s nanny years ago, that has left him blmdimed and scarred for life.

Rochester’s toxic masculinity makes him use theahof violence to make
Jane listen to him after she becomes clearly iadfit to Rochester’'s speech after

the aborted wedding ceremony.

‘Jane! will you hear reason?’ (he stooped and aqgred his lips to
my ear) ‘because, if you won't, I'll try violenceHis voice was
hoarse; his look that of a man who is just aboutbtost an
insufferable bond and plunge headlong into wilcerice. (Bronté,

349)

Jessica Cox, in “I'll try violence: Patterns of mestic Abuse in Charlotte
Bronté’s Jane Eyrél847)” argues thalane Eyrehas patterns of domestic violence
in the form of threats, coercive control and actialence, that are overshadowed
by the emphasis on romantic love (324). Through dhalysis of Rochester's
intimate relationship with Bertha, Celine and Jabex contends that the apparent
happy-ever-after conclusion opens a possible avefure domestic abuse for Jane
(327). The desire for control is clear in Rochésteharacter. Owing to her alleged
mental illness, Rochester locks Bertha in a win@swlattic in the third storey of his

mansion, for a period of ten years, which can lael s a clear sign of abuse despite
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his reassurance that he “safely lodged” (Bront&) 3ter without sending her away

to a mental asylum that treated patients severalyngercilessly.

Control and abuse can also be read in Rochestdgonship with Celine,
one in which he generously installed her in anaxsegant hotel, loaded her with
gifts and provided her with servants and a carri&i® unannounced call on Celine
IS suggestive of his attempt to monitor her movesieand he terminates the
relationship after he sees her with another man. releases her from his
“protection” and “left a bullet in one of his [Ce&’s lover’'s] poor etiolated arms”
(Bronté, 169). Bertha and Celine’s narrative siieattows Rochester to control the
version of events as he presents it to Jane. Readerlso persuaded to believe the
account of the possible abuser in the relationships overlook the evidence of

abuse.

Through the adaptation, Bradley attempts to reiraoth the aspects of
Rochester’s character that appealed to readersilkpassion, intelligence, humour
and deep capacity for love along with his unfavbledraits like pride, arrogance,
deception, and self-absorption. She attempts toeaddhe myriad questions lurking

within Bronté’s narrative and extends her interdet

OREADER, SHE MARRIEDMEL

neglected characters like Grace Poole, who is seogporary
to Rochester in Bronté, though depicted as an aohan in
most adaptations.

The character of Edward Rochester has a mi

SARAH SHOEMAKER

reputation among modern ddgne Eyrereaders. To some

. ) . Fig 3.5 Cover photo of
he is a euphoric male lead and for some otherss Heeply Mr. Rochester
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problematic, largely for his treatment of his mdgtdl wife in the attic and his
imperialistic attitudes, so prominent during himéi in Jamaica as a plantation
owner. American author Sarah ShoemakkirsRocheste(2017) is unapologetic in
presenting Rochester as flawed, yet redeemable seviilaws stem from his
immediate circumstances and a troubled childhoodorfer university librarian
and author of three other bookispng Chain of DeathThe Harbinger Effect
MacKinnon’s Maching Shoemaker in this novel fleshes out the earlyrsyed
Rochester’s life prior to his meeting with JanedyRatherthan adopting a modern
prose style, the cadence and pacing of Shoemakarative style is reminiscent of
Charlotte Bronté’slane EyreLinear in chronology and structured in three gavitr.
Rochesterexplores Edward Rochester’s youth, his early yaardamaica, and his

eventual return to England where he meets Jartbddirst time.

The first part of the novel traces Rochester'sagihoand development under
George Howell Rochester, his unyielding and stathefr; Mr. Lincoln, an eccentric
teacher at Black Hill School; and Mr. Wilson, ahiatly mentor at Maysbeck Mill
where Rochester worked as an apprentice to gaishiaise of experience on tending
to the affairs of a business in order to preparaskif to be in charge of his own
businesses in the future. Shoemaker’'s Rochesteyoaing and vulnerable creature,
motherless, largely neglected and solitary, whom®aaround the corridors of
Thornfield Hall and its stable yards. She preseatsconvincing picture of
Rochester’s bildungsroman, similar in fashion te ¢ime Charlotte Bronté offered in
Jane Eyrethrough her vivid accounts on Jane’s early liféhat Reeds, and then at
Lowood. Rochester is sent away to school at theohgeght, which in a way serves
as a means of his banishment from Thornfield, asgltbe second son of the family,

Thornfield rightfully belonged to his cold and dist brother, Rowland Rochester.
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Edward eventually learns that his inheritanceiliethe languid shores of Jamaica, a
place he has been fascinated ever since his sdagel Edward begins his journey
across England, making friends and enemies in theeps and eventually finds
himself at Cambridge, as a student of law, by thereke of his father. The longing
for affection and desperation for approval from I&her informs much of
Rochester’s actions in the future. He forms newneactions in life, most of them
getting severed permanently and unexpectedly, sgctne death of his childhood
friends at Black Hill school, nicknamed Touch andr@t, his strained attempt at
love with Alma, a young girl who worked at Mr. Wals’'s mill, and his failed
attempt at courting and marrying Miss Alice Phijipsefore he sets out to
Cambridge. The second part of the novel shows Rstehéangled in his dubious
business at a sugar plantation in Jamaica andohes dffair with the town’s most
ravishing beauty, Bertha Antoinette Mason, bothwifich were planned and
indirectly executed by his own father, without @lst consideration of the former’s
desires or preferences. Edward matures arounddiie population in Jamaica and
marries Bertha, to become a victim of betrayal pladting by his own father for
money and other assets. Prior to sending him awadgamaica, his father enlightens

Edward of slavery in the island.

Life in Jamaica is very different from here. Slawks everything. |
mean everything. If you drop your napkin from ydayp, if you want
a book from the other side of the room, from tingetiyou dress in the
morning until your bed covers are turned down fou yat night,
slaves will follow along behind to do what you hale/ays done for
yourself. It will take time to acclimatize yoursetf all of that, to say

nothing of the climate itself. (Shoemaker, 134)
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While owning slaves is entirely consistent withmsmne of Edward
Rochester's time, class, and race, his positionuatsbavery remains highly
ambivalent throughout. While he observes that ogrsilaves is an “uncomfortable
proposition”, he “could not avoid becoming depertdepon the work of slaves”
(Shoemaker, 166). Though, internally he cares frstaves, Rochester transforms
into a slave owner, for whom slavery is both mgralegrading and financially
convenient. Similar is his standpoint on the useiolence against slaves. He never
fully confronts the horrors of slavery, but expesssome discomfort at the brutality

of punishments delivered on behalf of him and o#t&ve landowners:

The one weapon the whites had against the negrag$ear. A negro
late to the field received ten lashes; a negro wied to escape was
beheaded and hisead placed on a pole at the side of the road as a
warning. Does not the effect of unlimited power ahéd frequent
witnessing of such severe punishment tend to hatdeheart? Yes, |
found, it does, although the whites of the Westidadvould have
said it is an unfortunate truth that must be aaptor there is no
way to grow and harvest sugar without it. But thisralso no doubt
that such power destroys the souls of those whidwtievery bit as
much as it destroys the bodies and spirits of thds® suffer under it,
and | was no exception, for | too easily slid istoceptance of the

way of life of a Jamaican planter. (Shoemaker, 203)

Despite his moral inclinations, Rochester soonngi@ms into a
conventional white slave owner, unwilling to jeogiae his relationship with his

father and thereby please him in the process. de swrries Bertha, in an arranged
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marriage, and Shoemaker makes it evident from tag that their relationship
would be short-lived. Bertha is presented as cequ$; and troubled, with mood
swings and occasional bouts of self-harm, intessmkr with episodes of
hallucinations and confusion. Rochester recalldhe“®ften had hallucinations—
some were garbled and full of fantasy; others weear.” (Shoemaker, 208) The
racial and gender gap between Bertha and Rochéstirer deteriorates her
condition along with Rochester’s reluctance to iegprate her owing to her
guestionable mental condition. Typical of Bronté®ochester, Shoemaker’s
Rochester also reads Bertha’s madness along tbe &ihlocal religious practices
and attachment to the black female servants ohbasehold. In part three of the
novel, Edward eventually returns to Thornfield witis mentally unstable wife and
keeps her locked up in the attic. His decisiondegkBertha confined is presented to
highlight Rochester’s high morals as he could hemeveniently divorced her by
providing the church two witnesses of Bertha’s &yl Rochester believes that he
would become a lesser man if he broke his weddow to care for his wife and
chose not to abandon Bertha. Rochester confessé3r.t@€arter about having
thoughts of divorce but is mindful that he cannaive Bertha’'s adultery due to lack
of witnesses, despite her immoral ways, and hengenistence on protecting

Bertha can be considered a fake considerationdtir Bertha and his vows.

“Have you thought of divorce?” Carter asked me once

| had; | confess. But Parliament allowed divorcéyohthe man had
two witnesses to his wife’s adultery, and—while tBarhad surely
been no angel at those Jamaican balls—I had no wiinksses to

bring forth. So | simply said, “I promised | woutwt abandon her.”
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And what kind of man would | be if | did not keepynvows?

(Shoemaker, 273)

He ultimately hires Jane Eyre to care for his wand the novel follows the
course of the original text after Jane’s arrivalTabrnfield. The final section is a
straightforward retelling of the source materiabnfr Rochester’'s perspective, in
which both Jane and Rochester begin to speak Bsomriginal dialogues, a change
that feels both unnatural, forced, and sudden. Mae Shoemaker’s portrayal of
Rochester earlier as an obedient, and lonely lbdtdg, and an insecure man and
hapless victim of vicious plotting and fate, makeechester's characterisation
unconvincing in the final section of the novel, tpardarly in the episode of the
gathering at Thornfield where he is seen flirtinghvBlanche Ingram and thereafter
in his irresistible dynamism as the Byronic hercaflitite Bronté envisioned. The
unchallenging child and young man lacks the chaishthe original. However,
Shoemaker has in fact fairly succeeded in tramgjatier passion for Bronté’s
fascinating hero, whom she describes as “the mostantic, complex and

mysterious of literary heroes” in the introductionthe novelMr. Rochester

Cora Holmes’' retelling of Jane Eyre from
Rochester's perspectiveRochester: A Memoir(2017)
captures the nuances of the characterJahe Eyrés
mysterious, enigmatic, and brooding master. Holigea
writer who has lived in Aleutian Islands off theast of ‘{{*#

/B
Alaska for a considerable part of her life and pasned ERSCEE ”‘”'“&

Fig 3.6 Cover photo of
Rochester

four non-fiction books about Aleutians. IRochester
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Holmes reimagines Rochester’s conflicted pursuiiogé and his twisted fate from
the character’s perspective. With unflinching hanethe novel narrates Rochester’'s
version of the story giving us insights into hisrea childhood deprived of privilege
and his tragic first marriage. The novel allowsdexa to traverse into the innermost
compartments of Rochester’'s mind. It follows a fioaear narrative style and opens
with Rochester's chance encounter with Jane Eyrénisrway to Thornfield on
horseback. Although he becomes captivated by Jame, $ie is constrained by the
shackles of his marriage to the lunatic, Berthada$n Holmes’ version, Rochester
appears to be protecting Bertha rather than abuséngas asylums would torment
her for life and he was unwilling to let that fd&édl upon her. According to him, the
attic is a merciful alternative to asylums thantent insane souls. This is evident in
his following reassurance of his decision to lockrtBa Mason in his attic:
Rochester observes, “In a lunatic asylum the sleackever come off. Here she is
cared for in as humane a manner as her conditiowsl Here she is somewhat free.

She is allowed even the fresh air of the leadsamtglays” (Holmes, 698).

Rochester is unsure of his motivation to keep lgetbcked up and thereby
protect her as well as the other people in the ¢loalsl. He ponders, “Why then, do |
insist on seeing her? Guilt? A sense of duty? Rge®h (Holmes, 519) Despite
being demented, Rochester believes that Berthadaeglbgnise him and try to Kkill
him for separating her from her loved ones and Hanag one in which Rochester
could have lived a comfortable yet unhappy lifeshvBertha’s dowry. However, the
sense of betrayal had overpowered Rochester wtavded every other day in the

Caribbean as an act of tormenting his soul. Jamdzd he once regarded as a
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“faraway place that beckoned with dreams and adveh{Holmes, 595) transforms

into his graveyard later. Never even in his bizadtreams did Rochester believe that
he would fall into such depths of degradation up@narrival in Jamaica, as he was
sold by his own father to rot for the rest of hie lin the Caribbean through his

liaison with a family with insanity in its bloodk The trauma of the unfortunate
marriage and betrayal by his own kith and kin wasrhuch for him to process, that
he never grew to forgive Bertha, Richard Masonewen his long dead father and

brother.

The deception and filth she and her family draggedthrough for
four long years | cannot forgive. Nor my father &walvland’s part in
it. They sold me for thirty thousand pounds and heé to rot in the
Caribbean. If they had not both died, | would di#i there because |
was penniless. Bertha’s dowry was tied up in land alaves, the
income entailed. | might live like a prince but yrh Kingston,

Spanish Town, Jamaica (Holmes, 526).

Other than presenting Rochester’s recollectioms @arspectives on his own
past, the novel also introduces new elements ssi®pahester's management of his
estate and assets, and his generosity as a mb&elistens to their problems,
complaints about injustice from local officials,nsaders their requests for extention
of rent, permission to expand holdings and evenddar marriages (Holmes, 342).
He is determined to do everything in his capabildyprevent his workforce from
migrating to America in search of work. In Holmé&chester is both passionate

and dangerously attractive, as the author effdgtiv@ptures his arrogant and sullen
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manner, while skillfully portraying his tendernemsd desperate need for love and
companionship. The novel captures Rochester’'s gaet® nature and inner turmoil
along with his wry cynicism that is juxtaposed witis most vulnerable thoughts. In
Holmes, Rochester, nevertheless, is a man who uféeresd much in his life, and

who deserved a second chance.

Edward Rochester: The Master of Thornfield HaD17) is the debut novel
of R.Q. Bell, an emerging author of fantastic amstdrical
romance. Like Shoemaker and Holmes, Bell foregreu

Rochester's perspective by presenting to the rediker

)
Odward

endless search for love and desire to escape fimn Rochester

wretched fate that has tormented him for a decadkaa

half. The narrative is non-linear, and the language :
. . Fig 3.7 ow;er photo of
updated. Bell portrays Rochester as a man of irmpsrand Edward Rochester

demanding tone, primarily to his employees andas@s/ a tone that his association
with Jane Eyre later rendered polite, as obseryeddztor Carter (65). He is a man
of conscience and religious sentiments. Like Brarf®chester, he is also unwilling

to send Bertha away to an asylum and instead esthes under the care of Grace

Poole. His conscience would not let Bertha rot imadhouse like her mother.

Rochester tells Jane:

| brought the madwoman to live here. Her fathey gee, was dead.
He had locked up her mother in that God-forsakeiuas and left
instructions in his will to do the same to his daigg, should she be

unmarried at his death. But | could not abandontdhsuch a fate. As
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odious as the memory was and still is to me, | omas her husband.

(Bell, 320-321)

He chose to confine Bertha at Thornfield rathemtlim an asylum for her
own benefit. On the contrary, we also see Rochest@plaining to Carter how the
brief confinement he had experienced caused bggraned ankle has been testing
his patience. He never seems to have second tloughthow the “damned

confinement” (64) is psychologically deterioratitmgBertha Mason.

Despite the best efforts on the part of the autilouphold Rochester’s
humane aspects, he remains cold and distantlAittele regardless of her tireless
efforts to seek his proximity and company. He clgymishes her away every time
she approaches her as Adele reminds Rochester IofeGebetrayal. Rochester
cannot stand the sight of the littehild at times as he regards her as a miniature of
his former mistress, which is clear in his obsaorat“She looked at me with her
most innocent though coquettish glance. A thoudhtes mother flashed through
my mind, and | frowned. It upset her at once” (B&®R). Throughout the novel,
Rochester’s language towards Adele is imperatigemtanners stern and he exhibits

a reluctance to receive her affection.

Ironically, though capable of dissipation, Rockess presented as seeking

reformation, even in his attempts to deceive Jatted bigamous relationship.

[for] the women | met had no interest in the kinfdlite | wanted.
They cared only for the material comforts a manhnigrovide for
them. Repeated disappointment made me recklesssahthdulged

as if there was no tomorrow, spending wildly, dyétig myself with
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every entertainment. Society parties and dissipatbtecame my

chosen vices, Janeeverdebauchery. (Bell, 321)

However, this attempt of the author to water dd®octhester’s indulgences
with mistresses across continents fails to jushfy means of deceit he employed on
Jane Eyre. He simply did not waste the rest ofifeagn dissipation because he was

tired of the wild decadence that reminded him aftiB®

In conclusion, R.Q. Bell's Rochester is far fromngelling compared to
Brontés original Rochester, and even less compeltimn the other selected
retellings. He lacks passion and intensity, and diiaracter has not been well
established, primarily because his past has not e#l expounded. As a result, the
readers get robbed of Rochester's thoughts, impuésa motivations and the

character appears superficial.

Jane Eyre’s Daughte(1999) by Elizabeth Newark follows the life of its
titular character, Janet Rochester, Jane and Rieclsesmagined daughter who
navigates society and suitors under the guardiprehColonel Dent in the absence

of her parents. This novel would serve only as a

secondary source of analysis as it deals with theevof a
character originally absent in the novel, redudimg text

to the category of a spin off rather than a reprietation.

Newark’'s novel moves briskly through Jan

Rochester’'s early life at the rebuilt Thornfieldittwher

L S ErizABETH NEWARK
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loving father Edward, peculiarly distant mother&aand -~ Eyre’s Daughter
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elder brother Oliver. Janet’s relationship with her maotigethe central conflict of
the novel. Though she is mindful of the challenges mother faced in life, she is
critical of her mother’'s puritanical ways, prejugc double standards, and self-
control, while she idolised and wholeheartedly adohiher father. Jane is also
shown to favour her son over her daughter, whiclmsea highly improbable
situation owing to her own miserable childhood dnel neglect and rejection she
experienced. However, Janet observes, “So | loeedrha somewhat detached way,
keeping my distance” (xix). Jane is portrayed asrang and loving wife, but an
unfair mother, one who favours her son with attentaind affection. She is cold and
stringent towards her daughter and does not bekwwwith warm embraces or
tenderness. Though this portrayal of Jane mightsitotvell with Brontéans, this
characteristic of Jane might be a deliberate atteshphe author to invoke in the
reader memories of fathers, mothers and guardidwesfawvoured or neglected their
children/wards such as Rochester’s father, Jana Brs. Reeds and Rochester

himself.

