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ABSTRACT

This thesis is designed to show the development of feminist power of Jane Eyre, the
heroine of Charlotte Bronté’s novéne Eyreby examining how her reader is addressed in
the totality of this novel. The main body of this thesis will follow the four pefrane Eyre’s
different period of her life: in childhood, in Thornfield, in Moor House and in Ferndean
Manor. The rhetorical instrument of addressing her reader is influendsat speech and
silence, and appears in a gradually increasing frequency in the fouripahis sense, Jane
Eyre’s female voice is also empowered by the increasing addresseseddwr Through the

overturning the male voices by Jane’s female voice, her self-empowerraehteased.
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CHAPTER 1

INTRODUCTION

This thesis, as the title shows, will examine the place of the reader inaliy tuft
Charlotte Bronté’'dJane Eyre SinceJane Eyré publication in 1847 by Smith, Elder & Co.,
Bronté and this novel have appealed to both general readers’ and critics’ atteariiauns V
studies about this novel that focus on different areas have emerged in Brongimgitici
Among one of the most contentious issues, is Jane Eyre’s feminist attitudealiyecwmtics
tend to view Jane’s female role in this novel as superior than those of hed rakde
characters, especially in the episode after her childhood life; but the ectieeve their
conclusion using different approaches in the discussions of Jane Eyre’sehasaotell as
Charlotte Bronté’s supposed projection of herself into this novel. Some schothtbeise
relationship between Jane and her reader to argue their positions. HowevEyréane
increasing voice through the growing frequency of addressing her feegleever been the
exclusive focus of Bronté criticism. Thus, the aim of this thesis is to anhbw the address
of the reader throughout the story manifests Jane Eyre’s self-empowerment

However successful this novel was after it was first published, Charlotte Bikaté
other nineteenth-century women writers, was “literally and figurativehfined” (xi)> As

Gilbert and Gubar state,

' From the preface of Sandra Gilbert and Susan Gsibhe Madwoman in the Att{d980).
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Enclosed in the architecture of an overwhelmingly male-dominated society,
these literary women were also, inevitably, trapped in the specificaitsuijt
constructs of what Gertrude Stein was to call “patriarchal poetry.” Fomhpt o
did a nineteenth-century woman writer have to inhabit ancestral mansions (or
cottages) owned and built by men, she was also constricted and restricted by
the Palaces of Art and Houses of Fiction male writers author. (xi)

Therefore, they suggest that the literature by women in the Victoriaodgeatures the
female impulse to “struggle free from social and literary confinetieatgh strategic
redefinitions of self, art, and society” (xii). To struggle against tindse deemed that
“whatever is unusual is wrong” (1) and thus attacked the theme of this novel, Bsonté a
stated in her 1847 preface of the first editiodarie Eyrehat “conventionality is not
morality. Self-righteousness is not religion” (1), therefore “tacktthe first is not to assail
the last” (1). In this sense, Jane Eyre’s pilgrimage can be analyzedradéfaition of her
female power and her negation of her natural inferiority and unusualness throegisimgr
her female voice and breaking the confinement of silence and male voices.

Since Jane’s voice is gradually increased through the address of heytteadse
that reader plays is also worth deeply analyzing as narrator andoraitseif, as suggested
in Reader-response Criticism: from Formalism to Post-structura{is®80). In this book,
Walker Gibson and of Gerald Prince provide their perspectives on the readeirsaol
narrative when he/she is not a real person, but an unobserved listener to whom tiasvriter
intended to write. Gibson names the unreal reader as the “mock reader,” puttiag it i
comparison with a real reader and setting this pair in an analogy with the comimain pa
comparison between the first-person narrator and the real author. GenakliRtis article
“Introduction to the Study of the Narratee” also argues the roles of diffigymes of the

reader, as a foundation for his real focus on the definition, classification andetioé¢ tlod