Young Janet inherited her mother Jane’s talentskatching and like her
father, she is a natural rider. She gallops on Widses across the moors. The novel
sets to action once Janet turns sixteen. Jane, eReh and Oliver decide to
undertake a long voyage to Jamaica, sends Jamebdarding school, run biane
Eyrés Miss Temple, and leaves her under the guardipnshColonel Dent. The
action follows with Jane leaving school to livelant’'s, her romantic pursuits with
Roderick Landless, which she fears is incestuousmuse of Roderick’s spitting
resemblance to her father, Edward Rochester. Thelrfollows the tropes of a

regular romance with its dose of surprises, secegid revelations. The novel ends
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with the union of Janet and Roderick, after theetas revealed as her cousin rather
than half-brother, the illegitimate son of her unBlowland Rochester. A common
narrative strategy that Newark adopts is Janet'sesdion with her mother’s
autobiography, with occasional references to otioeels in the Bronté canon. Janet
identifies in her father’s library, her mother'sufjmal in which she has documented
every episode of her life beginning with her tratimahildhood at Gateshead,
miserable school days at Lowood, her arrival atrifield and the events that
follow. Very early in the novel, we see Janet's léchoing the events in her
mother’s. She is sent to a boarding school, enessinthe pompous second
generation of Ingrams, deals with an unbending disdpproving guardian, and
lives in a mysterious house which seemingly hidesnous secrets. Even Janet’s
first encounter with Roderick Landless resonateth Wwer mother’s first encounter
with Rochester, though it is Janet who nearly ti@sigroderick with her horse.
Roderick is her father’s lookalike with a dark \gsea high forehead, heavy brows,
brilliant dark eyes, and stern features (89). Néwalso evokes memories of other
Brontéan characters through the careful namingeofcharacters from the works of
Charlotte Bronté and Emily Bronté, such as Nelflienf Wuthering Heightsand
Paulina fromVillete. Roderick’s description of himself as a “gypsyttwmy black
hair and my skin brown from the sun” (177) and witk “dark hair and eyes”, and
“olive skin” that differentiated him form “those s¢ faced, snub faced, fair haired
young cubs” (178) resembles Emily Bronté’s enigmé&teathcliff. The title of the
novel makes it clear that Janet's identity as aadter would depend on the pre-
existing narrative of her mother and Newark litgraskews Janet's way through the

familiar path Jane Eyre has already trodden.
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Although Newark has attempted to eviscerate thbigonode ofJane Eyre
with the employment of strange voices, forbiddengsi wild weather and storms,
and anundercurrent of peril, it is sexuality and incelsatt reign supreme. As a
young adult, Janet is fascinated by the passiage&gonship of her parents, and she
also fantasises about Rochester. Her admiration hier father can even be
considered to have developed into what psychoaisahefer to as the Electra
complex, a psycho-sexual competition a girl develafith her mother as proposed
by Carl Jung or a typical affection for the fathethich develops with a

correspondingly jealous attitude towards the motflemg, 69)

What was it like, | wondered, to share my fathéxésl, to be held by
those strong, muscular arms close to him throughibeitnight, so
safe, so cherished? My cheeks would flush, my ligpsv moist
with perspiration at the thought. | would stretet on the cool sheets
and roll and flex my body like a cat. These thingsould not talk

about; they were forbidden. (Newark, xxiii)

In order to shift Janet’'s desire from her fatheranother man, Newark
separates Janet from her father for a few years.aliso interesting that she falls for
Roderick, who has a striking resemblance to hérefatThe fixation of the narrative
on incest continues with Roderick’s parentage kaptisclosed, with many
speculating him to be Rochester’s legitimate sah Bertha Rochester. Echoing the
near incestuous relationship of Heathcliff and @atle in Wuthering Heights

Newark presents a relationship between Hugo Catesnath his sister, Alicia. When
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Rochester and Jane eventually return, Janet natiegsher father has grown old

while her mother remained nearly the same, apam & change in her complexion.

My father no longer stood a head higher than I. Hadghrunk? (...)
Now, yes, at sixty-five he was growing old. (...) Ndahere was
someone to contrast him with. Someone who lookedealsad once

looked: Roderick Landless. (284)

Janet’s story, in short, is an uneventful dupiaatof her mother’s life.
Though highly intertextual in nature, thidane Eyre sequel is far from

transformative.

It is certainly the ambivalence of the authorher representation of racial
and gender identities, that has resulted in thdiferation of narratives that
foregrounded the voices of the ‘other’. Wide Sargasso Sedean Rhys chose to
present an alternate version of Bertha Mason’'s/ sicecisely because Bronté never
lent her a voice. Bertha is doubly discriminatedtenms of her gender and race.
Moreover, she is dismissed as a lunatic after bekygoited financially, sexually,
physically, and emotionally. Rhys built the foundatof her narrative in the blind
spots of the feminism Bronté'’s text entails by eetghg the life and experiences of
a foreign, mixed-race woman, transported to a gegawontinent, and locked up like
a deadly animal. Bertha is the most striking symbblBronté’s problematic

feminism as well as inherent racism.

Following Rhys’s tradition, Emma Tennant Adele: The Hidden Story of

Jane Eyrechose to foreground the life of Adele Varens, Gdtoed as a miniature of
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Celine Varens, her French mother. The clash betweénnal identities is evident
in Bronté as she presents foreign women as eithaermalistic/promiscuous or
insane. This applies to Celine Varens, Rocheskgeach mistress as well as Bertha
Mason, his creole wife. Adele is also trapped uritter debris of the prejudices
associated with her French identity that despiiada loyal, spirited, and talented

child, she is portrayed as materialistic, spoibatj indulgent.

Rochester considered Adele’s integration into Bnish mainland as the
only way to purge her of her vanities. This is almbivalent as he in turn
considered Adele as a salvation project for allgaist sinsAdelecriticises Bronté’s
feminism which applauded the achievements of thé&ewBnglish middle class
women while pushing to the border other sectionsarhen based on their race and

national identities

Claire Moise’s narrative develops by bringing ke tfore the voices of the
other women, like Adele, Grace and Celine Varen wiork as supporting
characters in the novel to glorify its protagonistile Grace acts as a mere agent of
man in the novel, Celine and Bertha are what Janeot. Their promiscuity and
insanity are set against Jane’s virtuousness amity sélowever, Moise’s opinions
on colonialism are also not without problems. Wkite criticises Bronté’s portrayal
of Adele, Celine, Bertha, and Grace in the noviet wholeheartedly supports the
colonial mission of Britain in its colonies likedia. Adele’s character in the novel
remarks that the East India Company in India wddksthe benefit of the Indians.
She condemns the revolts in the colonies and ledi¢lvat the population of India

deserve the service of the British missionariestaednilitary.
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Jane Eyreadaptations that retell the story from the perspeadf Edward
Rochester, the strongest patriarchal figure inntreel, legitimises his attitudes and
deeds. Sarah ShoemakemMn. RochesterR. Q. Bell inEdward Rochester: Master
of Thornfield Hall,and Tara Bradley idane Eyre’s Husband: The Life of Edward
Rochestergxculpate Rochester from his misdeeds/sins, agitinieses them in turn,
such as his indulgences with mistresses acrossneotd, exploitation of Bertha
Mason, attempt to betray Jane Eyre into a falseriagg, being an insensitive
benefactor for his ward, or for being an impertalromiscuity, in general, was not
a flaw for a male. His callousness towards Adeleward stems from Celine’s sins,
his decision to transport Bertha to Britain resuiltue to her insanity, he never
disclosed the truth of his marriage to Jane Eyrhénfear of losing her, and he was
a successful sugar plantation owner in Jamaica ighed on the service of the
slaves, because he had no choice. In short, BrantE her successors project
Rochester’s faults either on to the people in ifés br social institutionsHe is an
advocate of benevolent imperialism, who argued skatery is moral if the slaves
are well clothed and well fed. It is beyond douidttEdward Rochester was a true

colonialist as well as an overbearing patriarch.

To summarise, the way armdane Eyrecharacter is viewed by the reader
depends on which version of it they first encountetertextual elements play a
prominent role in how a character is read and vikimethe reader. It is impossible
to read a text without being influenced by othettdethat the reader has already
read. Though all the select adaptations portragticgiships betweedane Eyre

characters in different fashions, it is the relasioip between the hypertexts and the
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hypotexts that makes visible their similarities arwhtrasts. Being a story that
provides a “pattern for countless others” (Gilb&¥88), the novel has generated
numerous adaptations and diverse critical readifigs.novel has been amenable to
different critical concerns and approaches sincbligation. Readers constantly
draw parallels between that original and its rensiwhile their reading is heavily
influenced by perceptions and memories from the gElings. As Roland Barthes
famously observes in his essay “The Death of thinéw, “there is one place where
this multiplicity is collected, united, and thisapk is not the author, [...] but the
reader” (54). Charlotte Bronté’s strategic deplogiseof varied class, gender, and
national identities create a space for numerouslerba appropriations which
subsequent writers have availed. Authors of adapistadd more layers to Bronté’s
narrative that affect readers differentBane Eyreoffers a chance for endless re-
inventions and variations to authors inspired ley pbst-colonial, feminist, Marxist,

and the psychoanalytic approaches.



CHAPTER IV

From Words to Visuals: Jane Eyreand the
Hollywood Romantic Myth

Adaptations for stage and screen are often the deegge for determining
how important a novel from a previous century islaping the popular sensibility
of the times after itJane Eyreis a novel that has been incredibly successful in
becoming a part of the popular consciousness amee she dawn of the popular
movie industry in the United States. Ever sincerniisal movie production in 1914,
no decade has been devoid of at least one featweror television version afane
Eyre The novel has enjoyed an incredible afterlife smreen in the form of

successful cinema and television dramatisations.

The history of thelane Eyremovies in the USA begins in 1914 during the
era of silent production. The silent movie starrlngbeth Blackstone, appeared on
movie screens throughout the United States. Thisiare was followed by a black
and white silent version by Hugo Ballin in 1921rstey Norman Trevor as Mr.
Rochester and Mabel Ballin as Jane Eyre. The relefshe first adaptation of the
novel with sound happened in 1934 and was dirdaje@hristy Cabanne. Like its
earlier versions, this was also pictured in blac# white and starred Virginia Bruce
as Jane Eyre and Colin Clive as Mr. Rochester. 98 adaptation directed by
Robert Stevenson, had its script adapted from Brdy John Houseman, and
starred Joan Fontaine as Jane Eyre and Orson VWasllb&. Rochester. It became

the first full length film version of the novel aman be considered as a version that
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is well-remembered by film viewers prior to the 089ane Eyrewas first produced
for television in 1956, followed by three televisigersions each in the 1960s, and
1970s, and one in the 1980s. The 1970 versionsthated Susannah York as Jane
Eyre and George C. Scott as Edward Rochester erginconsidered to ba very
faithful adaptation of the novel. The BBC produatiof Jane Eyre(1983) aired in
both Britain and the United States, starred Zel&rké as Jane Eyre, and Timothy
Dalton as Edward Rochester, and did justice toambek by devoting ample time to
every major episode of the novel without rushinggaomantic trope, mainly due to
its nature as episodes of a television series.elas a proliferation afane Eyre
adaptations in the last decade of the twentiettucgnvith the 1996 version directed
by Franco Zeffirelli that featured Charlotte Gaiasly as the adult Jane Eyre, Anna
Paquin as the younger Jane and William Hurt as Rérchester. 1997 also saw
another television version of the story producedEimgland, starring Samantha
Morton as Jane Eyre and Ciaran Hinds as Mr. RoeheBhe most recent version of
Jane Eyreis the 2011 romantic drama film directed by Clankunaga, starring Mia
Wasikowska and Michael Fassbender. Despite thentdoty and times in which
each of the above adaptations has been forged htheywon substantial audiences
every single time leading to more creators expngssnterest in adding more

adaptations to the chain.

Ever since cinema established itself as a poputade of entertainment, the
process of “ransacking the novel--that alreadybdistaed repository of narrative
fiction--for source material” (MacFarlaine, 5) comnted and continues. Film

makers rely on novels for inspiration due to botlespect for the literary works and
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for lucrative motives. The respectability, accepih and popularity of the source

in its original medium are expected to be translatethe medium of cinema.

Brian MacFarlaine inNovel to Film: An Introduction to the Theory of
Adaptationobserves that audiences continue to want to se¢ {wboks look like”
(6) despite their complaints about the violatiofghe original. Readers constantly
create their own mental images of characters aeid Worlds and are interested in
comparing their images with the ones created bwnfibkers. In thdmaginary
Signifier, Christian Metz observes that in a film adaptedmfranother source
material, a reader sees not his/her own fantadyllddl but “somebody else’s
fantasy” (12). Regardless of the degree of graiion, reader-audiences serve as a

persistent audience for other people’s imagination.

The issue of fidelity has been critical in thecdission of adaptations ever
since literature began to be translated into scrébis issue is often ascribed to an
ingrained sense of the seriousness and respettatiilliterature to the other art
form. Criticism centred on fidelity bases itself the notion that a text renders to an
intelligent reader a single/correct meaning whichkers of adaptations adhere to,
tamper with, or blatantly violate. However, an gtence on strict fidelity can lead to
a failure in accepting that the process of adaptais complex as it involves a
convergence of various art forms. Critical notioos intertextuality look at
adaptations in a more sophisticated manner. Thggrdenovels as a resource and
are concerned mainly on how the choice of a smesdurce and how the approach

to that source serve the film’s ideology rathentba the faithfulness to its source.
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According to Geoffrey Wagner, ithe Novel and the Cinemthere are three
possible categories —transposition, commentarg, amalogy— open to both the
filmmaker and also the critic who analyses the fersadaptation. Transposition is
the direct adaptation of a novel into screen wppaxently minimum interference
(222). Commentary is where the original text isgosefully altered in some respect
with a different intention on the part of the maladrthe film which is neither
infidelity nor an outright violation (224). Analogyakes a considerable departure
from the original for the sake of creating anothdr(226). The critic, he implies,
will need to understand which kind of adaptation isedealing with if his

commentary on an individual film is to be valuable.

Dudley Andrew, film theorist and critic, also ress the relationship
between the film and its source novel into threedesp which correspond to
Geoffrey Wagner’s three categories, but in revensier to the adherence to the
original. Andrew’s categories are based on borrgwintersection, and fidelity of
transformation (10). Another prominent classifioatisystem comparable to the
above is the one proposed by Michael Klein anda@ilParker. Their modes are
respectively based on a narrative’s thrust on itigletetaining of the core structure
of the narrative during the process of reinterpggdr deconstructing the source text,
and finally, the creation of an original text baseda source where the source text is
merely a raw material for the film (9-10). Though category of classification can
be regarded as a definite attempt or approach,dbeynonly exhibit challenges to
the treatment of fidelity as a primary criterion afticism and evaluation. Fidelity
according to these critics is one of the many kioidslations between literature and

films.
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The Jane Eyrefilm adaptations chosen for the study can rightfude
considered as transposition in Wagner’s classiboaffidelity in transformation in
Andrew’s classification, and core-structure retagnaccording to Klein and Parker.
In the above three classification categories, thertle intervention by the film
maker. The ten selected movies do not treat thelras/a mere source of inspiration
but uphold the centrality of its narrative. Howevtnis does not mean that they
exhibit a blind adherence to the notion of fidelifyaking into consideration the
length of the source novel, and the times in wkaabh of the selected adaptations
was created due to constraints of time and budgahy adaptations disregarded
certain episodes of the novel and condensed theativar considerably. In the
process of adaptation of literature to screen, dbetrality of the narrative is
imperative in the case of Jane Eyre adaptatiomisasrding the elements of Jane’s
life that are essential for her growth as a charatter life with the Rivers, and her
eventual rise to financial independence in facindbdo justice to the source. Not
many adaptations include Jane’s life with the Riyesome even tamper with Jane’s
character portraying her as restless and rude, Rouhester as a drunkard, and
womaniser. Both cannot be regarded as an instdrtbe tberty of the artist but can
be defined as violation or tampering of the soukéery few screenplays include
Jane becoming rich through inheritance of her dsagkancle’s money, and most of
the adaptations revolve around the novel's lovpdrdNo adaptation, in that respect
can be read through the lens of fidelity, nor deytiqualify to be commentaries or
analogies, as they barely alter the source noreptea different perspective or
intention. All adaptations on the other hand emetbyhe narrative’s first-person

point of view. They present the events of the tegkt®ugh what the characters
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themselves see and experience. This can also Isedeoed a prominent obstacle in
the transformation process as the film medium camllia present to its viewers a
character’s consistent psychological viewpoint cared to a novel. Though the
cinema may be a more flexible medium in changirgghysical point of view from

an object or an event, it is less amenable in tesgmtation of a character’s (first
person) thoughts. To suit a cinematic narrativeeadors like Cary Fukunaga choose
to begin the narration at a later stage in the hakie chapter in which Jane leaves
Thornfield, and present the earlier episodes irfdh@ of flashbacks. The success of
an adaptation would necessitate such transfornsatidn successful adaptation
appropriates meaning from a source text while magcthe cinematic sign system
to the sign system of its counterpart, a matchingppropriation which replaces the
textual illusion of reality with the cinematic iBwon of reality. A successful

adaptation effaces the memory of the experienceveterfrom reading and

substitutes it with its audio-visual-verbal expade. It aims to achieve a perceptual
experience that coincides with the one that wasvemtr at conceptually. The

numerous complaints directed at cinematic adaptstd classic and popular novels
themselves demonstrate how rarely an effective gggjation is achieved, though

always sought.

In the reading of a novel, a reader constructsningaby taking in words or
groups of words from the text in the sequentialeorid which it is arranged in the
pages of the novel. This linearity assists the gahdbsorption or accumulation of
information, action, characters, ideas, and couateb to the reader’s impression on

the same. In a film, the viewing time (comparedréading time) is limited or
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controlled, and a viewer’s experience of a fram¥ang another is not analogous
to a word following a word, in a printed text. Digeits spatial impact, a frame most
instantly gives away information. Added to it woué the impact of the audio-
verbal signifiers included in the scene. A framdikenthe written/printed word is
never considered as a discrete entity and the tfeatt a reader is exposed to a
multiplicity of signifiers in a single frame, or series of frames also has an
implication on the effect of a novel or its viswaptation on its readers/viewers.
Moreover a film also employs extra-cinematic co(dsFarlane, 28) that include
language codes such as accents/tones, visual titatego beyond mere ‘seeing’ to
include selective and interpretative, non-lingaistound codes such as musical and
other aural codes, and cultural codes, that invtiteeinformation about how people
lived/lives, at particular places and times. An@dton necessitates the movement
from a novel's dependence on written language ctalése extra-cinematic codes

that function on a different operational realm.

An adaptation reaches not only those who are familith the source. There
is a large, and varying segment of viewers for wreomovie adapted from a novel
is of not much consequence compared to anotheranekich is not. An adapted
film also functions on other non-literary, non-nbs&c functions at work. The
prevailing cultural and social climate at the timkea film’s making is a major
determinant in shaping a film/adaptation, especiilthe film adaptation does not
closely follow the publication of the source novEhis is particularly important for
a novel likeJane Eyrepublished in the Victorian era, with its radibffiadaptations

having more than a century- long history of theimoJane Eyreadaptations have
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seen the evolution of the world with its ideals,lues, cultural codes, and
technology. Conditions within the film industry, etheffect of the star persona,
dominance of studios, genre conventions and thelilpotions of the director
function as the other essential parameters of ittenatic universe. Whether or not
a cinema is made through the process of adaptatios,bound to be bent and

redefined by these factors, thereby disregardiagptimacy of the printed text.

In the context of film studies, an adaptation banrightfully defined as the
conversion of a pre-existing work, often literary theatrical, into a film. Best-
selling fiction and non-fiction, classic novels goldys, comic books, and so on, are
regularly adapted for the cinema. Adaptations oll-lgown literary and theatrical
texts were common even in the silent era and haen la staple of virtually all
national cinemas through the 20th and 21st cestuAdaptations are increasingly
common, often sit within cycles associated withaatipular time and place, and
have contributed much to Hollywood and other warldvies and are consistently
rated amongst the highest grossing at the boxepfis aptly demonstrated by the
commercial success of recent adaptations of thels@f J.R.R. TolkienThe Lord
of the Ringanovie seriesThe Hobbitmovie series) , J.K. RowlingHarry Potter
movie series, The Fantastic Beastseries), Stephen KingThe Shawshank

RedemptionThe Mist It) and so on.

As observed by famous adaptation theorists, likdbeRt Stam, Deborah
Cartmell, and Alassandro Raengo, the contempotsgries of media adaptation
are displaying “a shift towards the era of transdrmecreation by multiple entities

and media conglomerates” (Stam 128-129).
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Several questions centred on adaptations of navedther literary materials
to screen are significant. Are things lost or gdibg people who substitute reading
with viewing? Do the changes always have a disb&rpattern, and do they give

any insights into the effects of audiences?