2



narratee—the narration’s direct receiver within the story. Jane P. Tosppke editor of
Reader-response Criticism, offers a simple but exact comment on Gibson and Prince
discussion that “the focus on mock readers and narratees is ultimatelyodnedgcusing

on the text” (xii-xiii). When Prince compares the narratee and the ekedér, he sets the
context of the discussion within the text. That means, both the narratee and theaideal

exist only within the text. An ideal reader for a writer, as Prince hasedeis the one “who
would understand perfectly and would approve entirely the least of his words, the mlest subt
of his intentions” (Tompkins, 9) while a narratee exists as a character who wisuidpt,

stop, and resume the story-telling. As an example for this function, Prince tsubpgés

Thousand and One Nighpsovides an illustration for the importance of the narratee:

Scheherazade must exercise her talent as a storyteller or die,dog @&slshe is

able to retain the attention of the caliph with her stories, she will not be ekecute
It is evident that her heroine’s fate and that of the narration depend not only
upon her capabilities as a storyteller, but also upon the humor of the narratee. If
the caliph should become tired and stop listening, Scheherazade will die and the
narrative will end. (8)

Following the example given by Prince above, | would pose a good example for the
role of the narratee in a novel which would be Emily Brontéghering Height$1847),
mainly because of the novel’'s unique narrative structure. The double narratisestibty
allows the existence of a narratee who is also a character in the oytemst@erves to be
the receiver of the inner story. Mr. Lockwood, the narrator of the outer storgnara ivho
arrives on the scene many years later than when the central conflictaddppthe
moorland farmhouse “Wuthering Heights” and is exposed to the evidence of theangste
past of this house both in his room as well as from the odd and unusual characteristics of

Heathcliff. He then seizes an opportunity to inquire into the history of Wutheriigiptde
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from the housekeeper Nelly Dean, who becomes the narrator of the inner storyinkethe
narration begins, Mr. Lockwood’s role automatically switches to a naytheeeceiver of
Nelly’s story. Thanks to Mr. Lockwood, the actual readers of this novel arenédsmed of
what he desires to know. In this narrative structure, since Lockwood is a resl péisse
situation and feeling will affect the story-telling, Nelly’s namatis easily changed: “But
here is Kenneth; I'll go down, and tell him how much better you are. My historgésagrwe
say, and will serve to wile away another morning” (13®ince Lockwood is still in his
recovery from the terror he encounters in Heathcliff’s Wuthering Heigktss not able to
wait until Nelly finishes the whole story. In this way, the situation of Lockwoodaneatee
easily influences Nelly’s story-telling.

In a contrast to the narrateeWuthering Heightswe look now to the “ideal reader”
mentioned earlier that suits the reader’s role in Charlotte Bralag&s Eyre Reading
through this novel carefully, the actual woedderappears so many times that it should not
be merely regarded as a simple address by the narrator Jane Eyrevésdaspecial
treatment because it signals a way to interpret the heroine’s psychblbeyelopment as she
grows and her feminist attitude in this novel. To state this more spegifitedladdress of the
reader affects Jane’s voice change, which demonstrates that her clsi@p@ner also
changes with her voice.

Carla Kaplan (1996), Janet Freeman (1984), and Edgar Shannon (1955)’s works, as
far as seen from the title, are obviously concerned with the narrative of this Sloaehon’s

view on the change of the narrative tense offers a direct analysis riogdde narrative

* Bronté, Emily.Wuthering HeightsNew York: Norton, 1963. Print.
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characteristic and how it works to help Jane Eyre express herself. He thagusscause the
stories have lost their freshness when it is told after so many years okocey the present
tense is occasionally used. However, “Charlotte Bronté reduces the handicaptiimhber
method by pertinent shifts from the past to the present tense” (141). Carla Kayddndes
a new term—the “erotics of talk.” In the definition of this term she suggest&tiea
competing topos...is the search not for a voice, but for a listener capable ofjtibativoice
and responding appropriately to it. Within many individual texts, this topos tiadésrm of
a repeated and structuring metaphor—a performative trope” (15). She dua@pies t
traditionally, Jane Eyre’s power of using her speech to gain control in tieaicpatriarchal
society is a successful demonstration of the “politics of voice™—how Jane EBsdes
voice to overpower the voices of the male figures. However, from the descriptien of
marriage life in the last chapter, one would trace Jane’s actual deBirdilng a companion
to carry out a conversation—an “erotics of talk” which means an ideal listéresuggests
that “nothing seems to shake her longing to talk, her desire for narrativeoandhst belief
in the possibilities of exchange” (8). In my argument, | would combine these twaisaspe
together, noting that Jane owns both the “politics of voice” and “the erotics oitik”
power of her voice to overshadow the male figures and her desire of carrying out a
conversation with a listener.