Lester Asheim in his article, “From Book to FilnSimplification”
contemplates if the vitality of the material andratfitional heritage of the
intellectual” is lost to “popular culture”. Are thehanges merely “form changes”
which reflect the influence of the medium which it alter the ultimate message

conveyed, problems presented, or insights provig289)

These questions have been endlessly debatedfdrydees of the film and its
critics, by students of literature, of sociologydaof popular culture, and movie
makers and movie-goers. The answers to them haarelimsed too frequently upon

highly impressionistic criteria, and broad genaiions based on predispositions.

The publication ofJane Eyrein 1847 heralded a new direction in prose
fiction featuring a complex female protagonist. @bite Bronté, like her sisters,
explored the issues of class, gender and statusnwite Victorian society. Told
through a first-person narrative, her novel wasimmediate success. The many
attempts to bringlane Eyreto life through film, television, and stage adaptasion

reflect the ongoing relevance of the novel.

There have been over sixteen English film versimink&ane Eyre beginning
in 1914 with the first of eight movies, strictly lmosely based on the novel, silent in

nature. Despite taking place in Victorian Englatite story of a young woman's
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journey towards independence and love is timelémse Eyreis an extraordinary
coming-of-age story featuring one of the most irahefent and strong-willed female
protagonists in literature. Since 1914, there heenbat least one screen adaptation
per decade. The years 1914 through 1926 witnessedhdvel being adapted on
screen in silent form with at least five movies gfhretained the novel title. Others
drew much from the novel but qualified to be spifsdn nature. The novel's
discussion of the Christianity, social class, fesim and romance which caused

ripples when it was first published has lasted|dotay.

The course of adaptations took a different turrenvthe first movie with
sound came out in 1934. Till date, there have lieermotion pictures with sound
(television film and feature film adaptations) theae titular adaptations aqfane
Eyre along with numerous others of varying titles whiserved as prequels,
sequels, spin offs, retellings, and the like of 11827 Bronté classic. This chapter
intends to analyse the ten titular film adaptatiohgane Eyreright from the first

movie in 1934 to the most recent one in 2011.

Context offers a worthwhile perspective for anedgsfilm adaptations as it
reveals both their outside and inside influencescoiding to Marjo Vallitu,
“context affects both the narration and the intetgion of a story” (159). If a work
is adapted or interpreted, through a different meth the process of adaptation
something might have changed within, else the comieist have changed. Hence, a
movie and a novel that share a context will alsarsta frame of reference for their

reception.
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Linda Hutcheon inA Theory of Adaptatiorstates that the context of
adaptation has a lot to do with both the processdafting and its outcome. In this
process, change is inevitable, and its main caargethe adapter, the demands of the
form, the audiences, and the contexts of creatiwhraception. In creating a work
based on a historical event or a person’s life, dlaghentic events cannot be
reproduced. Instead, the audience always recdnes in a mediated form. For the
audience, film is adaptable material, like a taxitl the events are re-enacted both in
their memories and in a new medium (16-18). Timé apace in society are
important factors but so are the elements of ptaten and reception, such as
reviews. The way the story is received can chaagélly even without changes in

cultural settings or temporal update in the adaptgHutcheon 142-5).

While studying adaptations, Hutcheon examinesreetyaof genres such as
literature, films, opera, television, video gamieseractive websites and so on and
her inclusive approach entails both a fundamemdl thorough discussion of the
complex concept. She considers “telling”, “showinghd “interactive” as the three
modes of engagement that serve as the basis fatismrssion on adaptations. She

observes that each mode has its own specialités©amode is essentially superior

to another. In her opinion:

A consideration of the differences between the maufetelling and
showing, however, suggests quite the contrary: eaatte, like each
medium, has its own specificity, if not its own @sse. In other
words, no mode is inherently good at doing one ghand not

another; but each has its disposal different me#Enexpression—
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media and genres—and so can aim at and achieanctinings better

than others. (24)

These three modes, described in terms of formisrédmesent and transfer
expression from one mode to another include gesuel as opera, musical theatre,
film, video games, and so on. Each genre has a set vérons that make it
unique, and expectations of consumers are metibalyaptations meet the desired
requirements. Each genre therefore deals in diffesays with artistic devices such
as point of view, interiority/exteriority, time arteénse, ambiguity, irony, symbols,

and silence.

Linda Hutcheon discusses adaptation in two wagsa @roduct and as a
process. As a product, an adaptation cannot reeratinely faithful to its original
text, otherwise questions of plagiarism arise. Ad@apn must differ enough from
the original text while still maintaining fundamaehtideas of the source. She
compares adaptation to language, stating that |&tEmss can never be literal
because they are taken out of the context of tireginal language and therefore the
primary source has authority and authenticity. Adapn as a process becomes an
act of “appropriating and salvaging” while trying give new meaning to a text.
Therefore, novelty gives adaptation its value. Adapns are inter-textual and
become part of the public history of a story. Aseault, all previous adaptations

become part of our understanding of all later aatapis.

In his discussion on the process of adapting rsovel screen, Asheim
observes that the practitioners in film productiefer to their field of endeavour as

“The Industry” (292). Every film is a product of amdustry. The guiding principle
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which underlies the major production decisions ilm fmaking is to produce a

commodity that will sell, returning a reasonableffiron the investment.

Asheim rightly points out that the preferencestlté audience become a
primary consideration shaping the film product. \tévar immediate influences of
“artistic value, story line, message and the likeyrprevail”, the ultimate influence

on a film is the audience (292). However, thisuefice is also mediated.

Asheim opines that it is recognized that the poedustands between the

audience and the product.

[And] that strictly speaking, film content is notdaect reflection of
audience preference but of the producer’'s ideaslwdt audience
preference is. But the producer’s ideas are pragaligt established.
Assuming that the audience does not consistently fpa what it
dislikes...producers’ use of the box office as a gawd public
preference is a valid and reliable one. Despitefdatdts, no more
reliable guide to public taste has been found, antl one is
discovered, the box office will undoubtedly conendo be the
receiver through which the film makers feel thagytltan hear most

clearly the voice of the paying audience. (292)

He observes that simplification is an importanpeas of adaptations to
screen and adds that though not all simplificatians based on the producers’

judgement of the content and its reception, singalifons are mostly carried out to
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avoid an “unwanted reaction” and also for “claafion of story line and key

dialogue” for audience of varying maturities. (293)

He carries the discussion forward as he evaluhterature of presentation:

The nature of filmic presentation is an importaattbr, since the
movie audience cannot, like the reader of a boakise to digest a
difficult concept, turn back to clear up a confusioe-read when a
passage is difficult, or dictate the speed at whiehwill assimilate

the material to fit his own particular abilitieshd sound film also
adds complications: the lines must be kept witlhie imits of the

actors' ability to deliver them correctly, and #nediences have only
the pronunciation to go by, without the visual aidthe spelled-out

words to assist them. (292)

Hence subversions, distortions, additions, ommssishifts in perspectives
are all parts of the creation-reception chain thergistifying a film creator’'s
decision to condense or appropriate a source td theeequirements of the target
audience.Jane Eyre despite its enduring status as a classic texdepseveral
problems for modern adaptatiodane Eyrdilmmakers must reconcile the desire to
stay faithful to Bronté’s narrative and characteranake the plot palatable for its
modern audience. Adapters must ensure that Edwardhd3ter retains the
temperamental and brooding nature that captivase®,Jwhile also permitting
modern audiences to view his sensitive side tafyudane’s attraction to him. The
characterization of Bertha Mason also becomes enoélic for adaptations. For a

Victorian reader, Bertha, Rochester's mad wife esearily should be terrifying. For
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a contemporary audience both aware of mental 8la@sl revisionist texts like/ide
Sargasso Sedhe portrayal of Bertha as a mad beast and Rtafeesl-treatment of
his wife become not only terrifying but also repagh Adaptations ofane Eyre
have therefore conformed much to the elements sopiitncipal text while also
deviating from a few other elements catering todbmands of the times in which

they were published.

Earnest Brontéans will hold that “Jane Eyre” fijmsannot do justice to the
Bronté masterpiece, or any other great literaryehdvowever good by the criterion
of its own world. It might retain the same names tlee characters, exploit and
explore some of the same incidents, and attemfaitiofully reproduce the same
atmosphere; but a complete translation from thmsfidof the novel to the idiom of
the screen” is nearly impossible. (Andrews, 225)tA@se technical differences, a
difference of motive also needs to be applied. Br@trove to express her intense
conclusions about the dilemmas and strains of Wefilm director may have

“artistic inclinations” but his foremost businesst® make profit.

Jane Eyre, Radio Broadcast Version (1946)

The Broadcast versions of the novel accomplisiedintroduction of the
novel as well as the Bronté sisters to a far wigdblic than what it had already
reached by book, silent films or plays. The modahle ofJane Eyrebroadcasts

was created by Barbara Couper in 1946.

According to H.M. Raleigh in “The Broadcast Versiof Jane Eyre”,

“pbrilliant performances by Belle Chrystall, Regidalate, and James McKechnie in
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parts of Jane Eyre, Edward Rochester and St. JoharsRhad such profound
impressions upon “humble homes all over the Britstbs” (35). Chrystall, théane

of the radio was thought “too sprightly and vivabd though this opinion is not
widely shared. Through her calm, and sweetly madddl#one, Chrystall could only
evoke occasional gusts of passion. Reginald Tatest® had the tone of command
and McKechnie’s performance was so extraordinaay thleft lasting impressions
on the listeners. Couper made omissions wherevagssary without damaging the
original, described as “rusty iron” shorn away bgriBara Ward in her address to the
Bronté SocietyTo preserve the continuity of the drama, Coupgrped backwards
or forwards several pages, resulting in a smoatityning narrative, presented in a
form as both moving and intellectually stimulatingouper's version for
broadcasting of the “immortal tale”, as Raleigh eves, began at the end of
February 1946, and was spread out, at weekly ialerover eleven episodes, which
has even penetrated into most unlikely sectiorth@fsociety (35). This can clearly
be shown by the letters that appeared in the pressg]y all approving and some
critical. The 1946 article contemplates on the cleanof the BBC carrying out
similar experiments of adaptation of the noveldh&f Bronté sisters. H.M Raleigh

expresses his hope thus:

One thing, | am convinced, the broadcast has aclsimeg. It has
introduced “Jane Eyre” — and therefore, one mayehdtipe work of
the Bronté sisters to a public far wider than thla¢ady reached by
the book, the play or the films. Is it too muchhtpe that the B.B.C.,

encouraged by the success of this venture, willegrpgent still
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further in the same field, and allow Miss Coupetryoher hand with

“Wuthering Heights™? (36)

Years later, we witnessed the BBC successfullyptg Jane Eyrefor its

modern readers not once, but twice, first in 1988 then in 2006.

Even criticism paid tribute to the realistic prets¢ion of the novel.
Criticisms by its nervous listeners were generaiiyntred on the early Lowood
episodes, which were remarked as “too harrowingiweler, negative comments
began to fall off with the progression of the noaet the broadcasts were followed
through its end with rapt attention by the listenédoreoverJane Eyreeaders had
no disappointment with this broadcast, as generathgt transactions from text to
other forms generate areas of disagreement indghders such as characters not
conforming to their preconceived idea. Raleigh abdserves that personal and
social engagements were also postponed as théhedlagth the episodes of “Jane

Eyre” radio broadcasts.

Jane Eyre (1934)

Directed by Christy Cabanne and written for scriegdele Comandini, the
first titular feature film adaptation dfane Eyan the black and white era came out
in 1934. Starring Virginia Bruce and Colin Clive dane Eyre and Rochester
respectively, the 1934 version was the first soand motion movie inspired from

Jane Eyre

Produced by Monogram Pictures, a small productiompany at the time

with a relatively small budget, much of the stosydhanged; Jane is beautiful,
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talented, and accomplished, while Rochester is &irdipaternal. The movie is more
upbeat and less gothic. Jane never visits her cyumg or runs away to Moor House,
but we at least get to see her childhood at Gadeshad a brief scene at Lowood.
Not true to the novel and its bildungsroman naregtthis is one of the least honest
depictions of Bronté’s Jane on screen. Jane’scdiffiand traumatising childhood at
the Reeds is totally left out and her orphanages day.owood are reduced to less
than a minute. Contrary to the text, Jane is disetdidrom her position as a teacher
at Lowood rather than her resigning, as Brontégmissit. A scene with Jane and
Sam (Rochester's man servant John in the novelwhich Sam takes Jane to
Thornfield in a carriage presents Jane as rudemapdrtinent (Fig.5). Added to that

is the instance in which she tries to control tleesbs of the carriage and later
decides to step down and walk the rest of her wayhornfield only to encounter

Mr. Rochester on her way to the mansion.

The script also exhibits an urgency to developltive narrative, with Jane
meeting Rochester on her way to Thornfield, ratifian meeting her master by
accident only a couple of weeks after she take$ermpposition at Thornfield as
Adele’s governess. Sam Poole’s immediate warninggy’ | suggest that you keep
your door locked at night” instantly foreshadowse tinysteries in reserve at
Thornfield. Edward and Jane’s love relationship eleps at a bizarre pace with
Rochester falling for Jane at first sight. His ampation of Jane’s beauty and music
is also totally against the narrative of the card.tJane is characterised as choleric
while there was also a visible attempt at white Wag Rochester by presenting
Adele as merely a ward, with Celine’s name (Adeleisther and Rochester’s

former mistress) being not mentioned at all. Jare Rochester’'s wedding scene is
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absent and so is Jane’s inheritance of her decess¢els wealth. Jane, rathénan
being a school teacher who came to a great fordmdebecomes equal in rank with
Rochester, is presented in poor, shabby conditawhgch trivialise her final
reconciliation with her former master. She is pnésd as miserable for Rochester’s
love while he tries to drive her out of the room fiorning her back against him and

ruining his wedding plans. In the final scene, Ja@gs to be accepted (Fig.6).

.

|
e~
| |

/.
'/"f/,/ ﬁ. ) \
/ )\

Soyou're the new governess
at Thornfield Hall, huh?

’.‘_ ’ Y

(Fig.5) (Carriage scene rane Eyre1934)

Sarah Fannings attributes this tendency to undermiomen to the changes
in the society brought about by the World War. lar lopinion, Hollywood
perpetuated retrogressive representations of womén of anxiety of female

empowerment as women were largely displacing methénindustries that were
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male dominated:

Many romance films in the 1930s and 1940s were gionsusly
retrogressive in their representations of womene Tdénforced
fantasies of able-bodied masculinitgnd submissive femininity
became the defining dynamics of big screen romammrause
women had displaced men in industries that hadtimadlly been
male dominated (e.g. factories, ship building, naety), there was
anxiety that women were being ‘underfeminized’ bgrwit became
imperative, then, to remind women that their newfbudreedoms

were only temporary. (44)

By relapsing in former ideologies of gender thdouge myth of romance,
Hollywood worked to maintain the sense of normaigth regard to gender norms

which were very much in effect prior to the Worldavs.

You want me,’

you know you do.
r

(Fig.6) (Final scene afane Eyrel934)
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Linda Hutcheon proposes that the director of amptation is primarily an
“interpreter who filters the text and creates a n@ece of work”. The director
therefore is also part of the audience. Audienaesliar with the source text would
consider the adaptation in terms of its intertextual connectibtm®ther texts. The
audience is able to “overwrite” a work intertextyabecause the recognition of
connections with other works is part of its “fornaid hermeneutic identity” (18—
21). Altering the real world ofane Eyrecan therefore be read in the light of the
inevitable pressure of the cultural context in whibe film can be placed. Despite
being strong willed, majority of women charactegsiain caught in a gender system
that trafficked in their desirability and availatyl for marriage. Defiant
independence was always measured with respecttddoigical behaviour and strong
women characters like Jane, who was “a free hunangbwith an independent
will” (Bronté, 293) and her “own mistress” (Bront&01l) was conveniently

portrayed poor and dependent till the end of theieo

JaneEyre, 1943

Jane Eyreis a gothic romance, but many adaptations treas it classic
period piece and ignore the gothic elements. Twgntieth Century Fokeature
film version ofJane Eyraemains one of the most iconic Gothic romance®lasin

the classic melodramatic style.

Directed by Robert Stevenson with screenplay bgoAs Huxley, Robert
Stevenson and John Housemdane Eyre(1943) has Joan Fontaine and Orson
Welles in the lead. Ms. Fontaine who plays the oldiene, leaving Lowood to

become the governess at Thornfield, with her séye@ilptured face is a tenderly
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appealing figure. Her glamour despite being disgli;n shabby clothing conforms

to the strict laws of Hollywood beauty standards.

As Fannings observes, “Fontaine’s portrayal ofeJ@n cloaked in this
“corrective” ideal of wartime femininity, a depioti that manifestly revokes the
valiant feminism that has famously become assatmaith Bronté’s Jane” (44). Mr.
Rochester of Orson Welles “no creature of flesh and blood but a strang&ster
born of the movies” who “rants and bullies”. (Anaie 227) Orson Welles not only
helped to produce the film, but also starred agdhered Byronic hero. With long
shadows and a stark black-white contrast, the ilmtsitfeel the way they are
described in the book. Lowood feels lonely and epgive, while Thornfield feels
truly haunted by secrets bordering on the superalat®rson Welles gives a
fantastic performance as Rochester, the flambdggrdnic hero commanding every
scene he is in. The supporting players are exdeligmout exception, including
Margaret O’Brien, the lively little Adele, Sara Afiod as Hannah, the
compassionate Yorkshire cook, and John Suttondaleeor who brings a glimpse of

sunshine into the bleak life of Jane at Lowood ithachool.

Told in a constricted time limitJane Eyrg1943) stayed close to the plot of
the book to some extent. According to Elizabeth idgk the success of the
Stevenson adaptation is debatable. (54) The ideddpt a spiritually rich Victorian
classic into a two-hour long movie was quite anobisi. Distinction between good
and evil characters and simplification proved de¢mtal to the theme of Bronté’s
text. The writers in their attempt to condense ribgel, edited out the ability and

determination of women to be independent, finahgiahd psychologically, making
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the screen play a momentary success. Jane’s ureslp@theritance and the
circumstances that led to her independent iderdity edited out. The movie
reassured the submissive and dependent statushoénvim the Victorian times, who
strictly followed the conduct rules of the time. €lh participation in the public

spheres was limited and they were confined to thaiseholds.

Of the parts of the book the movie did keep, maeye mostly accurate and
were able to tell the story in a new and reinvent@g. The Lowood school scenes
were especially the darker part of the film. Therse completely bypassed the
typhus feverepidemic spreading through the school and onlydedwn the death
of Helen Burns alone. They skipped the part where Bfocklehurst becomes a
figurehead while his true power goes to the otmepathetic and caring teachers at
Lowood.Restructuring the purpose and role of ShnJRivers makes little sense
from virtually every angle. St. John, Jane’s cousirthe novel and the one who
saught Jane’s hand in marriage is presented asdadkictor from Jane’s childhood
(a possible substitute to the apothecary Mr. Lloydane’s time with the Reeds at
Gateshead in the novel), who periodically inspectsvood School (Fig.7).
However, the central romance of the plot, and Jah#dungsroman connecting her
emerging adulthood to her childhood experiencestdaregister. Major episodes
from her early life were drastically diminishednéa time spent with the Rivers and
her attaining financial independence were omittedtirely. The sets and
photography help us through, evoking an effectivahjamiliar Gothic sensibility.
The evolution of Jane’s character and her growbimfthe “poor, obscure, plain”

(Bronté, 292) woman, reduced to beggary who cormoes great fortune and thus
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transforming into a lady with financial securitydastrength to resist a peremptory
call to missionary labour in what might seem a less marriage, and her return to

the blinded and mutilated Rochester is not of edeto the adapters.