Janet Freeman’s arguments touch more upon the issue of Jane Eyre’s reader by
analyzing the importance of Jane Eyre’s speech and silence in diffevatiosis in this
novel. The reader that Freeman refers to is not an invisible figure; insteadfeskehe

reader to “us’—the actual volume holders—and analyzes what Jane intends to convey to us
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“What else are we to make of the thirty times Jane Eyre—for all her coateehtr
vision—turns away from her story and addressadirectly?” (685). Her point on the
importance of the reader is that “only her reader is allowed to know what Janis Esally
thinking; and so her reader must be addressed” (699). | would not deny that thearader J
refers to includes us, or her contemporary public and critics. Nevertheles®rltpreéat
this reader more as, using Prince’s term, an ideal and unobserved readeddsefbae, in
respect that Jane Eyre’s reader is also an invisible figure who does not siyopvaiial to
her narration. The fictional Jane Eyre has expected an ideal reader, who appret@y togr
acquiescence, disregarding Charlotte Bronté’s actual readerships Gatie accused the
narrator Jane of being too subjective and involved in writing her own feelings andalgeal
has received from her host family, her school, Edward Rochester and her cousin. tHibweve
her heartbroken experience is what she intends to tell, the existence of aeadeals
necessary. Still, Jane is not writing a diary, recording the daily €lsorailtaneously as they
happen; she is rewriting her past life, as an adult who strives to deliver herdesss. In
this sense, she needs approval. Altholayme Eyredid receive a great popularity after it was
published, before the favorable acceptance appeared, Bronté was anxious iwhgriova
the comments from “Quarterly Review” in 1848, one year after the novel'sptibh. She
“was conjecturing that it was unfavorable” (Gaskell 395). Bronté’s $ahsib the reception
of this female narration thus allows her fictitious self to have a siladereghat she is able to
address who would never offer negative comments toward this story.

Sally Shuttleworth in her boaRharlotte Bronté and Victorian Psycholo(096)

strives to analyze Bronté’s four major novels from the perspective of what Ehineal
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“contemporary psychological discourse.” She argues that Bronté’s novelspugshsicfrom
the psychological viewpoints, should involve the novels’ contemporary psychologral tre
the Victorian psychology, in order to thus successfully disclose the truiam of Bronté

in creating those masterpieces: “Nowhere has this tendency to considerinaselation
from contemporary psychological discourse been more evident than in the domain of Bronté
scholarship” (1). Neither Freudian nor other modern psychological theories cdidestiy
reveal the psychological struggles within the Victorian novels. Shuttlewastimbaee an
interesting comparison between physicians and novelists concerningptégiin treating
people in their effective areas in the mid-Victorian period. She argueshbajdal of the
novelist, like that of the physician, is to penetrate hidden recesses, to unveittkaled
inner processes of the social body or the individual mind” (15). In her sense of “pengtra
this superficially inconceivable movement of the examiner’s mind functionsslyng
others’ appearances and by reading what has been suggested either os faeegler
through their gestures and behaviors. The difference of the narrative pgespent affect
the “character-penetration” by the narratorShirley, the whole story is narrated from the
third-person perspective; therefore the responsibility of the omniscientanasréo inform
the audience of the plot of the story. Therefore, the narrator’s responsghibtperform an
action of informing and analyzing rather than mere narrating. The omniseigator hardly
involves his/her own feelings because so much happens to every characteskizahagto
take care of in the narration. Whereasame Eyrewhen the narrator, the adult Jane Eyre
appears, especially as a major character on whose experience this Basgd, she imbues

the narration with her feelings and thoughts. In other words, the story is full ¢f daume
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adventures and emotions, as well as her penetration of different charamtens lzer.
Therefore, the reader is needed by the narrator Jane in order to expels e
communication with her reader involves, for the most part, her feelings towahg&er and
other male figures as well as how she is treated by them. In this sense, theoaddress of
her reader, Jane gradually increases her own voice by informing the readepigrimage.
Critics like Lisa Sternlieb and Susan Lanser prefer to argue theak3aae Eyre’s
narrative from the perspectives in which Jane’s relationship with her feasleot developed
in a harmonious way as is demonstrated in Freeman, Kaplan and Shannon’s arguments.
Sternlieb and Lanser’s viewpoints include the separation of Jane’s namativéhe plot and
its effects on the reader as well as Jane’s narrative authority ovexalder. In “Jane
Eyre--Hazarding Confidence” (1999), Sternlieb tries to “defamiliaheeheroine who has
engendered a profound but false sense of intimacy with her reader” (455) becalsenste
that Jane’s narrative and the plot should not be merged together. Before she starts her
argument, she already defines this novel as “a revenge novel, one that expossteRoche
cruelty to Bertha, to Adele, and especially to herself” (454) setting the leeghber
perspective and discussion as a negative tone. Jane Eyre thus, in Sternigliésaseyeiter
instead of a narrator. In order to write a novel of revenge, Jane had to have auatly s
collecting information for her autobiography at the beginning period of heriatajuee with
Rochester. Sternlieb also analyzes how Jane uses her subterfuge ofeniarrain her
opportunity to get close with both Rochester and her reader by “tracing Jaceiatian
with vengeance” (455). Susan Lanser studies the narrative voice of Jane Eyreikydss

Legacy: The Powers and Dangers of Singularity” (1992), arguing thatifigots more
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crucial to the development of Jane’s character than the preservation of hey sigbak. For
voice is the trope par excellence of power in Jane Eyre” (183). But she coiynssgng
that Jane’s narrative power actually covers both her readers and othes figthis novel,
suggesting that “Jane’s rejection of other people’s representations df imefaeor of a
‘new way of talking’ based on the authority of her own perceptions, feelings, and
experience--that is, on an essentially Romantic authority” (183). In a wandet defines
Jane’s voice as a narrator as based on the “unacknowledged foundation” of “istpérial
(191).

| agree with the elements in Lanser’s argument which concern Jan@sveapower
over other figures. However, | disagree with her argument that the “imgperiahown in
Jane’s narrative also affects her reader. Neither will | approve $tEsdirgument claiming
the false intimacy between Jane and her reader, as well as her point thatatinesreard the
plot are separated. | would suggest that Jane has never endeavored to controlriar reade
order to show her unparalleled narrative authority. Differing from Lanpeirg of view that
“Jane’s struggle, then, is not to gain a voice but to sustain it in the face of inghgas
seductive pressures to yield” (183), | suggest that initially Jane is depfited power and
her voice. She then gradually empowers herself from the moment of her fiedalfation.
Kaplan argues that “in spite of her extreme youth, her habits of quiescence amnbsgurm
her need to be loved and approved even if only by her oppressors, Jane stands up for herself
and for fairness” (Kaplan 5). In this process, her reader is invited to witreeds\telopment
of her feminist attitude. Therefore, in this sense, the plot and the narratslessly bound

together.