Stevenson has translated the vividness and ityeoisthe novel into screen
capturing moments of achievement, visual beautg, reorror. However, the movie
moves from scene to scene unforgivably skippingesaignificant episodes from
the novel such as the ‘red room’ scene in which. Reed locks the terrified Jane in
the allegedly haunted bedroom of the dead Mr. RBedhester masquerading as a
gypsy, introducing Bertha Mason and so on. Afteg tharriage is called off,
contrary to the novel, Jane leaves to Gatesheadader dying aunt Mrs. Reed and
stays there till her aunt’s death, an episode hlagipened during which Rochester

entertained guests at the mansion while Jane Was gbverness at Thornfield.

(Fig.7) (St. John Rivers presented as Dr. Rivedaite Eyre 1943)
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Dr. Rivers makes his appearance again in the ntowards the end carrying
along a letter from Thornfield which Jane decide$ to open. The episode at
Ferndean is also skipped with Jane meeting Roaheste blind but not crippled at
the ruins of Thornfield with Adele, and Mrs. FaxfaVhile thisTwentieth Century
Fox version leaves out Jane’s recent inheritanceoitepts Rochester’'s body from

scars and mutilations. In Sarah Fanning’s opinion:

While aesthetically enviable, these images of femity were

politically, socially and culturally retrogressifer women. In fact,
the 1943 adaptation seems predicated on a purpassfan to undo
all nuances of the novel's feminism. By exploititige patriarchal
world of the novel's historical setting, the filnomforms to ‘the
patriarchal unconscious’ Mulvey associates witlssieal Hollywood

cinema. Consequently, the adaptation reverts back former ideal
of society when men were romanticised as powerful, impervencs
manful. In fact, much of the film adaptation works highlight

Rochester's machismo, as if any insinuation of ‘$amelependence

would wantonly threaten his masculinity. (45)

The undoing of Bronté’s feminism is most appararthe final scenes of the
film. The adaptation removes Jane’s inheritance #ng deprives her of her
independence and free will with which she retumdkbchester at the end of the
novel. The writers also eliminate Jane’s journeyMarsh End and union with the
Rivers family, and instead make her return to thppressive environment of

Gateshead, an act which reinforces Jane’s dependenthe midst of drafting a
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letter to Mr.Brocklehurst enquiring a position abwood, Jane is mysteriously
interrupted by a storm and then by Rochester’sevoithis summons reminds the
audience that despite having left Rochester, Jasélli under the complete control
of the man in her life. In Bront&, Jane returnsatoutterly dependent Rochester,
blind and mutilated. Although blind, the film doeet compromise on Rochester’'s
physique or masculinity. Evidently, this ending rsshaped to reassure Jane’s
ultimate dependency on Rochester's masculine heggrand economic advantage
to the 1940s audience. The film conforms to therigm@hal unconscious by
exploiting the historical setting of Bronté thaiett to prove otherwise. The film
reverted to the sensibilities of a male dominatediety in which Rochester is
romanticised as impervious and powerful, therelghlghting his machismo and
side-lining Jane’s powers as they would threateohB@ster’'s masculinity, thereby

reducing Joan Fontaine’s Jane to a mere disempdwiesecendant of the original.

First released in the United Kingdom in 1943, fillm adaptation enhanced
the novel's Gothic elements, emphasising the shgddarkness of Lowood and
Thornfield in contrast to Jane’s purity and lighespite having been shot entirely in
a studio, the film was noteworthy for its atmosphelepiction of the moors. Based
on a radio adaptation of the novel, the film foaus@ the romantic high points of

the book and less on Jane’s developing sensefof sel

The last quarter of the book is reduced into Jametonciliation with her
dying aunt, and of course, the final scene with Hester. The expository titles

create the appearance of being true to the notelts but were in actuality, written
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exclusively for the film. The 1943 film would setpattern for future adaptations as

to which elements of Bronté’s novel would be highted or excluded.

The movie’s trimming down the complexities of thevel can be read in the
light of Asheim’s theory that films always conformm the constraints of the maker-
movie- viewer triangle. Simplification becomes e¢ahto most adaptations. Creators

most clearly hear the voice of the paying audience.

From the evidence of the box office the produces baolved a
conception of the audience as a group who are, henwthole,
incapable of understanding material aimed highen tine "fourteen-
year-old mind." Though no scientifically gathereatal exist to
establish this theory as fact, past experience autfience reaction to
the several mass media and the evidence collettedigh such
audience pre-testing devices as the “preview m@oystem, the
Gallup Audience Research interviews, and similathtéques of
attitude measurement, have led to an acceptandbeofdea as a

working principle. (Asheim, 293)

The film works as a fairy tale story which quadito be a watered-down
version of the source novel. The characters ofnibeel are reduced to good and
evil, the influential people and role models in &anlife are avoided, Jane’s
pronouncement of equality eliminated, Jane’s pshdical and material
independence robbed from her till the end and Jare®nveniently steered away

from her creator’s precocious Victorian feminism.
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Jane Eyre, 1949

Franklin Shaffner’s television adaptationJaine Eyraen 1949, starring Mary
Sinclair and Charlton Heston, which aired on CB@swestricted due to time
constraints, and being filmed on one set. Thisitably led to the removal of some
major plot points from the book, such as Jane's tah Gateshead and at Moor
House. It rushes through Jane’s growing feelingshier master, proceeds into a
quick wedding scene eventually called off, Jan€'sattion and final reconciliation
with Rochester. The only time we see Lowood ismya brief scene at the start of
the film where Jane indignantly states that sheldssesn mistreated and will never
return (Fig.8). With a running time of less thanheour, the film fails to do justice to
either the gothic or the romantic mood of the noartha’s laughter, which could
be heard from the second scene onwards, is adistartion of the actual storyline.
The movie rules out suspense and anticipation eadek the novel lovers in total
disappointment. Though simplification does not nafaly change the basic ideas
and intentions of the original novel, it does regltizeir complexity and profundity,
the richness of detail and analysis, and the sobpiee material. (Asheim, 304). No
matter how demanding the novel may be, the filgaserally so reorganised as to
state its major points alone. The film is delibehatdesigned to make no demands
upon the spectator that requires more than passieeptance of the material

presented.

The first and most crucial meeting scene betwese And Rochester at the
moors is totally avoided with Rochester arrivingTdtornfield readily after Jane

takes up the position. Jane confiding her loveRochester to the housekeeper Mrs.
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Fairfax, also goes against the actual plot (Figi@)s hour-long adaptation was part
of the "Studio One" TV series, sponsored by Wesiinge, which ran from 1947-
1958. Within that hour, the producers had to sgeieex only a full production of
Jane Eyrebut also several Westinghouse commercials. Halvastic plot shortcuts

were deemed necessary.

(Fig.8) (Opening scene dane Eyre1949 at the gate of Lowood Institution)

Within the scenes covered by this shortened ptoatycsignificant changes
are made, perhaps for the sake of simplicity ame tiJane and Rochester are being
wed at Thornfield Hall rather than a church whilertBa gapes at them from her
window. The extended high-society gathering at Mfield is replaced by a simple
visit from Blanche and Lady Ingram. After fleeingin Thornfield, Jane is alone in
a windswept setting, where she hears Rochestecs.vls the film ends, they are

together again, but we do not learn of their subeeimarriage or parenthood. The
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movie portrays Jane as determined to leave Thddnfadlowing her growing fear
for the soon approaching wedding between Lady Imgeamd Rochester and she
decides to leave to Ireland on her volition, toelentually persuaded to stay by her
master by his confession of love to her and askarghand in marriage. Once again,
Jane’s eventual coming to fortune is not attendezhtd she is instead portrayed as a

lovesick woman who wanted to reunite with her betbvmaster. Moreover,

Rochester is blind with no damage done to his gjugsi

(Fig.9) (Jane confessing her love for Mr. RochesteMrs. Fairfax inJane Eyre

1949)

Jane Eyre, 1957

A rather strange adaptation of the novaline Eyre 1957 is totally distorted
in terms of its story line as well as character@atWith a mere 51 minutes running

time, Lamont Johnson’s feature film portrays JageeEJoan Elan) as preachy and
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spiritual to the extreme. She does not have afoareerself but wants to be helpful
to Mr. Rochester (Patrick Macnee) in any way she d&e drunk Mr. Rochester is
excused for his lecherous advances on Jane besheadeelieves that he has had a
troubled past. But after Rochester has tried te tkvantage of Jane, he does fall in
love with and gives attention to her during his $®party. Jane’s encounter with her

master is hasty and she brings the wounded Rochestee (Fig.10).

(Fig.10) (Jane bringing the wounded Rochester hiondane Eyre 1957)

The gothic mood of the text fails to register wiBertha's disturbingly
annoying laughter that is placed quite out of platealmost every single scene

foreboding the reader of the doom of the mansioadmge mysterious entity.

Mason arrives too early and gets interesting thitmgdo in this adaptation.

He does not get quietly stabbed and bitten on hivd floor but he crashes down
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some stairs during the house party, bleeding amified. There is no church scene
along with the Thornfield fire happening on theyweame night Jane left Rochester
with her returning in haste. This adaptation f&lsconsider any event that happens
outside of Thornfield. Much of the plot is shiftedound, likely due to time
constraints. For example, rather than being inpeed at the altar, Rochester is in
the middle of his proposal when Mason storms in dechands he tell Jane about
Bertha. Rochester is a creepy drunk who leers aftee, and Jane is much less plain
than she is described in the novel. Mrs. Fairfaaypla larger role serving as

Rochester’s confidant about Bertha and helping keep his secret.

In Attebery’s view, a bad adaptation second-guegisesource material and
its creator(s). A bad adaptation pays no attentiiothe audience’s reactions to the
original. Remakes of previous adaptations that aolook at the source are nearly
always disasters and adaptations also go wrong Wiesntry too hard to be faithful
and do not exploit the potential of the new medi(895). As Attebery puts it, they
go even more badly astray when the adaptors ddowetthe sourceJane Eyre

1957 seems to be a perfect example of the third.

Jane Eyre, 1970

Skipping Gateshead and going straight to Lowdadge Eyrg1970) directed
by Delbert Mann, starring Susannah York and Ge@rg8cott version still manages
to show us the harsh beginnings of Jane's childhBod the sake of time, many
elements of the plot are condensed. This is tlse\&rsion to show Jane’s time with
the Rivers, however, and it includes the propasahfSt. John (Fig.11), both being

important story elements that often get left oubtimer adaptations.
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Through the portrayal of the central romance betwg&ane and Rochester,
though not brimming with passion, Susannah Yorld @eorge C. Scott capture
some of the most central elements of their charsctéhis 1970 version is an
excellent production and is basically faithful teetplot and overall tone of the
original novel. The screen chemistry of charactemsnbined with the hauntingly
beautiful musical score, the authentic period qosts; and the picturesque English

countryside settings, make this film a real treatdassic movie lovers.

(Fig.11) (St. John propsing to Jane Eyrdane Eyre1970)

Considering the change that was taking place enstitiety at the time, this
film showed a more positive attitude regarding womé/hile the 1940s versions

were characterised prominently as gothic and patré, the 1970 version “tends to
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downplay the strong melodrama inherent in the nofegusing instead upon the

psychological realism and emotional power of Brantharacter” (Riley, 146).

However, the apparently equalised Jane-Rochesiatianship becomes
another illusion towards the end of the text whRoEhester's superiority prevails,

and Jane subdues herself to accept a secondatipposi

Jane Eyre, 1983

Several adaptations déne Eyrehave been produced for television, with the
BBC’s 1983 mini-series being among the more faltnémditions of the novel. We
see key moments that are often left out in other adapia, like Rochester

masquerading as an old gypsy woman.

Jane Eyrewas one of the first novels of the Victorian erattilustrated
what it felt like to be a child, as seen from atfiperson perspective. With the series,
we get a fuller picture of Jane’s time at Lowoogdoel her friendship with Helen
Burns. The 1983 series preserves Bronté’s origienl and most of the dialogue.
Because of its five-and-a- half hour running tilesre was also ample opportunity
to explore Jane’s experiences after leaving Thelehfand to further develop Jane
and Rochester's slow-burning relationshlpne Eyrel983, starring Zelah Clarke
and Timothy Dalton, of all the adaptations in tlgs, is by far the most faithful to
the source material. Technically a television sgrithis version spans eleven
episodes and details the events of every chaptereofiovel. Because of the length
of this adaptation, Jane and Rochester’s relatiprishgiven plenty of time to grow

with the novel literally translated to the screen.
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With measured dialogue and long steady takesadldimyes’ eleven-part
BBC mini-series feels as intimate as a stage plde episodes do not rely on
sweeping exterior shots or clever manipulationigtittand shadow. This adaptation
is intriguing because it leaves more space fomate character interactions and
spends less time glorifying the Yorkshire terrdihis adaptation differs from others
in its thorough exploration of Jane’s childhood har aunt’s estate, Gateshead.
Bessie Lee, the maid, is the sole loving relatignglane experiences while living
with the Reeds. The only other compassionate figutteer life is Maria Temple, a
kind teacher at Lowood School. Their presence m gbries is integral to the
audience’s understanding of Jane’s developmentpesson. Zelah Clarke’s Jane is
sweet-tempered and accommodating. Her face is an bpok, her eyes seemingly
always on the brink of tears. Most impressive bfsalimothy Dalton’s portrayal of
the temperamental Edward Rochester. Upon formalgetmg her, Rochester
unkindly declares that Jane has not enough sksk@nce to draw well. Jane is not
offended, but quick to take the sketchbook Rochndsiskly thrusts at her. Timothy
Dalton however does not have Rochester’s shaggk Iol@ne or craggy ugliness. In
fact, he is rather handsome with his cleft chin aadk brows. Mr. Rochester
exposes his history of moral weakness to JaneShakespearean monologue. The
focus progressively tightens on Dalton’s face amotares each sardonic quirk of his
mouth. Dalton demonstrates his acting range wherdresses up as the gypsy
fortune teller, a scene taken directly from the elofFig.12). His voice becomes
shrill as he masks his face and teases Jane. Oitleetors and actors have shied
away from this moment. The choice to retain it \wloa glimpse into Mr.

Rochester’s innate levity.
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(Fig.12) (Rochester disguised as a gypsy womaaime EyreBBC Series, 1983)

The series may seem old fashioned without the rhegnt visual elements
of more contemporary adaptations. Amyes carefuiguées on dialogue and
character dynamics, making this adaptation an espe@ppropriate choice for
those who have reaand loved Bronté’s novel. This is also the only ésirportrayal
of a Rochester both blind and crippled (Fig.13)tle history ofJane Eyre
adaptations retaining Rochester’s original dialgd@ecrippled man twenty years

older than you, whom you will have to wait on?” ¢Bté, 513)

Rochester's blindness and loss of a hand is adiexdastration. In crippling
Rochester, Bronté deprives Rochester of the masculiggression, vitality,
magnetism that had driven him forth so long. Ahet adaptations have presented

Rochester stone blind though Rochester was bline,hand disabled, and bankrupt.



Venugopal 197

This is set in contrast with Jane achieving finahdecurity making Rochester

dependent on her emotionally, economically, andsiayly.

(Fig.13) (Blind and crippled Rochesterdane Eyre 1983)

Scholars have long debated Jane’s characterizasom feminist vanguard.
Sandra M. Gilbert and Susan Gubar celebrate theelireus feminism” (338) of the
novel in its most influential criticismlhe Madwoman in the Attid979). Elaine
Showalter calls Jane “the heroine of fulfilment” evtachieves as full and healthy a
womanhood as feminine novelists could have imadifgdl2). Later postcolonial
scholars, such as Gayatri Chakravorty Spivak, cmaig these readings. They
reveal how Jane’s independent self comes at thensepof the colonised female,

the other: Bertha Mason. Even as postcolonial regdguestion the way in which
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Jane's bildungsroman moves from oppression to em#gnce, they rarely question
the proto-feminist consciousness as the endpoidtang's quest. Ultimately, these
compelling feminist and postcolonial interpretasotonclude by reading with the
grain of the novel, accepting Jane, the narratepsesentation of her own life as

successful and fulfilling (Parkinson, 19).

Jane Eyre, 1996

Director Franco Zeffirelli's 1996 adaptation ided Charlotte Bronté’s Jane
Eyre implying faithfulness, and inviting comparison® the original text
(Parkinson,18). Zeffirelli built his reputation oadaptations of classic texts,
including The Taming of the Shrevi967) andRomeo and Julief1968), but his

Jane Eyraeceived mixed reviews from critics.

Zeffirelli’'s film reveals a rather vexed allegiant¢o the source text as it
distances itself from Bronté’s first-person perdpec and takes control of the
narrative out of Jane's hands, particularly intr@ato Bertha. Narrated through
multiple viewpoints, Zeffirelli'sJane Eyrerepresents key scenes from a variety of
perspectives, destabilising the focus on Jane andggadded attention to Bertha
Mason. The film also rearranges plot elements ticr@aignificant disjunctions both
between the novel and the film and between whatachers in the film claim and
what viewers see. The film plays well with the powelation between the two
prominent women of the novel. As Parkinson putamigst notably, the moment
when Jane confronts Bertha and the scene of tlaé fie¢ at Thornfield Hall re-
imagine both women'’s positions in relation with tieevel’'s power relations (18). In

these scenes, viewers see Bertha not as the samddwute that torments Bronté’s
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Byronic hero, rather Bertha emerges in Zeffirelfilsn as a more rational and
complicated character. The 1996 film is initiallyactacterised by a sense of misery
as it emphasises Jane’s harsh childhood yearsl@igAlthough conditions at the
school do improve in the novel, the film intenssfien the scenes of physical and
psychological suffering. In this version, Jane $eglilty for leaving Miss Temple at

Lowood, which is completely different from the ev@mthe novel.

(Fig.14) (Young Jane at Lowood Jane Eyre 1996)

Director Franco Zeffirelli endeavoured to captulene and Rochester’'s
emotional complexity. The movie does rush througime of the primary segments
of Jane’s life that do not involve Rochester, mattrly toward the end of the film.
Because Jane meets her cousins earlier in thedlimdoes not have to wander the

moors, but instead simply takes the carriage tg#reonage to recover.
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(Fig.15) (Jane at the Rivers’ residencdame Eyre1996)

The filmmakers strive to balance fidelity to thevel with audience
expectations. This adaptation opted for a moreeagidreatment of the narrative
coupled with vibrant and scenic surroundings. Tlwimtakes a different approach
by starting off with Jane leaving Thornfield. Thapproach resolves the issue of
introducing new characters more than halfway thhotlge film. The new structure
presents the bulk of the story in flashback, switgHrom Jane's past to her current
situation with the Rivers (Fig.15). The reorderioigthe events allows for the two
relationships to develop in parallel, while keepitingg flow of the story intact.
Without a voiceover, Jane must convey her inner atagues through gestures,
looks, and inflections. Inevitably, the film musicsifice nuances and character by
heightening the intensity of their emotions. WiiidHurt and Charlotte Gainsbourg

have a fragile, yet electric chemistry that is @utibly compelling.
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With this pairing, the difference in age is alsotg apparent. Jane’s severity
in style and dress only seems to underscore thgHatshe is a young woman and
Rochester is a mature man. Moreover, the issuea#dlsclass is somewhat glossed
over, although Jane Eyre's relationship with hest@ratic employer would have
broken all the roles of the Victorian social hietay. The film strives to capture the
feeling and content of the novel, the Gothic eletsiethe connection between the
protagonists, and the viewpoint of the story froamels perspective. The film is
moody and bleak, the correct atmosphere to hightigd gothic undertones, as well
as the repressed, implied sexuality of the souratenal. Everything at Thornfield
is gloomy and damp. Yet Jane’s bedroom is fillethwsunshine and beams of light,
expertly contrasted with the darkened spaces thah&ster occupies. These details

brilliantly and beautifully underscore the dramdalding on screen.

Franco Zeffirell's sombre movie expertly capturgde gloom of Jane’s
lonely childhood and troublesome experience at fiteld Hall. Anna Paquin’s
(Alias Grace) young Jane Eyre immediately steatsstow. She is quietly defiant
when told she is to be relocated to Lowood SchbBot. such a small child, she
possesses the courage of conviction that definee Egre as a character. This
adaptation modifies the scene from the novel inctviliane inadvertently drops her
slate. In the film, Jane’s sickly friend Helen hasr hair cut when the school
supervisor, Mr. Brocklehurst, discovers her withbat cap. In an act of solidarity,
Jane comes forward and demands that her long lbeksut too. Although this
moment is not directly taken from the book, itsliston is a strong introduction to

the eponymous heroine. Allesio Vlad’'s and Claud@ap@bni’'s symphonic score
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lends an operatic element to the period drama. I@t&rGainsbourg’s grown up
Jane and William Hurt's Mr. Rochester are tendeete that yearn for each other in
wounded silence. Hurt embodies Rochester’s legstthadsome physicality and his
“strong features, firm, grim mouth.” His version Bbchester is subdued and less
prone to verbal tirades and sharp quips than he&acter in the book, and his
coolness of character matches Jane’s severitymdlancholic thoughtfulness takes

the place of fiery passion.

The most glaring difference between Zeffirellidaptation and the novel is
the minimization of Jane’s flight from Thornfieldal. In the novel, Jane is forced
to sleep outdoors and beg for food while attemptingscape the temptation to live
as Mr. Rochester’s mistress. In the film, Jane emlglures a long coach ride back to
Gateshead where she becomes acquainted with $tRleérs. The development of
this relationship is brief and unremarkable. Jamnealgl foray in the moors is an
iconic display of Jane’s anguish as she departs fier one true love. Without it,
the film suffers a loss of key character expositiDespite the abbreviated nature of
the film, thisJane Eyreversion is deeply romantic and perhaps overlookegiely
because of its solemnity. While some literary eletweare lost to Hollywood,
Gainsbourg and Hurt make up for this shortcomingrolpuing a strong sense of
intimacy between their characters. Jane’s returihtmrnfield incites Mr. Rochester
to stand from his solitary chair, precariously witis cane. Their coming together

again at the end of the film is a sweet reconadiatetween the screen and the

page.
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Jane Eyre, 1997

Adapted for television by Robert Young, starringnntha Morton and
Ciaran HindsJane Eyre(1997) condenses a masterpiece of the English éayegu
into 108 minutes. Relationships that have many hedwlof pages to build up can
end up feeling rushed and curt in the visual repriegion. Ciaran Hinds’ take on
Rochester certainly stands out among the othersd$Hften chooses to play
Rochester as aggressive and abrasive, raising dice requently to convey
Rochester’s passionate nature. Both Jand Rochester certainly fit their physical
descriptions in the book, both in terms of age jpingsical features. It takes time to
appreciate Robert Young’'s Jane Eyre. Integral timeraelements have been
excluded from the movie, leaving the actors withmaluable and formative
moments to sufficiently develop their charactersthwer tranquil demeanour and
inherent repose, Samantha Morton is a lovely Jame.Ehe is mirthful, her eyes
sparkling with pleasure in Mr. Rochester's presemdemajor plot points, except
Jane’s trip to Gateshead to visit her dying auatiacluded inJane Eyre 1997. In
the book, after a childhood of mockery and feaultadane forgives her dying aunt.
But her trip to Gateshead to visit her aunt dodsfeature in the film. Though the
audience detects Jane’s kindness in Morton’s indééaion, we do not witness the
fullness of Jane’s fortitude, and miss her generspigt. According to Ellis and
Kaplan, “thus, by 1997 in the wake of the femingsitural intervention, it was
possible for BBC and A & E to construct a Jane Bagesion less about patriarchal
domination” (204). The film does not over dramatiee main character nor the

main actions.
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Ciaran Hinds’ brusque, and at times positivelyetrivr. Rochester is Jane’s
absolute antithesis. The film’'s interpretation ofoBté’s hero is unsettling. Mr.
Rochester is known to be moody, but in this versianis belligerent with Jane. He
yells that he knew she would leave him and thatssloelld “try to be more original”
when she departs upon learning of his wife, Be(thig.16). He then grabs her
tightly about the arms as she avoids his eye. ttesrmpt to force her into his arms is
an uncomfortable departure from Jane’s acquiescenttee novel. Even she seems

repulsed by him at this moment.

(Fig.16) (Jane and Rochester’s parting scedamne Eyre1997)

Although this version has its shortcomings, itvarth watching more than
once to make a full-fledged assessment. Hinds fexs/the question of whether this
hero is truly likeable. And while certainly an atttive man, Hinds is not a
conventionally beautiful man. He arguably fits moreadily with Bronté’s
description of Rochester’ physical appearance aakisl than many others who have

played Rochester on screen.
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Jane Eyre, 2006

Jane Eyre2006, starring Ruth Wilson and Toby Stephens igheroversion
that aired as a television series on BBC. Diretig&usanna White and scripted by
Sandy Welch, these four episodes mini-series, ceverything in the novel, from
Gateshead to Moor House. Scenes with Jane and &eclpellse with romance and
mystery, and the chemistry between Ruth Wilson Bololy Stephens is undeniable.
As with more recent film and TV versions dane Eyre the adaptation provides
rational explanations for the mystical elementsalf#io updates the dialogue for a

more contemporary feel and focuses on capturingitiational core of the novel.

Patsy Stoneman argues, “the term ‘BBC’ acts agaaagtee or hallmark of
guality and sympathy towards ‘the Classics’ whichturn, leads to expectations of
‘fidelity’ in the screenwriter’s treatment of theation’s ‘favourite stories’. As
Stoneman concludes, ‘where the adaptation is ofnateenth-century “classic”
realist novel [. . .] and the production contexttiee BBC, with its known
responsibility to the national literary heritagelapters tend to take few obvious

“liberties” with their originating text” (85)

Certain changes are made to the dialogue to miseetine story for newer
audiences. However, between Ruth Wilson's wondepitformance and the
strength of the central love story, this versiortaialy does justice to Bronté’s story.
The 2006 version also includes the seldom-depiglatipoint involving Miss Oliver
Rosamund. Several scenes from the novel are mavedifferent times of the
narrative. The events surrounding Jane’s flighimfrédhornfield are revealed as

flashback sequences. Susanna White's four-part B&@l adaptation proves that
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stories can truly flourish when they are told a¢ ihtended pace. Much of the
screenplay and the character- building are adagiedttly from the novel. With
abundant time to develop the plot, the two leadracare given form to fleshed-out
versions of their characters. Toby Stephens’ Rdehds the kind of capricious
Byronic hero that Bronté intended. He demonstristesRochester’s complexity and
diverse character and is not merely a stout aretigteshapeof a man with whom

Jane Eyre is meant to fall in love.

Ruth Wilson’s Jane is observant and capable aidoivit. She incites Mr.
Rochester’s jealousy for her own amusement whesurdgmng her time with St. John
Rivers. The BBC mini-series brings the author’srabters to life; Ruth Wilson and
Toby Stephens thrive in the extended television semelsas a result they perfectly

embody Bronté’s nuanced lovers.

(Final scene ofane Eyre 2006 BBC mini-series)
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The adaptation is also significant in the respleat it is the only one till date
conceived by a woman director and writer, and $eives as the primary reason for
the serial’s ideological position, brought about the tireless efforts of their
feminist- professional predecessors. While considethe refashioning of Bronté’s
heroine in the film’s promotional material, SaradmRings observes that the creators

have sexually liberated Jane in this post-femmgfshioning.

Director Susanna White and screenwriter Sandy WVekem to be much
more attuned both to the feelings of women andptlise of of Western culture at
the start of the twenty-first century. In the 208#aptation, we have a Jane who is
not only allowed to be strong-minded but one whsm @ains a significant amount of
power. White and Welch have also shaped Rochettemifemale-friendly version
of his literary and filmic ancestors; Toby Stephaeser shouts or snaps his fingers.
Throughout the serial, Jane and Rochester’s affiist often registered through

suggestions of their intellectual equality. (50)

However, the adaptation has not satisfied allicsritalike. Despite the
modernisation of the novel's dialogues, the playhwis narrative style, and the
stellar performance of the caggne Eyre 200énini-series is not without problems.
As Rebecca White points out, “Welch’s series stleggvith the complexities and
paradoxes that are inherent to any screen adaptatia literary text written in the
first person” (137). Welch’s presentation of Jdites all its predecessors, loses the
nuances of characterization embodied in Brontérsatige form. The interiority of
Jane’s voice becomes impossible to be precisehsfeared onto screen. It is the

connection between Jane’s voice and her mind, badawvareness of her physical
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being, which leads to a rich presentation of setho the novel, which is hard to

capture on screen.

JaneEyre, 2011

The most recent adaptationJane Eyrewvas released in 2011. In a bold new
feature version oflane Eyre director Cary Joji Fukunaga and screenwriter &loir
Buffini infuse a contemporary immediacy into Ch#asdoBronté’s timeless, classic
story. Mia Wasikowska and Michael Fassbender stdhe iconic lead roles of the
romantic drama, the heroine of which continues rispire new generations of
devoted readers and viewers. The characters and gbthe situations are adjusted
to fit a modern audience. The film however is oyerbmanticised, and de-
politicized. Jane’s reflections on life, love, dasgender and so on, are less
developed and the film is more of a love story thastory abouta young woman'’s
life in the Victorian era. Though it might soundcgkegious to reject the romantic
elements in the novel, a story centred on the sbs=dove between a teenage
governess and her master, readers have alwayddpigkée rising tension between

the subtexts of the novel and the text's uneasytiogiship with love.

As per director Cary Fukunaga and screenwriterrd1Buffini’s design, the
movie begins with Jane leaving Thornfield. The m@sthe story, including Jane’s
childhood, her romance with Rochester, her attechptarriage, her time with the
Rivers at the Moors, and the final return to Thmidf to her blind master, is told
through flashbacks. This improves the pacing of fime and keeps the audience

engaged.
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Though many actors have put their own spin onelobsracters, this cast is
quite unmatched. Michael Fassbender is a nearlyfegierRochester. Mia
Wasikowska is the star, and perhaps the greatesigsh of this adaptation is the
way it is so clearly meant to be Jane's story. Wagska captures the nuances and
contradictions of the iconic character. Fukunag2®l1l film adaptation is
undoubtedly exuberant to behold, but as in the chswery other feature film, the

compacted plot sacrificed depth in the portraydeatl characters.

The cross paths in the dark stone-walled corridord low-lit rooms of
Thornfield Hall serve to resonate the gothic ambeéerof Bronté’s tale. The
atmosphere of Thornfield and the Moors, along i exterior shots of the storm-
grey heather upon the rising moors, practically pigwers into the blistering cold
of northern England. This is one of the few adamtst which have included the
miseries Jane had to endure wandering in the mmars to becoming acquainted

with her cousins.

(Jane flees Thornfield in the opening scendasfe Eyre2011)
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Though he appears brusque, Mr. Rochester shansgigigy with Jane that
ultimately turns her heart towards him. Fassberaenmits to Mr. Rochester’'s
choleric temperament. Bronté’s Jane is not as paims obscure as others may
assume. In the novel, there is a fire and intaticgein her that is evidenced by her
ability to hold her own while jesting with Mr. Roester. Unfortunately, Jane and
her quick wit do not translate as well on screehe Rudiences do not see two
intellectual equals grow closer through a mutuakseof humour. On the contrary, a
rather cold man suddenly declares love for an utabte woman. The course of
Jane’s and Mr. Rochester’s relationship comes talampt climax because the
audience is deprived of the fully imagined romatiad Charlotte Bronté created for
her readers. Despite these flaws, the gothic pestiand the stunning visuals go a
long way to help make this a compelling and satigfyadaptation of the 1847

classic.

(Bertha Mason and Edward Rochestedane Eyre2011)
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In their attempts to update the narrative, filnmgl @elevision adaptations
either accentuate or suppress different elementBrohté’s principal narrative.
Zeffirelli’'s film (1996), for instance, recasts Ruwster as “harmless and mild-
mannered”. Robert Young's film (1997) “overemphasishis temperamental
personality” while White’s television mini-serie8006) tries to establish a balance
between Rochester's “sensitive and aggressive "sideann, 161) Modern
adaptations also reinvent Rochester’s treatmentra@ationship with Bertha a way
to alleviate the concern for the mentally unstabtel with the intention to re-

emphasize Rochester’s position as a romantic hero.

At the heart of Charlotte Bronté’s most celebravenrk is the complex
romance between Jane and Mr. Rochester that trassd¢rne. In this multifaceted
bildungsroman, Jane goes on a journey of persorsgiowkry and overcomes
adversity to find happiness and self-respect. Uhtimlly, the novel has inspired
countless authors and flmmakers, a testamentaatBis storytelling that few have
tampered with the original characters, plahd setting. Each adaptation brings to
light different aspects ofane Eyre but the unconventional love story remains
paramount for many viewerdane Eyrepresents love as a superior force wielded by
two human beings with compatible and inseparabietspWhichever version
viewers choose to watch, Bronté’s classic is argratl piece of our cultural

landscape that should continue to be enjoyed aapited.

Since adaptations cannot possibly be a substiuthe text, all we can hope
is that the former will guide millions to the red@ne Eyre" in the book. It is only in

the book that Jane comes to her full moral statmd, there alone can we share to
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the full her determination and fortitude, the indiailemmas and conflicts of her
character and concealed intensity of life. Ultinhatehat we ask of adaptation is
that it summons audiences to look beyond the txthe different worlds lodged
within the texts, to uncover the hidden, and arelyarious other crystallizations.
Multicultural afterlives and adaptations presenpanunities to conjoin the past and
the present, drawing Bronté studies into currestulisions on race, racism, gender,
and ethnicity. Every reading of a text is an intetation, a translation. Adaptation
opens the way for further adaptation. Some memdbletise audience try their own

transformations thus making the worlds within Eigrtexts richer.

Film audiences have become increasingly sophistican turns of their
demand and expectations with the passing yearsnipao a greater positive
relationship between literature and film, and doeabf more faithful adaptations
over the years. Films blend images and worlds @tdelightful new system of
narration that becomes cherished by its consurdetaptations also combine the
worlds of literature and films and offer scope §peater critical appreciation of the
source text. Faithful film adaptations of succekafwels and plays are likely to sit
well with the audience as they provide a welcomange from formulaic movies
and hackneyed plots. A good adaptation is not mena that iscompletely faithful
or loyal to a given text, rather one that remaaithful to the spirit of the work. It is
a fruitful balance of the theme and aesthetichefdriginal work and the demands
of the celluloid medium. Writers and filmmakers mssive to achieve this balance

for the adaptation to stay and captivate viewery/éars to come. The capacity of a
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filmmaker to maintain this fine balance along whik integrity as a translator would

be judged by changing time frames and spatial d&oas.

Adaptations of classic texts, in other words, hearved a permanent niche
in the hearts of viewers as well as in the motimiype industry, that these two art

forms have become inextricably bound together.



CHAPTER V

Parody, Pastiche and PopJdane Eyre’'s Enduring Appeal
in Contemporary Culture

In contemporary times, the popularity of a boold&ined not only by its
sales and critical reception but also by the coeatf other art forms and various
merchandising based on the book. While operasp radaptations and theatrical
performances were the markers for determining tpufarity of a book in the olden
times, recent markers include movie adaptationdy weries, cartoons, internet
games, and other forms of merchandise such as finris, mugs, hats, porcelain
figurines, stamps, souvenirs, and the like. Contaemy popular fiction is a product
of the entertainment industry that markets andssgetipular narratives for films,

television, internet, radio, and periodicals.

Popular fiction serves primarily as an indicatof the social and
psychological characteristics of the multitude. akralysis of the same would enable
us to decode the typical forms of behaviour, commdeld beliefs, prejudices,
attitudes, and aspirations of a large populatiaudiin popular literary products can
make no claim to truth and insight. Though theytowe to be an influential tool in
society, their symbols or values cannot be ovearedgd as authentic diagnostic

tools for studying human behaviour in contemposagiety.

Jane Eyrecontinues to be one of the most popular Englistetsoof all times
ever since its publication in 1847. It has fas@dascholars as well as a wide

reading public alike and over the years has prdwdak a rich source of inspiration
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for many successive generations of creative writard artists. Re-worked in so
many adaptations for stage and screen, inspirimgenous painters, and musicians,
frequently imitated, parodied, retold, or extentdgdorequels and sequels, the novel
never goes out of fashion with new versions drawapgn earlier versions thus

creating a dense intertextual web in the Bront®lseckhip.

For the public outside academic scholarship, tlaeeea handful of websites
dedicated to historical and biographical informatadout the Brontés, Victorian life
and times, and reactions tdane Eyreas novel, film adaptation, and stage
adaptations. In other words, it is a product ohhiglture as well as popular culture,
respectively the culture of the elite and the msskiggh culture and pop culture are
two subsets of culture with their unique valuesijuates, beliefs, norms, histories,
and taboos. Specific consumption patterns, lifestyferature, beliefs, and attitudes
set the elites apart from the mass society. Pdpreuis less sophisticated and more
appealing to the public. While operas, renaissarteexpensive restaurants, high
end leisure clubs, and classical music are exangblegh culture, television shows,
fast food, best seller books, new genres of musicfashion are a few examples of
cultures shared by the masses. With its remarkabl®larship along with its
perennial reproduction in mass media and the ledgrdiction, Jane Eyreoccupies

the peculiar position of being a product of boté dultures.

In Popular Culture: A User's GuideSusie O’Brien and Imre Szeman

discuss the various versions of the definitionhaf toncept of culture.

The most familiar use of the terpopular cultureidentifies it with

the entertainment produced through and by comniertiadia
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(television, film, the music industry, etc.) thate the economic and
technological capacity to reach large, demografigichverse, and
geographically dispersed audiences. Popularity eagured, in this
case, by patterns of consumption: it refers tothiiegs we buy (or
watch or listen to, etc.). A somewhat different o§popular culture
defines it in terms not of consumption but of prown: popular
culture is what “the people” make or do for themesl This
definition fits fairly closely with the anthropolagl definition of

cultureas “the practices of everyday life”. (O'Brien, 7)

Popular culture in the present times is undergahifts and changes that
reshape how consumers experience it. New techresiqgay a major role in this
shift as people are connected to one another asr nasfore through mobile
communication devices, email, and social networkewnnologies resulting in new
forms of popular culture coming into being everpetday. As a product of pure
entertainment and often escapism, traditionallygypar literature has been sneered

at and derided.

Critics have come up with different versions oithworking definitions of
popular fiction. In Keywords Raymond Williams defines popular as ‘widely
favoured’ or ‘well liked’ (236) by people carryirgong the connotation of inferior

or low.

Popular culture was not identified by the peopletiothers, and it
still carries two older senses: inferior kinds obrw (cf. popular

literature, popular press as distinguished fromligug@ress); and
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work deliberately setting out to win favour (popujaurnalism as
distinguished from democratic journalism, or pop@atertainment);
as well as the more modern sense of well-liked bBypyrpeople, with

which of course, in many cases, the earlier semgedap. (237)

He outlines that by the nineteenth century, themrey of popular culture
accommodated the earlier notion of ‘belonging ® pleople’ along with its modern
meaning of ‘widely favoured’. Moreover, the subsewfushortening of the word
popular to pop “gave the word a lively informality but opened nibore easily, to a

sense of the trivial.” (238)

Christopher Pawling defines popular fiction as whignificant other of
contemporary fiction that encompasses a mass afathas produced for and
enjoyed by a largely uncritical mass readership. I(2 Pulp: Reading Popular
Fiction, Scott McCracken defines popular fiction as fisti@ad by ‘large numbers
of people’ and that which is a product of a ‘hugeeetainment industry’ (1). He
observes that popular fiction is only a small mdrpopular culture and can only be
studied in relation with other forms of culture Buas narratives for televisions,
films, magazines, periodicals, and so on. He ackedges a power balance between

writers, publishers, and markets.