The approach | will apply in my main argument of Jane’s development is to find out
how Jane introduces and communicates with her ideal reader by the direct addness of
the wordreaderwhen she is struggling against male figures in the novel, as well as how this
word signifies the growing feminist attitude within Jane Eyre’s charaatcording to
different life periods that | identify in this novel. The story can be divided iméodfarts: Part
| is from Chapter 1 to Chapter 4, Jane’s life in Gateshead with her aunt and cousihss Par
from Chapter 5 to Chapter 10, Jane’s life in Lowood School; Part Il is from CHépter
Chapter 27, her life in Thornfield Hall with Mr. Rochester; Part IV is framajier 28 to
Chapter 35, her life in her cousins’ house; Part V is from Chapter 36 to the end, Hezrlife a
going back to Rochester. The waahderappears with different frequencies in every part of
this novel; and it shows with the highest frequency when the two important maksfggep
into Jane’s lifé¢. Therefore, my main argument will focus on four chapters, which follow the
five stages of Jane’s development reflected in her voice in chronologicabgrlisted above
(I will combine the first two parts together as Jane Eyre’s childhood). | mallyae how Jane
gains her voice and female power by tracing her use of the word “readenidralso
argues at the beginning of “Speech and Silendaie Eyré that “though no one else in the
novel possesses the authority to tell Jane’s story truly, it is told again @nd @$4). Then
she continues to list how people around defines her. Following Freeman’s argusoggest

that the characters that appear around Jane can also be identified agitrs™ mdalane’s

* | will use the Norton Critical "8 Edition ofJane EyreAccording to my identification of the frequencigfsthereader
appearing in different chapters, there are altagethirty-five direct addresses, locating respetyivn page 66, 74, 79, 93,
107, 125, 147, 149, 158, 220, 235, 245, 255, 272, 280, 281, 294, 312, 325, 327, 334, 340, 348, 352, 355, 357, 361,
367, 381, 382, 383. Actually, Freeman and Sterrfiebe mentioned the fact that the reader is adellefss over thirty times
by using the number given by Sylvére Monod in “Cotée Bronté and the Thirty ‘Readers’ddne Eyre’ | also listed the
actual page in order to count the appearance ®fatbid. There is none is Part I, two in Part Iljd®art Ill, 13 in Part IV,
and 5in Part V.
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story as well as her personality; they can also be categorized as goaod asadead readers
according to how Jane and her story are received by them. When the good readers appe
Jane’s ideal reader is not needed, for the good readers are able to offanghatells for
comfort; whereas when the bad readers appear, Jane turns to the good readers aid her ide
reader for help. Before | start with the interpretation of the text, in tteviolg chapter, |

will first focus on the relationship betweé@ane Eyreand Charlotte Bronté, aiming at

revealing the reason that Bronté chose the first-person narrativeqimesped the necessity

of inserting a frequently addressed reader.
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CHAPTER 2

CHARLOTTE BRONTE AND JANE EYRE

Whether Jane Eyre is the autobiographical reflection of Charlotte Bronté in this nove
remains uncertain, for the reason that Bronté herself never confessed, or a\akawey this
connection. Clearly in Bronté’s biographies, especially the fambad.ife of Charlotte
Bronté(1857) written by her friend Elizabeth Gaskell after Bronté’s deatle thero definite
claim that Jane Eyre’s experience exactly parallels Bronté’snWhs. Gaskell creates this
biography, she has avoided using the words that are too definite in describingildméissn
between Bronté’s life and the plots in this novel. Bronté herself more thartlamed to
Mrs. Gaskell that “she should not have written what she did of Lowodahi@ Eyreif she
had thought the place would have been so immediately identified with Cowan“B(&f5)e
Gaskell revealed that when Bronté was asked about certain occasions Hikidgteto, “she
replied with reserve and hesitation, evidently shying away from what shaedaygight
lead to too much conversation on one of her books” (66). Even though Mrs. Gaskell did not
obtain the first-hand information about the impetus of wriflagn Eyrérom Bronté directly,
neither from her other huge number of informants, she still disclodatéigeveral
discoveries from the information she had obtained that might contribute to therciaati

Bronté’s novels.

* Cowan Bridge School was a Lowood-like school beeatisad so many rules that the pupils had to ollbhe children
of Patrick Bronté, the father of Bronté family, a#nt to Cowan Bridge School except Branwell andén
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The experience in Cowan Bridge School did not leave Charlotte Bronté too many
positive impressions not only because the rules were strict for children erkaet over ten
years old, but also because the ill treatments that her sister Maria Badré@dr received
here, which finally led to her death in a very young age. In Maria’s short period of
accommodation in Cowan Bridge, she became the target of one of the superintendhents, “w
is depicted as ‘Miss Scatcherd’ in ‘Jane Eyre” (73). The experienceagbMnd Helen
Burns inJane Eyrewas so paralleled that Mrs. Gaskell claimed that: “I need hardly say that
Helen Burns is as exact a transcript of Maria Bronté as Charlotte’s viwna@wver of
reproducing character could give” (73). Besides the ordeal that Maria padesced from
the “Miss Scatcherd> a low fever also broke out in the spring of 1825, which was also
described inJane Eyre Charlotte therefore, was regarded as an “avenging sister of the
sufferer” (73) who had kept a vivid record of her sister’s suffering in Cowiglg®m her
depiction of Helen BurnS.

Except for Maria being the prototype of Helen Burns, the creation of St. John Rivers
may also be traced back to a brother of Bronté’s best friend Ellen Nussegrding to
Gaskell’s discovery. In one letter that Bronté wrote to Ellen Nussey, stieskd her true

feelings towards Henry Nussey:

Now, my dear Ellen, there were in this proposal some things which might have
proved a strong temptation. | thought if I were to marry Henry Nussejstes s
could live with me, and how happy | should be. But again | asked myself two
questions: Do | love him as much as a woman ought to love the man shesfharri

> Elizabeth Gaskell chose not to disclose the remlenaf the prototype of Miss Scatcherdlame Eyrefor the sake of
privacy and personal security.

® Actually not just the suffering that “Miss Scatctiewas giving to Maria Bronté which was includedJane Eyrethe
poor living condition, the bad food, all the tetelmanagements in this school were vividly depidted the Jane Eyre’s
experience at Lowood School.

7 Henry Nussey.
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Am | the person best qualified to make him happy? Alas! Ellen, my conscience
answeredao to both these question...Moreover, | was aware that he knew so
little of me he could hardly be conscious to whom he was writing. Why! It
would startle him to see me in my natural home character; he would think | was
a wild, romantic enthusiast indeed. | could not sit all day long making a grave
face before my husband. (173)

From Bronté’s depiction of Henry Nussey, who was also a curate at Donnington in,Sussex
and their short courtship and marriage proposal, it is not hard to imagine that Heting was
prototype of St. John Rivers. In writidgne Eyre Bronté clearly magnifies either the
characteristics of Henry Nussey in the depiction of St. John Rivers, ordlagiomship when
describing Jane’s accommodation at the Moor House.

Having found the prototypes of certain charactetdime Eyredoes not indicate that
Jane’s prototype is Charlotte Bronté herself, even though it is the bestlupteb® critics
can make when regarding this novel as a semi-autobiography. This conjecfotr®&enihe
last reception of this novel that Charlotte Bronté had expected to receive. To amgid be
recognized as the author of either the collection of the poems or the lateingteese

suspicion of self-publicity, Charlotte Bronté informed her friend in one letter:

Averse to personal publicity, we veiled our own names under those of Currer,
Ellis, and Acton Bell; the ambiguous choice being dictated by a sort of
conscienctious scruple at assuming Christian names positnasguling while

we did not like to declare ourselves women, because—without at the time
suspecting that our mode of writing and thinking was not what is called
“feminine”—we had a vague impression that authoresses are liable to be looked
on with prejudice. (Gaskell 299)

Even though Bronté preferred not to admit Jane Eyre’s story derived from her ow
experience, she told her sister that “I will show you a heroine as plain andlbassmygself,
who shall be as interesting as any of yours” (Gasekll 324). She did contemplatedsa thie

creating a heroine who maintained the same appearance of herself anteaoktca of her

14



sisters’ heroines, opposing to their opinion of making their heroines beautiful andgotge
gain popularity.