Popular fiction generally produces predictabletded mostly repetitive
formulas with few deviations. Readers of pop fintigvalter Nash observes, “do not
want [the same book] again, though [they] may waote [of the same kind]” (2).
Pop fiction writers employ winning formulas thatlldg@g in the shortest period of

time. It is generally rooted in time, more ofteanha place. For this reason, fiction
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that is popular at a particular period might notgopular at a different period. As
Christine Berberich observes irhe Bloomsbury Introduction to Popular Fiction
the temporality and spatiality of popular fictionake what is popular today not
necessarily popular tomorrow (4). Given the pacewhich the world changes,
“allusions to trends and fads” that are peculiaatparticular time might not be
relatable to people a decade, let alone a cenaigy.lIn Clive Bloom’s opinion
popular fiction is fiction that “becomes its timahd is caught “in its own age” (15).
The issue of longevity is the most common tool eyell to criticise popular
fiction, as a real ‘classic’ text supposedly trasts the boundaries of space and
time. Despite its volatile nature, pop fiction help form assumptions about what a

society cherished, celebrated, or felt stronglg eértain point in time.

Bestsellers are the most familiar kind of popdietion. They are a product
of both industrial and digital revolution. Earlierms of popular culture such as folk
songs, ballads, and popular theatre had a relgtdiggct contact with audiences. In
the nineteenth century, novels became increasisgialised and distributed from
the steam press, consciously aimed at the famitlieage. By the end of the
nineteenth century, there was a noticeable spiivdsen the elitist high culture, and
mass culture. In the early twentieth century, gothovels and romances became
adapted for stage and screen followed by an olmsesgih detective and science
fiction, that was eventually followed by vampiregpmbies, and the erotic.
Contemporary best-selling fiction based on nindgteen twentieth century classics
requires that these texts be remade or re-intemghrét accordance with the

sensibility of the present times.
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It is highly unlikely that the popular appeal dne Eyrestems from a
reader’s deep appreciation of the novel's complesitrather it might have resulted
from the novel's relative success in resonatindhveitreader's particular situations
and emotions. Not only did Charlotte Bronté’ createvork with a capacity to
inspire, her early death at 38 due to complicationgregnancy, leaving only a few
novels in her oeuvre, ensured that the demanddiowbrks would always outweigh
supply. This imbalance has been redressed by peldisand authors, generating an

array of popular fiction that can now be consideadtkritage of its own.

Despite the diversity, we can still identify quiiefew trends inJane Eyre
adaptations. Majority of the texts chosen as pdrthe study are penned or
conceived by women. Most of the adaptations coeduind those selected for the
study are told from the point of view of Jane, itetagonist. The transformation
generally involved a simple expansion of the nareainto a prequel or sequel, or at
times a slight variation wherein the author shiftihé voice of the narrator from
Jane to some other character in the novel, thecedgting an alternate narrative.
Characteristic of a true fan fiction narrative, ttw@e premises of the novel remain
the same for all the selected adaptations, redffgrivalter Nash’s point that pop

fiction readers look forward to “more” (2) of thamse kind.

As Mettinger and Rubik observe in the introducttortheir comprehensive
collection of essays odane Eyrereworkings,A Breath of Fresh Eyre: Intertextual
and Intermedial Reworkings of Jane Eyret all aspects of the novel that have
sparked critical and academic debate have geneirat@st in the general reading

community. The romantic love story, the gothic ndesona, along with the courage
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and resilience of the plain, obscure but insub@idimeroine might have guaranteed
the novel its “enduring popular appeal” (10). Aramthfactor that may have
facilitated the novel’s integration into populadtawe might be the domestication of
a non-conformist heroine. The inevitable waterirmgvd of Bronté’s insubordinate

heroine served as a factor for her overwhelmingesssin popular culture.

Through her marriage to Rochester and her emlygattia identity of the
second Mrs. Rochester, Jane becomes one of thealtgosanctioned female
figures”, as Sandra Gilbert puts it in “Jane Eymd &he Secrets of Furious
Lovemaking”, which the Bronté heroines struggled tm become. (352) The
romantic trope, the domestication of the heroinethig traditions, and shared
prejudices of the readers have led to the enorrmoosess of the novel as a product
of popular culture. The adaptations chosen asqidtie study, other than the ones
offering alternate perspectives discussed in dataithapter I, follow the same
pattern of romanticization and celebration of lamd marriage, and dwell in the
excesses of the gothic and horrors of inapproptiaisons. Despite the radical
changes in society, the novel seems to be sti#l tbhddress the romantic ideals and

psychological needs of the readers.

Jane Eyreas a passionate love story has captured the ihtefés readers
from the beginning. As a love story, the novel exgt the rare honesty and
complexities of passion and tenderness. Jane-RiecHese, in all its fluctuations,
strikes the reader as real and moving. When apiatepr to stage and screen,
romance always occupied the centre stage. The ptotdined an overwhelming

romantic passion and an egalitarian marriage feretimotional gratification of both
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sexes. Academics scorn at the reduction of the Inot@ pulp cliches and over
exertion of the love myth to draw readers. As aadamic and feminist, Sandra
Gilbert confesses that she felt the need to repnesslesire for “a romantic- and
more specifically a sexual-climax” to maintain pickl correctness. (355) However,
she does not shy away from the fact that a furandrebellious sexual passion has

been responsible for the novel’s perennial appeal.

Though we might quite properly scorn the clicheshafse who saw
the novel as primarily a romance that "throbs vegéimsuality” and a
book that "only the lonely" could have written, biigit we to have
conceded that something about the "furious lovenggkin the book

was what made it ragingly popular in the first ga¢356)

In her astute analysis dlane Eyré&s popularity, Sandra Gilbert becomes
convinced that an average reader would indulggerillicit glamour of the romance
and passion between the plain governess and hedibg master that ultimately
ends in marriage despite all odds. She contendsBitwnté created her hero and
heroine in such a fashion that the charisma betvleem was impossible to miss.
She placed Jane in dysfunctional families, and @raisusive caretakers yearning

for love and learning ways to obtain it.

She endows the male and female lead with considepdssion that is not
always rational. The “unspeakable depth or fietgniority” presents both Rochester
and Jane with a kind of mystery that has always lmd@rismatic to readers. (357)

The uncanny clarity with which the novel transcsiibe fantasies of sexes and
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indulges in the mysteries of sexuality and passmakes the novel appealing to the

masses across cultures.

While the distilling and reduction ofane Eyreperpetuate the idiom of
romantic love, it also obscures the ideologicatdesuch as female autonomy and

independence idane Eyreln The Bronté Mytl§2002), Lucasta Miller explains:

Jane Eyre’s status as a modern myth — its disséimmato mass
culture — can be explained by its ability to bek&o down into the
basic building blocks of a simple Cinderella stay Bluebeard
narrative. But Charlotte’s real achievement intogel was to create
a different kind of myth: a positive concept of theerging female
self in a society whose predominant models of nadihss

femininity were self-denying, dutiful and passioed. (14)

Sarah E. Fannings also argues that the categonisat the novel into a
simple romance would be hurtful to scholars aneioBronté enthusiasts. Fannings
examines the foregrounding of romance in the viadaptations oJane Eyran her
article, “The Many Faces of Jane Eyre: Film Cukuaad the Frontiers of Feminist

Representation”. She writes:

To categorisdane Eyresimply as romance would be an injury to the
mind and work of Charlotte Bronté. Scholars, stuslemnd
Brontéphiles know that behind the veil of romanes kn intelligent
heroine who questions the imposed limits of her sd#h an

indignation that speaks volumes for the many diserwhised women
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of her era. While the pattern of foregrounding tbemance in film
and television adaptations is largely a palimpsestupteduct of
various histories and media cultures, it is theasyit treatment of
‘the woman question’ in the adaptations that fothessubject of this

article.

Scholars consider the fairy tale structure of tlowel responsible for its
immediate as well as perennial popularity. HelengMo identifies in Bronté an
undeniable pattern of a common fairy tale of a dssessed princess” (108). In
such fairy tales,Cinderella and Snow Whitefor example, the conflicts and
aspirations of the adolescent heroine and the atdnit attitude towards her family
members play a prominent role. The heroines expegigainful feelings of anger,
rejection and hostility typically projected at acked stepmother and her children. In
the family scenario, the father figure who would an behalf of the daughter is
unable to do so, while the mother figure is alsovemiently absent, or in most
cases, dead. The heroine passes through sevataland chooses from alternative
possibilities to strengthen herself morally. A lowe the ‘other self’ is essential for
the completion of her true existence. He identifies “royalty hidden beneath the
dust of poverty” (108) and through marriage bestoywsn her family, wealth, and
status. The domestic life of the heroine transfowith the arrival of the hero who

brings along the glamour of the world outside.

However, in Bronté, this union is not without pi&s. Rochester's marital
status, along with Jane’s anxieties of becomingsiress serves as obstacles to the

romantic myth. The romantic track becomes almogtossible and unattainable



Venugopal 224

creating an irreconcilable tension between thatyeal separation and the dream of
union, maintaining intact in the characters anddader/ viewer the intensity of
desire for their union. As Sigmund Freud concuesi® becomes heightened by
obstacles. He proposed that obstacles are inewitalnl desires to heighten. The
value the mind sets oarotic needs instantly sinks as soon as satisfatisomes
readily obtainable. Some obstacle is needed tol diveltide of the libido to its

height. (Freud, 67)

The author-intended obstacles and the near impgessnion of the star-
crossed lovers in Bronté has in fact contributedsaenduring allure as a popular
romance novel. The narrative also works in alignnveith the tradition of western
romances that delay union and possession and keemsain of desire and passion
in check. Writing about love in the Western woilienis de Rougemont shows that
desire is at the heart of romantic love in the wésbse intensity is reduced by quick

possession.

But however much | protest beforehand, no soondratimit that in
instinct and sex there are spontaneous reactical®gous in some
respects to those occurring in the passion of th&tah myth than
many people will suppose that this settles the enatb far as | am
concerned. They are bound to think that the obstruevhich has so
often cropped up in the course of my analysis ef ithyth is some
thing altogether natural. To delay pleasure isniwst elementary of

the wiles of desire; and man is 'so made' as samastito subject
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himself to a semi- instinctive continence for thenéfit of the

species. (59)

Hence narratives that experiment with the absehdéavers rather than their
immediate presence embody greater passion andsityteof desire leading to
greater satisfaction quotient in the reader/viewknis is yet another strategy
common to allane Eyreadaptations. As Barbara Schaff obserdese Eyrds read
by many for the simple reason that its romance gifars pleasure to its readers. It
is therefore undeniable that the conformity of tleel to popular romantic myths is

the chief reason for the novel’'s vast afterlifescneen and other media.

Jasper Fforde’The Eyre Affair(2001) follows the pop fiction conventions
while presenting the reader with an aura of novdttys composed as a detective
fiction but is less formulaic in nature and expkthe contemporary opportunity to
produce detectives with newer identities such ademinist, the gay, and the black
unlike the existing detective models like Sherlétddmes, Lord Peter Wimsley or
Hercule Poirot. Thursday Next, the protagonist ie@ale detective, with a great
track record. It is a blend of detective, fantasyl &ci-fi genres that is set in an
alternative time in literature-obsessed England reeheme travelling, reality
bending, entering as well as altering narrativelegralong with literary crimes are
commonplace things. Literary criminal Acheron Haddsluction of Jane Eyre also
stemmed from the novel’'s enormous popularity. Tddaptation deviates from the
general trends alane Eyreadaptations in various manners. It is penned byake m
author and plays differently with the romance tropeeud’s theory on obstacles to

love can be applied to Thursday’'s love life as shealistant from her former
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boyfriend Landen owing to misunderstandings. Sexeasion is evident in their

chance encounters along with jealousy for theisgmeé partners. The lovers finally
reconcile and eventually tie the knot. Barbara 8aiaserves that Fforde satirically
foregrounds the romance plot as an important idgcdd and structural element of
his novel. (30) Fforde’s alternative history hasudversion of gender roles with the
detective Thursday solving her case as well agmgdter own love story right. The

marital bliss as well as romantic fulfilment reindes the cultural significance of the

ideal of romantic love while also exposing it as@ological construct (31).

Fforde’s transformation of the text makes it margpin off rather than an
adaptation where the narrative does not closelgvothe premise of the hypertext.
Rather, it presents the events of the text in sacdlashion that Bronté’s novel
happens to be far different from the versions faexd read before 1985. It is Next's
intervention that alteredhe climax of the novel. The presence of vampined a
zombies, along with a Special Operations Wing & piolice to track them down
makes them a recent pop fiction phenomenon. Anrerpeatal blend of genre3he
Eyre Affair is the initial entry in the phenomenally successduldd best-selling

‘Thursday Next’ series of Jasper Fforde.

Crime fiction is a tremendously successful genfreoap fiction owing to
readers’ fascination with rule breakers and norfaromsts. lan Rankin, in his
foreword toCrime Fiction: A Reader’'s Guideadited by Barry Forshaw, regards
crime fiction as the “perfect vehicle for the dission of contemporary social
issues” (i) Rule breakers evoke curiosity in thadexs as those rules underpin the

notion of civilization. Crime fiction, as a populgenre entertains readers worldwide
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and deals with universal questions about “life aedth, crime and punishment,
conflicting values and moral systems” (Nilson, dder’s obsession with the dark,
underworld, crime and just retribution is evidentthe enormous popularity of
characters like Batman, Joker, stock characteesthke Ripper, the serial killer, the
psycho and so on in pop fiction. Lyndsay Faye’sgfarmation oflane Eyranto a
crime novelJane Steel€2016), sits well with pop conventions. The preno$¢he
original story is retained, save a few deviatiamsrf it. The transformation is rather
simple with Jane Steele replacing Jane Eyre indtter’'s narrative. Jane Steele, the
protagonist lives in circumstances like Jane Eyue dvolves into a serial killer,
following the tradition of Patricia Cornwell's infaous serial killer of the
Whitechapel district of London, Jack the Ripperu€some murders and crime have
a long history of entertaining readers and moviergolt is a significant participant
in the sphere of popular literature, a multimillimalustry whose stories circulate in
multimedia landscapes such as books, televisiomlsesand movies. Jane Steele
routinely wields the knife as her resistance touséxabuse, tyranny, violence,
exploitation, and self-defence. Despite being &kkiller, Faye’s protagonist is far
from being hated as her crimes could be read aduBbns to injustice. She was
unlike other serial killers in pop cultures who ammately psychopaths and kill
without any justifiable motives. Jane and Charlese story always attracts much
attention in Faye’s narrative wherein Jane comeanchbout her crimes and Charles
accepts her without judgementane Steels transformation of Jane into a rule
breaker, unwilling to suffer fools, tyrants, ordatvith its romance, thrill, and satire
is an appropriation of contemporary sensibilitibattis responsible for the huge

success of this gutsy, serial killer in populatidio.
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Offering opportunities of exploration of placesegople, and entities
unknown, science fiction is a successful genreagupar literature. The incredible
success of sci-fi film series likEBhe Matrix (1999-2021),The Terminator(1984-
2019), X-Men (2000- 2020), a handful of movies on futuristic paxplorations
such as Ridley Scott'$he Martian(2015), George Clooney$he Midnight Sky
(2020), James Gray'dd Astra (2019), Al based movies like Ben Young’s
Extinction (2018), Gavin Rothery'@rchive (2020), Grant Sputored’ Am Mother
(2019) alien encounter movies like James Camerdkvatar (2009) andAvatar:
The Way of Wate(2022), Dennis Villeneuve'#Arrival (2016), Ridley Scott's
Prometheug(2012), the movies in thdliens (1979-2017) franchise directed by
James Cameron, Ridley Scott, David Fincher and Beame Jeunet and so on show
how significant a contributor sci-fi narratives ai®@ contemporary pop culture.
Science fiction is one of the most innovative ofpplar forms. They represent
alternative worlds in comparison with the societyitais now. Whether in the form
of paperbacks or films, science fiction narratipessent visions of the future, and
give “structure to new identities created in precesth the inhuman, alien world of
machines” (McCracken, 124)lenna Starborn(2002) reimagineslane Eyrein
unknown planets, encountering futuristic technologigh the protagonist Jenna not
being born but created from a frozen embryoniagsgenna has a talent in science
and carries out intergalactjourneys in pursuit of an education, an occupasind
love. Sharon Shinn maintains much of Jane Eyregiral premises such as the
class defined social structure, Jane’s dependatisstthe isolated manor, and the
major events like her training in the charity sdh@ocation at Thornfield residence,

romance with her employer, failed marriage, fleeggd eventual return. The novel
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presents an increasingly complex relationship betweimanity and technology and
blurs the borderline between them to make the semtation appear natural and

normal.

Despite its bad reputation of being scandalous ess@ntially pulp, erotic
literature has a wide readership. With the advdntligital books, more people
became drawn to the genre as technology enabled tindorowse, borrow, buy or
read erotica without their privacy at stake. Porapgy and erotica are a ubiquitous
and widely used form of sexual entertainment. Todagplicit representation of
female sexuality by female filmmakers is also netammon. In an interview with
Dennis West, Marielle Nitoslawska, creator of thighly controversial women-
friendly pornographic serieBad Girls (2001), which confronts and alters the
expectations of a male dominated industry, talksual “forbidden fruit syndrome”
necessitated by the Judeo-Christian traditionh®Western world which treats sex

for pleasure as a scandal and sin.

Taboo sells and it is in the interest of the powiustry to perpetuate
such taboos. The Western World's Judeo-Christiantalge has
marginalised and suppressed sexuality for both gmsndout for
women in particular. The resulting virgin/ whoreg@digm has taught
us that sex, and pleasure in it, is bad, unless uindertaken in the

pursuit of procreation (West, 13)

Fanfiction erotica is a cult in itself. From steafRegency era romances to
the contemporary sexy romps, erotica presentsf iiseinany forms. Clandestine

classics is gprominent form of fanfiction erotica in which autsareinvent sexual
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tension of the characters of high culture/ clafitsgcature and offer them an outlet.
Ben Dew observes that the tagline ‘the classicakeds, hints at the amount of flesh
revealed alongside a decidedly erotic core waitimgoe unravelled beneath the
prudish exteriors of major literary texts. (290ar€na Rose’dane Eyrotica2012),
Eve SinclairsJane Eyre Laid Barg2012) , and Marian Tee'Mr. Rochester:
British Bad Boy(2017) feature Jane Eyre with steamy sexual scanéswith less
restraint. They follow the original story line cédg with slight deviations. While the
first two novels follow the master-governess stoey the third one is more
contemporary to present a boss-secretary romantemparhe interest of the novels
in the relationship between the characters andetaciattitude offers new
approaches. An erotic rendition would require Jand Rochester counterparts to
engage in a series of pre-marital sexual dalligno@sntaining the horror of scandal
and bigamy. Using the mash up technique and thnelatd language and tropes of
erotic fiction, Sinclair Tee, and Rose alter théura of the relationship between the
novel’s protagonists. Despite the endless shamiging, and deriding, the endless
possibilities of fanfiction erotica is a realityitlier talked of in tones of horror,
disgust, or mockery, they are a haven for many @lsexual desires are invisible to
mainstream media, including women, lesbians, daigexuals, people of colour and
so on. Fanfiction erotica is beyond doubt a pogucel genre enjoyed by many

despite being constantly taught to abstain from it.

Frequently represented in popular culture, vanspineke their appearance in
ballet, opera, theatre, literature, music, filnedevision, web series and video games.

Structuring the narrative of a classic alongsid@mpire premise is yet another pop
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culture invention. Sharonn Shinn reimagines Jane &g a slayer of vampires in
Jane Slayrg2010). The phenomenally successful vampire georgiraies to see
reboots, and sequelseated almost every day. Vampire is one of thetrpopular
genres of fiction which is likely to continue rujrpop culture for years to come.
The themes of death, reincarnation, forbidden deayuand fascination with the
dark, dangerous and the mysterious make vampiresosmpelling to masses,
adolescents, and youngsters. They serve as symbdbellion against nature or as
alternatives to conformity. They embody suppressedial urges, of lust and desire
and can adapt to any cultural belief. Deleuze andttari claim that vampires and
werewolves proliferate at times of war, famine apidemic (243), as they also
represent fear, and anxieties of a society abaduisty, self-assurance, and national
identity” (Campbell,269). Shinn’s Jane is a slagevampires rather than a vampire
romancer. She ultimately slays the werewolf at hfield and rescues Rochester
from werewolf poisoning. Vampire phenomena in pagtwe is a result of
convergence of demographic and industrial trends.isl a pretty effective
encapsulation of free will and nonconformity. Vanepfiction is so popular as it

embodies the fears and desires of the masses.

While texts from children’s literature have miggdtinto film, television, fan
fiction, and computer games, which is complete with own large-scale
merchandising such as theme parks and film-stuniimsf Jane Eyrés extended
engagement with children’s literature is very siigaint. With its diverse sub-genres
such as the bildungsroman, the public school, tivergture, the realistic, the fantasy

and so on, children’s literature is indebted tddapballads, fairy tales, myths, and
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legends. Judith Sloman reads Jane Eyre’s effe@sseas a character because of the
mixture of a child’s emotions and feelings with thdult character’'s ability to
express it. Jane Eyre as Young Adult (YA) fictienaiso popular as it is a coming-
of-age story of a young girl who tries to find heentity in the face of many
adversities. Kay Woodward3ane Airhead2009), and April Lindner'sane(2010)
are great examples of the novel’s continuing infeeein popular YA literature. In
popular YA author Lena Coakley’s opinion, the biste to re- read Jane Eyre is
during teens as it would be the time when “firsirég of love, first kisses, and first
disappointments™ (Coakley) could be read with gretensity. Woodward’s Jane, a
die-hard Jane Eyre fan, is barely a teenager berfinding a love match for her
divorced mother and obsessed with the trials aibdlations of her mother’s love
life. She longs to find the perfect Mr. Rochestar tier mother. Lindner’'s Jane is a
young college dropout and her employer, a popuek musician. What appeals the
most to the YA audience is that Jane herself isumng adult and her first steps into

the wider world resonate with young readers.

Like the revisionist rewritings afane Eyreits film adaptations also anchor
themselves in the archetypal patterns of populanarece. Film versions, in
particular, work on the fundamental Jane-Rochesterance. Pop culture film
adaptations oflane Eyregenerally uphold romance as its dominant mode,- side
lining female independence or critiquing patriarchifiey tend to overwrite aspects
of Jane’s assertiveness and independence andypbdraas the pious, submissive,
and desirable Victorian woman. An analysis of ttamdardised iconography of Jane

Eyre on book covers, illustrations, film postersl @ on prove that the image of the
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angelic and submissive heroine sells better than rébellious and angry. The
romance plot also provides the viewers with thessaeance that marriage
guarantees love, and security. It also reaffirme thomestic ideology that
paradoxically sews submissiveness and satisfadbgether to keep destructive

forces like rebelliousness at bay.

Numerous film and television adaptationsJahe Eyrehave appeared since
the silent movie era. Patsy Stoneman suggestsmbi than four adaptations came
up in the same era alone (87). While mini-seriesnaore faithful adaptations of the
novel such as the BBC series of 1983 and 20@6¢ Eyrefilm makers chose to
condense or excludelements of Jane’s story. Like most adaptationglassic
novels, Jane Eyreadaptations privilege the love story and fails tidrass the
bildungsroman aspect of the novel with Jane’s [if¢hile condensing Bronté’s
novel to a two-hour run-time feature film is a dbaging task in itself, filmmakers
tend to follow a similar pattern of reduction otet®ns in an urgency to develop the
romantic trope. Most feature films truncate thesede of the Rivers or delete it
entirely. Similar is the plight of Jane’s dependeristence at Gateshead or her
formative years at Lowood. As Carole M. Dope obssrdane’s development into a
woman through her harsh years at Lowood, her coipship with Helen Burns,
the lessons she learns from her teacher and mévikr,Temple and so on are
crucial for the development of Jane’s charactere €pisode of Jane visiting her
dying aunt and their final reconciliation is oftercluded. Gateshead and Lowood

are reduced to short glimpses of Jane’s sufferamg$ her generalised childhood
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anguish. Though the love plot is undeniably centvahe novel, it is only a part of

Jane’s character evolution.

Christy Cabanne’dane Eyrg1934) starring Virginia Bruce and Colin Clive,
reduces Gateshead and Lowood to considerably slegudences, rushes Jane to
Thornfield, makes her meet Rochester with acute ediaty, develops their
romance, separation, and eventual reunion. Janeimemimpoverished and
emotionally dependent on Rochester since their éincounter. Robert Stevenson’s
version (1944) starring Joan Fontaine and Orsonlé&/eimits the rivers episode
entirely. Franklin Shaffner's 1949 television adsjmn starring Mary Sinclair and
Charles Heston falls short on multiple aspects gwinits sheer 60 minutes runtime
restricting even the development of the romancd. pilve events of Lamont
Johnson’s 1957 version featuring Joan Elan andicRaiMacnee take place in
Thornfield alone and is a rather bizarre adaptadiothe novel altering all the events
of the original plot, including the nature of Roster andJane’s romantic love.
Delbert Mann’s drama of 1970 starring Susannah Yt George C. Scott skips
Gateshead but illustrates Jane’s misery at Lowaadlving the hair cutting scene,
frozen wash stands, and punishments and proceetig ttomance trope. Rivers'
episode also is attended but the film reinforcesheeter’'s masculinity and agency
and subdues Jane. Charlotte Gainsbourg’s self-ceegpoexpression and
performance as Jane in Zeffirelli’'s 1996 film copsea similar image of female
submission, one in which Jane is represented asliany saint-like, emanating
unselfish love and self-effacement. Mia Wasikowsk#ane also presents the image

of female submission and saint-like purity in ti4 2 version.
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The varying portrayals of Jane’s story show thergjth of Bronté’s
story along with its adaptability and ability togage audiences in
various ways, across media, time, and cultures. dpgpeal of this
story can be explained by its inclusion of the atpeof

intersectionality allowing the themes to be expioire different ways
by different people in different times and perpéhgthe narrative

for over a century and a half.

ThoughJane Eyreas a novel addresses the social concerns andegalit
the time in which it was composed, it also readiegond the limitations of history,
space, and time to spawn multifarious literary anddia transformation. The
intertextual reworkings, mashups, spin-offs, andpaations wield the proto text
inorder to weave narratives of varying hues andepag. This in turn adds to the
cultural capital ofJane Eyreand continues to enhance its prominence in popular
consciousness. For good reasons, the novel sitdlgqeell rooted in literary canon
as well as popular culture. In an increasinglytdighnd multi-media driven century,
Jane Eyrawvould continue to offer new opportunities and obiadles to many authors
that would further reshape our reading experienoe attitude towards classic

literature and popular culture.



CHAPTER VI

Conclusion

Jane Eyre is a book of books, a nest of narratives:look over
Charlotte Bronté’s characters’ shoulders as thegdend interpret

books and hear them tell one another stories. (Bgwix)

Multifarious interpretative approaches d#ne Eyrein academic discourses
have helped the novel secure the position of a irtedefor the Victorian concerns
on gender, class and rackane Eyreis a common property within culture which
enjoys the status of a high culture novel as wel @op culture text. Over the years
it has pervaded every form of artistic expressiorvarious cultures that include
hundreds of adaptations into different genresterdiure as well as into performing
arts and particularly, cinema. The plethora ofréitg adaptations include prequels,
sequels, retellings, spin offs and the like inlmajor text genres including graphic,
sci-fi, erotica, detective, along with its ongoitignslations into stage and screen in
the form of operas, plays, and radio dramatisatidasptations have influenced the
source novel in more ways than one, like how thérc has inspired the latter.
Films have helped to boost the commercial popwylaritthe novel and its various
literary adaptations, ensuring that the text neyees out of fashion. The 19th
century Bronté sisters have in fact proved to be @iliterature’s most fool-proof
resources for adaptations into any cultural medilame Eyrés story is retold anew

every decade.
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In the process of adaptation, the source textisientirety, or elements of it,
is translated to different genres or media. Thi®cess relies heavily on
intertextuality, allusions, and negotiations. Tregdctory of the novel is reimagined
or reinvented to create an altogether differertidimal world with its own cultural
codes and sensibilities. Hybridizations generadlguit in alternate versions of the
source and exhibit conflict in relations, idenstieand subjectivities. The study
investigated eleveldane Eyrehybrid adaptations that blended the romantic and
gothic elements of Bronté&’ with graphic, crime, pguadult fantasies, vampires, sci-
fi, erotica and so on. Robab Kosravi’'s observationgeneric categories dane

Eyreand its historical significance is noteworthy.

Ever since its publicatiodane Eyrehas established itself as a classic
of all times in its ‘obvious’ generic category —havel. Clearly, part
of the novel's compelling hold on its audience liesits heavy
reliance on elements of ‘romance’, what NorthroyeFcalls ‘the
ultimate source and paradigm of all storytellinyet Jane Eyrés
generic affiliations seem to go beyond the trad#ioboundaries as
categorised in formalistic taxonomies. The dynanatsts vibrant,
elastic, protean genre is in itself a story of @efe and resistance
(...) It is also the socio-political implications afgeneric subverting
of the boundaries between the high and the low, arstructural
deconstruction of the pillars of the establishedkoithat highlight the

novel’s historical resonance. (312)
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The study analysed the ways in which genre-transfd progenies of
Bronté draw similarities and differ from the souere reflect on the implications of
the socio- political and cultural contexts of tivads in which each adaptation was
produced. Lyndsay Faye'3ane Steeld2016) is an adaptation significant in its
carrying over of the racist prejudices so evidenBronté, along with its middle
class white woman’s feminism. It placed Jane’systorthe world of crime, a trope
that has perennially kindled interest in readerssscthe globe. Jasper Ffordélse
Eyre Affair(2001), a successful reboot of thene Eyreranchise featuring a female
detective relies on postmodenarrative modes that facilitate permeability betwee
the worlds and intertextuality becomes the cerdoaiceit in the narrative. The text
does not retain or reject the racial concerns ef gburce text, nor are there any
discussions centred on the class divisions in thesl's alternate world. The world
of Fforde is positively egalitarian that nobody stothe detective; her capabilities
or incapabilities for her gendefenna Starborr{2002) by Sharon Shinn hybridises
the gothic romance with science fiction to create aternate fictional world
modelled on the characteristics of a science fctarrative. It blends romance,
conflict, adventure, family tensions, and fortuneai futuristic world and discusses
race, gender, and class in its constructed worlceality. Colonialism is portrayed
as ‘homesteading’, a process in which people negtatalien planets, take over
power and subdue its uncivilised inhabitants urtiderguise of benevolence and the
civilising mission. The sexual desires and repressinJane Eyredind an outlet in
the erotic hybrids. While technology offers theatogs of fanfiction erotica access
and ease to create erotica in a more prolific mammehe form of novels and

graphic porn, it saves the consumers from emban@sisof consumption of erotica
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by ensuring their privacyJane Eyre Laid Barg2012) by Eve SinclairJane
Eyrotica (2012) by Karena Rose arMr. Rochester: British Bad Bog2017) by
Marian Tee are erotic makeovers Jaine Eyrethat focus on the sexual tension in
Jane Eyreindulging in lesbian passions, BDSM, orgies andepttieviant sexual
behaviour. Sherri Browning Erwin reimagines JanesEas a vampire slayer dane
Slayre (2010), a genre trending in the contemporary tirnesause of the mass
appeal and obsession with vampires, werewolves,zantbies since the immense
popularity of Stephenie Meyer3wilight Sagaand the zombie reboot of Jane
Austen’s Pride and Prejudicg(1813) by Sethe Grahame Smith, titlBdde and
Prejudice and Zombig@009) which was later adapted to a feature filntHeysame
name in 2016. Numerous other adaptationdasfe Eyrehave appealed to children
and the young adults as the souraevel is brilliant in its balance of representation
of the world of the adults and children with egt@kte, a quality most adaptations
miss out. Kay Woodward'dane Airhead(2009) follows aJane Eyreobsessed
teenager who tries to yolk reality and fiction ttgg, a rather interesting tale for an
early teen. April Lindner'slane(2010) deals with Jane, a college dropout, and her
emotional tenor and devotion to her employer, & lstarved and tortured pop singer
in his late thirties. The problems of race, genderclass are subdued in both the
adaptations primarily because they cater to theiregpents of the teenage reader,
and develops around the romance trope in genaxtlelen the protagonist’s mother
and her enigmatic lover in the former, and the yaaomd her employer in the latter.
Sheila Kohler's experiment on fictional autobiogmgpBecoming Jane Eyr009),
presents the reader with the hurts, affronts, mdilemmas, internal musings and

mental turbulence of Charlotte Bronté, Jane’s oredthe Japaneddangais one of
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the most popular forms of graphic fiction of ounés. The first-person narrative and
the focus on a single character has enabéte Eyrés translation into the visual
aesthetics of the graphic medium with relative e&sgstal Chann and Sun Neko
Lee’'sManga Classics: Jane Eyf2016) is an example of the novel’'s cross-cultural
appeal as it has transcended not just the bousdafinguage, but also found its
way into its integration into the popular cultureaodifferent culture and continent.
This paves the way for possibilities for more suwotperiments onJane Eyrés

integration and assimilation into foreign cultures.

While there is a proliferation of narratives tltwfied generic boundaries,
Jane Eyrehas also spawned alternative narratives that fotegted the voices of
other characters lost in its first-person narratibime second chapter dealt with such
adaptations that brought to the fore the livesexmkriences of other characters who
were marginalised or silenced in the source tegh s1$ Bertha Mason, Grace Poole,
Adele, Celine Varens, and even Edward RochestghtEidaptations that retold the
novel throughthe perspectives of these characters were choskrstadied. Jean
Rhys’sWide Sargasso S€4966) accentuates the voice of the lunatic Bevihaon,
Emma Tennant'sAdele (2002) gives fuller life to Rochester's French ward
illegitimate child Adele, Claire Moise’Adele Grace and Celine: The Other Women
of Jane Eyrg2009) retellslane Eyrés story through the other significant yet side
lined women characters of Bronté’s narrative, atidaBeth Newark presents a
sequel to Jane and Rochester’s story after theiriage through the perspective of
Jane and Rochester’'s imagined daughter, Janet Reche her novelane Eyre’s

Daughter(2008). Novels likeJane Eyre’s Husband: The Life of Edward Rochester
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(2011) by Tara BradleyRochester: A Memoif(2017) by Cora HolmesMr.
Rochesterby Sarah Shoemaker (2017) abBdiward Rochester: The Master of
Thornfield Hall(2017) by R.Q. Bell present Rochester’s life ansldndless search
for love with unflinching honesty. Drawing on intextuality, Wide Sargasso Sea
features the sense of entittement of the white nmallane Eyre The text exposes
the underlying sexism, side-lining and exploitatiwinthe non-whites/creoles, and
the clash between classesJane Eyre Emma Tennant'&delediscusses the clash
of national identities and prejudices by foregrangdAdele, the mistreated and
marginalised foreign character whose identity wavdyetween Rochester's
illegitimate daughter and his French ward. Claireidé@ inAdele Grace and Celine:
The Other Women of Jane EY&909) considers the other womenlame Eyrewith
sympathy and presents them with fuller lives. Tloeeh follows Adele’s life and
how she outgrew her own tragedy of being orphanedtander age, alienated in a
foreign land, and distrusted by her benefactorin@eél/arens is also portrayed in a
favourable light as Moise dissociates her fromgtagus of the fallen woman and a
foil to Jane Eyre, in accordance with the Victorstareotypes of the chaste English
and promiscuous foreign woman. The text provideplammpace and representation
to Grace Poole, a prominent yet insignificant wogkclass woman idane Eyre,
who is paid to keep her master’s secret, forceshtd off from the outside world, a
keeper of woman, and agent of a man, who is irdigit@und to her prisoner with
the same chain. Retellings by Tara Bradley, Corbmids, and R.Q.Bell foreground
Edward Rochester’s version of the story that iskeaiby his long suffering, lack of
a loving companion, loss of sight, loss of limbsdoof power, and his increasing

dependence on his young wife. However, Rochestfstalist, patriarchal and



Venugopal 24z

imperial attitude in Bronté is too strong to be cealed despite the sincere attempt
of these novelists to achieve the purpalme Eyre’s Daughte(2008), abandons
the gothic standard of female insanity and optedirfoest instead. It is neither a
transformative novel, nor does it explore any unkmshades of Bronté’s original
characters. How readers view any of Bronté’s chiarads determined by whose
version of the narrative appeals to them or whiemrsion they encountered first.
Intertextuality is a critical tool in such judgemgnalong with the deployment of

gender, race, and class which facilitates variadedy appropriations.

Jane Eyrehas been adapted to visual media numerous timesnandhny
ways. The novel's ongoing engagement with visuatliménas been the point of
analysis in the third chapter. The novel has hk$ting impact on readers that they
welcome every single reboot into tdane Eyrefranchise. As a resultlane Eyre
movies have had substantial audiences every stmgke it was adapted to screen
and writers and movie makers seem to be drawnetartiterial with every passing
decade. The novel has seen numerous adaptationgdrho to television, stage and
feature films. An analysis of the visual adaptatidrelps to identify discernible
patterns that every filmmaker has followed. Withaghing times, changes in the
narrative also become inevitable. Makers sway betwtheir desire to remain
faithful to the story and at the same time make dtoey palatable to the modern
audience. Adaptations that have captured the spirithe source text without
compromising its aesthetics or distorting its phuttion, and characterizations have
in fact stood the test of time, such as the radmadicast ofJane Eyre(1946),

preserved in archives, which was welcomed by a#|l-iked and popular, and
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Susanna White’s BBC mini-series (2006) generallsc@iged as one of the most

faithful adaptations adane Eyrdo screen.

In Christy Cabanne’s 1934 feature film, much o darliest part of the plot
is lost in translation. Added to it is the distortiof characters and the urgency to
develop the romantic trope making Jane and Roahestet immediately, not a few
weeks or days after Jane’s arrival at Thornfieddher on her way to Thornfield as
Adele’s mistress. The quick foreshadowing of thédken mysteries in the form of
servants’ whispers and warnings take away the iser@nd tension centred on an
otherwise slow-paced discovery. Jane is merely Bsteln's love interest, whose
coming of fortune is altogether avoided. The malg® opted not to compromise on
Rochester’'s masculinity by making him blind but nuttilated. Robert Stevenson’s
1944 feature film toed the line of Hollywood beastgndards to cast the charming
Joan Fonatine in the place of the “poor, obscuce@ain” (Bronté, 292) governess,
a choice in which the plainness of the heroineethito translate because of the
actor’'s stunning beauty. Jane is portrayed agasubmissive and lovesick and the
entire movie focuses on the upheavals of Jane-Rtmhlove with the episodes of
Jane’s time at the Rivers and her coming of fortcompletely left out. Rochester
remains blind, yet unmutilated. Franklin Shaffnet'849 CBC television version
also omits Jane’s time at Gateshead with the Réeianiserable boarding school
days at Lowood, and her forlorn days at the Moaith Wer cousins, the Rivers, a
rather unsuccessful attempt at translation primaing to the condensation of the
novel and the key plot points due to time constsaiiane receives no fortune, nor is

Rochester mutilated, and the movie remains justhem@ttempt at the celebration of



Venugopal 244

the text’'s romantic trope. A rather hilarious adaptatihamont Johnson’'s 1957
feature film is a perfect example of a bad adaptatone which distorts plot and
characterisation without mercy. With a mere 51 rfesuunning time, the text has
been overly simplified, filtering out its beautifmioments and what remains is only
the dregs of the novel. Jane is extremely preacidy spiritual while Rochester is
repulsively amorous. Delbert Mann’s 1970 versiagspite skipping Gateshead and
much of Lowood, still manages to capture the hagsliities of Jane’s childhood. It
remains faithful to the plot, and the overall tari¢ghe novel. The movie also stands
out for its attention to period details, the visjahusic, and the amazing chemistry
between the lead actors, Susannah York, and Gé&rgeott. Julian Amyes’ BBC
mini-series of 1983, which came out as 11 episaiexching to five and a half
hours is a very faithful adaptation that capturgéshe key elements of the plot,
including Jane’s childhood years at Gateshead, ddicigpat Lowood, time as a
governess at Thornfield, Rochester disguised agpaygfortune teller, Jane’s time
with the Rivers, and eventual return to Thornfieihere she reunites with
Rochester. The adaptation captures both the beduhe Yorkshire landscape and
intimate character interactions. The adaptatiorsl&as accommodate things earlier
versions shied away from, Jane’s inheritance anch&ster’'s mutilation. Since the
narrative shifts away from Jane’s first-person paihview to multiple viewpoints,
Franco Zeferelli’'s 1996 version destabilised theuon Jane. It is more over a
power relation between two prominent women in therative, Jane, and Bertha.
Coupled with vibrant and scenic surroundings, tim s deeply romantic and
intensifies physical and psychological sufferingtbé lead character. Played by

actors who are not beautiful in the conventionaywkne and Rochester of Robert
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Young’'s 1997 television film fit their charactersdeiption. With its short running
time, the version falls short in developing a rielahip that took hundreds of pages
to build up along with the omission of integral maive elements of the novel
which deprived the actors of some formative momentshe portrayal of their
characters. Jane lacks the fullness, fortune, antt, sand Rochester is toxic and
belligerent. The four- episode BBC mini-series @00irected by Susanna White is
yet another faithful rendition of the novel, coverievery episode of Jane’s life from
Gateshead to Ferndean. There is an undeniable singroetween the lead actors,
Ruth Wilson, and Toby Stephens, as the plot pregeshrough misery, romance,
mystery, and pain. To connect with the modern viswelialogues have been
slightly updated to attain a more contemporary.fééke linear progression of the
text has also been positively altered which enharice cinematic feel. The most
recent adaptation ofane Eyreby Cary Fukunaga starring Mia Wasikowska and
Michael Fassbender was released in 2011. It idatiwvely modern rendition of a
period piece, which however depoliticised lovesslaand gender in the source text.
Not much attention is paid to Jane’s self sufficigras she is largely portrayed as a

love-sick teenage governess.

Negligence of Jane’s growing up years and expeeeras a dependent at
Gateshead and an orphan at Lowood, which are altégrthe bildungsroman of
Jane Eyreis a pattern common to most adaptations in themewliacy to develop
Jane and Rochester’'s romance. The over emphasiie dove trope essentially rules
out Jane’s self sufficiency, perseverance, andriah@tion. To uphold Rochester’'s
masculinity, screen writers conveniently leave dane inheriting a handsome

amount from her dead uncle, which would relieve fiem being dependent on
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Rochester for financial security. Most writers atsem to have been offended by
Rochester’s loss of a limb which has an effectasfti@tion on his masculinity, and
hence conveniently avoided the part in most naeatiJane, in general, is portrayed
as love-sick and submissive, and seldom as Roclestgual in intellect and wit.
PopularJane Eyremovies, in short,anchor themselves in romantic archetypes,
sideline female independence, do not critique @y, and are indifferent to the

novel's concerns on race, class, and gender.

Jane Eyrehas been a prominent contributor to the pop cultfrevery
decade since its publication. The fourth chaptethef thesis studied the various
engagements of the novel with contemporary popaldture. The pop culture
excesses of the novel are undeniable. Merchand@mea the text that includes
souvenirs, fan t-shirts, mugs, porcelain figured ao on is still on the rise. In their
introduction toA Breath of Fresh Eyreedited volume of articles on various print
and screen adaptations dfine Eyre Margaret Rubik and Elke Mettinger-
Schartmann quote Patsy Stoneman’s observationeomtibgration of the novel into

pop culture:

There seems to be no other novel which has spasued a wealth
of merchandiseJane Eyrefan mugs, T-shirts, hats and a Royal
Doulton porcelain figurine (a companion piece tostam’s Emma
and Hardy’s Tess) are offered for sale; a roseglagonium and an
iris bear her name; the novel was given a spetaahs series by the
Royal Mail celebrating Paula Rego’s serieslahe Eyrepaintings,
and Charlotte Bronté (with a scene frodane Eyrg was also

included in the ‘famous authoresses’ stamp seffid980. Oddly, in
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China there is a Jane Eyre factory producing digitaums for photo
studios which advertises on the internet with a diusgl photo.
(KunShan Lujia Jane Eyre Album Factory)-- a somawhesuitable
choice, one would think, considering that Jane'sh omedding in
white was interrupted by a charge of bigamy, buérsgid proof of
Umberto Eco’s claim that ‘in order to transform arw into a cult
object one must be able to break, dislocate, urhihgo that one can
remember only parts of it irrespective of theirgoral relationship

with the whole.” (Mettinger, 10)

The novel resonates with the emotions of the commeader and the
academic concerns of the scholarly reader thaasthed successors that could be
differentiated as products of low culture and heglture. Among the works selected
for the study, novels likdane Steele, Jenna Starborn, Jane Airhead, JareeEVhe
Affair, Jane Eyrotica, Jane Eyre Laid Bare, Mr. Rester: British Bad Boy, Jane
Slayre,and Jane Eyre’s Daughteare genuine products of popular culture, while a
few novels likeWide Sargasso Sea, Adele Grace and Celine: Ther @benen in
Jane Eyreand Adelehave concerns above the superficial that schotard to be

interested in.

Jane Eyré& integration into contemporary detective, crimampire, Sci-fi
and erotic pop fiction was made possible througllelimg central characters and
situations ondane Eyreforegrounding the original text’s romance andva&ubng its
gender roles to fit better in the world of today.g@neral trend idane Eyrepop
fiction is that most of the adaptations are penimgdvomen writers, which include

genres like crime, erotic, and sci- fi. The protaigbis always Jane’s counterpart in
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a particular setting characteristic of the genneceoned. The narrative voice seldom
shifts away from Jane while the core premises efrtbvel remain the same. The
charisma between characters is generally heightélrtezl romance, gothic, and the

domestication of the non-conformist heroine hekpribvel sell better.

The analysis of fiction and film adaptationsJaine Eyre—nineteen novels
and ten films —chosen for the study as a collectpresents us with some easily
discernible and interesting patterns. In the cédetmon, it is mostly women authors
who have contributed to the incredible volumelahe Eyrefanfiction. Out of the
nineteen novels chosen for the study, eighteepemaed by women, Jasper Fforde
being the only exception. This might possibly beduse of the novel's continuing
engagement with the various dimensions of womewiyelay life; their quest for
independence, recognition, and above all, happifddssugh most adaptations have
been reimagined or retold through a female protatjenpoint of view- generally
modelled on Jane Eyre and at times on the otheremamJane Eyre—writers have
also tried to look aflane Eyrés story through the perspective of Edward Rochigste
Bronté’s brooding hero. Such efforts lead to theédbeappreciation of the novel's
familiar scenes as perceived by Rochester, reguiltira deep understanding of the

motivations and forces that shaped his charactktl@ncourse of his life.

On the contrary, out of the ten films chosen for study, nine are directed
by men, Susanna Whitelane EyreBBC mini-series (2006) being the only visual
adaptation conceived by a woman. This is not a enatf surprise as visual
adaptations —feature films and television films -e-affiliated to a film industry
that is still male dominated despite the humbewomen working in the industry

having reached a historic high in the last decaliesvever, gender inequality in
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creative roles in the film industry is persistefihe fact that nine out of ten
screenplays oflane Eyrefilm adaptations have been penned by male authors,
some extent, explains the reduction of the proteg@amo her master’s love interest,

deprivation of her financial security, and her etéerisation as docile and demure.

The thesis is significant in the context of Broatdolarship in that it blends
the critical heritage of the nineteenth centuryhviite novel trends of the twenty first
century. The thesis analyses the worlds of the Inawveé its adaptations intermixing
inherent concerns and methodology. An overviewlarie Eyrescholarship since
2000 reaffirms that through convergence and coatincontestation, the issues of
race, class, and gender in Bronté and later imdaptations of her celebrated novel,

have not lost their momentum as they gain new d#was in every transformation.

The significance of race and imperialismJigne Eyres still significant as
adaptations in one way or the other retain the’sesbnscious or unconscious
colonial agenda and racial elements. The resurgeht#erest in gender studies in
relation toJane Eyrehas resulted in analysis on Victorian masculinigesl the
reappraisals of female identity and self-realisats a prominent theme. However,
with its theoretical perspectives, the thesis pdélailed attention to both the
representation of women and the treatment of tliEntity in Jane Eyrein an
intersectional manner while also extending analysis their collective class

interests.

With its meticulous focus on the trends of adaptet and their critical
approaches, the thesis contributes to the candared Eyreand Bronté scholarship

and illuminates current debates centred on the s&t@demic investigations on
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Jane Eyreare generally centred on a single adaptation,sat @f adaptations from a
single medium at a particular time. This thesistl@contrary, tried to analysane
Eyre adaptations in a more comprehensive fashion byctiede nineteen fiction
adaptations oflane Eyre and ten films. With its thoroughgoing interdidaigrity
and increasing engagement with cultural studlase Eye adaptations serve as an
indispensable component of Bronté scholarship ogogpdifferent realms of its
theoretical-historical spectrum. Each adaptaticat thrived on intertextuality was
situated in the social, cultural, political, an@adbgical contexts in which they were
produced and stylistic concerns that affected batithors and readers were
investigated. The thesis also tried to look beytm general keywords of Bronté
scholarship transpiring from its universal themegdsist mere identification with

Bronté’s world and characters and prevent the susspe of critical faculties.

Literary or visual adaptations aqfane Eyrecannot possibly replace the
source text but can guide many readers to thenaligiovel on which it is based.
These adaptations however facilitate readers to b@yond the text, to discover the
possible worlds lodged in a single text which eédiintly aided in its generic
transformations, to identify the inward dilemmas abfaracters whose voices are
heard as well as stifled, and to appreciate bdttetranslation into audio-visual
medium and to form impressions on the appeal ofnibnvel on the educated and

scholarly, and the common reader.

Jane Eyrds a product of classical literature, that hasmedysupreme ever
since 1847, and also of popular literature, witkv reglaptations added to its credit
every year. The fictional world afane Eyrehas provided its readers with insights

into the socio-cultural scenario of the times inahht was composed. It is generally
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regarded as a champion text of feminism. It is ohie few books of the Victorian
era that provide its female narrator with significgower. The text continues to
provide material for study to every critical schaoich as feminism, marxism, post
colonialism, and psychoanalysis. The perennial [aojiy of the text in academic
circles can hence be attributed to its unendingagegent with different theoretical
schools. As a bildungsroman textane Eyreperfectly balances the juvenile and
adult life of its protagonist, hence resonating hwittaders across ages, and
instigating many young readers to revisit the noweltheir adulthood. It also
continues to be a staple text for popular fictia dio its quality of being able to be
reduced to simple memorable patterns. The simpletste patterns is the love trope
between the governess and her employer, that isrked in myriad fashions in its
different fanfiction adaptations. The love tropédedines the other experiences of the

protagonist such as her hardships, challengesgraweh.

In conclusion, it is with startling passion andrdly that Bronté explored her
themes of the Victorian attitudes and injusticesvtmmen, a woman’s struggle to
establish her identity in a man’s world, and thecarious lot of women forced to
live a nightmarish life of poverty and suppressideme Eyras remarkable for being
a powerful, highly original account of an orphan’gilife and her development into
a strong, independent woman. Bronté presents haacters with a psychological
realism that was quite revolutionary for her tirBée flavours her tale with honesty
and candour. The central concern of the novel,ifm@ voice and validity for the
‘ordinary’ or common person, is still with us anaksares the continuing fascination
that accompanies the orphan’s progress and the grvesntic tale of Jane and

Edward'’s tortured paths. While some critics ardwa the novel is a moralistic work
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upholding romance and feminism, some others thihleravise, especially after its
revisionist readings. Despite the disagreementetigeno lack of consensus on the
popularity of the novel. Even todajane Eyrekeeps attracting readers from all over
the world, gets transformed into new genres, i®ldethrough other voices,
witnesses new film adaptations being created edexade and penetrates other
genres of art like music, operas and more. It iwhd doubt thalane Eyrewould
continue to inspire writers and directors in thargeto come and would retain its
superior status as a literary classic, literatulapted to screen, and as a staple

source for popular fiction.
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Recommendations for Further Studies

Every adaptation that is set in a similar or dedént temporal, spatial, or
cultural dimension of the source text, can varytsnmotives and effects. Over the
years,Jane Eyrehas witnessed the proliferation of adaptations\arg possible
artistic medium. This thesis attempted to analyse delected adaptations ddne
Eyre in relation to their source text to identify redog trends and patterns in
adaptations alongside their treatment of racesdasl gender in the textane Eyre
is an inexhaustible resource that continues ta affepe for further enquiry. Not all
aspects oflane Eyrehat have sparked academic debate have been mdnte the
reading public and not all traits of the novel tha public found appealing have
been scutinised by critics. There are possibiliiEsurther research centred on the
novel and its adaptations that extend beyond theediate focus of this research.

Below is a list of possible areas of research eentnJane Eyreand its adaptations:

R

< Depiction of Bertha Mason’s madness in fiction éiid adaptations ofane

Eyre

A detailed analysis of the portrayal of madnesshim adaptations can be
carried out in the sample chosen for research. Mdaptations that experimented
with the genre of the novel have incorporaflethe Eyrés portrayal of madness.
Bronté dismisses Bertha Mason’s desperate atteatgiaining freedom by setting
fire to Thornfield as a sign of her madness. Howgewaly novels and films that
accentuated the voice of Bertha Mason, the whigeler looked intaJane Eyrés
implausible connection between miscegenation andness, which is fairly a

neglected area in Jane Eyre scholarship.
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< Nationality and character rane Eyre

Further research can be carried out on the reldietween character and
nationality inJane Eyre which is very prominent in the text. The textegrounds
biases and prejudices based on a character's ahtyonEuropean women, in
particular such as the French Celine Varens andldugghter Adele Varens, face the
heat of Rochester’s prejudices throughout the ndsmhilar is the state of Bertha
Mason, the Jamaican white creole. Non-British peopl general, were dismissed as
untrustworthy, shallow, and materialistic. The mahaptations can also be read in

the same light.

< Strategies of imperialism and missionary endeavautdane Eyreand its

adaptations

There was a big boom in missionary expedition®siEurope, America,
Asia and Africa during the time3ane Eyrewas written. The author’s attitude
towards colonialism is ambivalent as she seemghold personal liberty while not
being critical of the ambitious missionary endeasoof the world’s then greatest
colonial empire. In fact, Jane expresses her wiliess to do educational service in
India. The colonial pursuits of St. John Rivers poetrayed in various shades in the
few adaptations where he actually finds a placeh s Sherry Browning Erwin’s
Jane Slayre(2010) and Sharon Shinn'3nna Starborn(2002). Colonialism is
generally regarded as a benevolent project of iBriggmed at the welfare of its
recipients. A postcolonial reading of the role efigion in carrying forward the

text’s innate racist attitudes can hence be caoigdalong with the complexities of
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colonialism and intersectional engagements betwasonists and the colonial

subjects.
< Christian religious education as a mode of abusk Ggamfort in Bronté’s
Jane Eyre

In Jane Eyre Bronté blends many insights on education andgicaii
Protestant education that Jane receives at Lowandbe considered as the dominant
mode of abuse and comfort in the novel. The twgstaf the Christian ideals by
people around Jane like Mr. Brocklehurst and théuntary practice of self-
deprivation by the pious and passionate Helen Buamasintegral to the development
of the bildungsroman of the novel. While the RewmdreBrocklehurst and his
followers push Jane to her edge, characters likerHBurns and Miss Temple serve

as vehicles for the comfort of the protagonist.

< The role of disease and disabilityJane Eyrés narrative and adaptations

A study of the role of diseases and disabilitieslane Eyrés narrative is
relevant as Charlotte Bronté’s personal life wagypked by diseases that claimed the
lives of her many loved one3ane Eyrés narrative also treats disease as a recurring
motif that changes her relationship with other elotars in the novel and also in the
formation of her ‘self. Jane is orphaned by theatleof her parents, craves
companionship at Lowood after the death of her bé=td, questions her place at
Thornfield and in Rochester’s life after learninfjhos wife’s mental illness, and
eventually accepts Rochester despite his disabMtwever not many adaptations
have paid attention to disease and death in theobdvwepisodes or even Rochester’s

mutilation.
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% Mysticism inJane Eyre

The novel right from its onset treats mystical ne@ats with great
importance. Supernatural elements are introducethentext at various instances
right from Jane’s childhood, such as the episods&hith she apparently encounters
her uncle’s ghost in the red room, to Rochestetakisg Jane Eyre as an elf and
finally Jane hearing Rochester calling out to hermf Ferndean, miles away from
the moors. Dreams, presentiments, premonitionsyenohs guide Jane Eyre as she
embarks on her journey and such coincidences shatatgreater force is at work in
the novel. There is scope for analysis on the @egrel extent to which Charlotte

Bronté’s successors have retained or refashioreteitt’s mysticism.

< Narrative techniques and stylistic devicegame Eyreadaptations

Jane Eyras rich in stylistic devices like allusions, allegpsymbolism, and
so on and relies on bildungsroman and the firssgreand the linear narrative mode
for plot progression. The stylistics of the texteosen for the study differs greatly
from the source novel predominantly because ofdifierences in the narrative
medium, genres, points of view and so on. A studytle narrative and stylistic

techniques of the adaptations is therefore siganific

< Relevance of inheritance and marriage laws in Viatosociety inJane Eyre

While Bronté barely enlightens her readers ofitifleence of the inheritance
laws and marriage laws of the Victorian periodha tnotivation of her characters, a
contemporary reader would appreciate greater itsiigio the text’'s social context

for fathoming the psychological tensions of Brost&haracter. For instance,
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Rochester’s status as an unfavoured second sopnmaarily driven by inheritance
laws of the society into which he was born and ghdwp. While adaptations view
Rochester’s inability to divorce Bertha, owing targyent regulations in dissolving
marriages, as a legitimisation of Rochester's igdate with mistresses across
Europe, it is also used to incriminate Rochestercémfining Bertha, and acquiring
her property. Twenty first century readersJahe Eyrecan hardly imagine a world
in which married women are not permitted to conth@ir money, mothers do not
have the right to take part in their own childrefife without the consent of the

father and women are not allowed to enter professio

< Significance of art idane Eyre

Art serves an integral purpose in the developnoértane’s identity and in
the episodes of her courtship with Rochester. dapertrayed as an artist of some
skill, who uses art as an escape from her isolafibe choice of her subjects and the
colour tones of the paintings, to an extent reflnte’s psyche. She visualises her
deepest feelings through her drawings that at timesor the stark contrast in the
realities of the lives of women of the upper andldaie classes. However, the novel
has dark undertones in its attitudes towards CealimeAdele’s art and skill. A study
on the portrayal of art idane Eyreand its adaptations can be carried out to uncover

the nationalist prejudices of the source text,inethor rejected by her successors.
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