Actually before the pseudonym “Currer Bell” appeared in the publishedredit
Jane Eyrethe other pseudonym that she used before had already been made familiar with

some of her correspondents, as Gaskell has revealed from some lettes:extract

There are two or three things noticeable in the letter from which thesetextra
are taken. The first is the initials [C.f.vith which she had evidently signed
the former one to which she alludes. About this time, to her more familiar
correspondents, she occasionally calls herself ‘Charles Thunder,” maiimdy a
of pseudonynfior herself out of her Christian name and the meaning of her
Greek surname. (195)

Not only did Bronté refuse to reveal herself clearly as a woman intteeslender her
pseudonym, she also applied manly style in writing those letters. AccordiraskelG

Bronté wrote letters to Robert Southey with a copy of her first poems and asked f
comments. Her womanly style of writing was deliberately designedve Bauthey a clear
impression that it was a woman who had decided to devote herself in literature andlinquire
opinions on this decision. Unfortunately, Southey denied her passion and determination of
entering the literary field, claiming that she is too young and unfittinthfs careet.

However, many years later when she wrote to William Wordsworth, thessiva asked for
“purely literary criticisms” (Gaskell 196). Therefore, she attachexchianly writing with a
manly pseudonym. From this shift, it is proper to speculate that when Bronté decided t

devote herself to literature, she chose not to reveal her real identity adevietea.

& | added the information in the brackets.

° Philip Davis also includes this record in fise Victorians “Notoriously in a letter of 1837 the Poet Laure&obert
Southey had dismissed the youthful poems sent fi@Harlotte Bronté as an indulgence in a literary-dreaming which,
he wrote, unfitted a young woman for the ordinasgsiof the world without fitting her for anythinge No wonder
Charlotte Bronté and Marian Evans first publishadar masculine pseudonyms: Currer Bell and Geolige 'H239-240)
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Details on the publication dfane Eyrewere disclosed in Gaskellsfe. In fact,The
Professomwas written prior taJane Eyrebut was published as the last of Bronté’s four novels
chronologically. The story was not attractive enough to convince the publisaeitsvwould
be a good sale. The letter came from the publisher informing Bronté that fordsusiasons,
this book would not be published, and added that “a work in three volumes would meet with
careful attention” (Gaskell 334). Accordingly, in the letter that wagewito request the

publication ofJane Eyre Bronté took the suggestion given by the publisher:

I now send you per rail a MS. Entitled “Jane Eyre,” a novel in three volumes, by
Currer Bell...It is better in future to address Mr. Currer Bell, under cover to

Miss Bronté, Haworth, Bradford, Yorkshire, as there is a risk of letters oeerwi
directed not reaching me at present. (338)

As it was mentioned above, the Bronté sisters were using masculine names &b tbeirce
female identities. In doing so, they convinced themselves that the stories, thatteyh yr
female writers, would be able to appeal to more readers. Failed in eitid@rsééng a school
elsewhere, or opening one up right at their living parsonage, their desirévefidgltheir
knowledge and talent became so intense, after so many times of declinatioforéhare
writing their first published novels, the three sisters tried to insert somedheimaudience:
Emily Bronté used the double narrative, inviting a narratee to be the stongtjsgetting the
story-telling as natural as possible; Anne Bronté and Charlotte Brorh@mdly invited an
invisible “reader” to whom they would tell their stories without being interruptetbrB the
actual publication ofane EyreBronté had already underestimated this novel by claiming
that “I would still endeavor to keep my expectations low respecting the tdtsnacess of
Jane Eyre” (Spark 137) because “a mere domestic novel will, | fear, se@htd men to

large views and solid attainments” (137). Nevertheless, under the cover ofdoeiinea
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pseudonym and her fear of this novel’s failure in publication, her strong yet incongpi
inner desire to overturn the patriarchal dominance of society as well as forltbeshijt of
the narrative were reflected in her design of the title page of the firgireditlane Eyreln
fact, in one footnote giving by the editor of Gaskdlit, the publishing information was
revealed as that “itJane Eyrgwas in three volumes, and the title-page ran as followané
Eyre: an Autobiography. Edited by Currer Bell. In Three Volumes. Lor&ioith, Elder,
& Co., Cornhill 1847 (Gaskell 339). It first emerged as an autobiographical writing, with
the appearance of “Currer Bell” as the editor instead of the author. Brontaméwe
authority to claim herself as the omniscient author; instead, she bestows thisimpptt
Jane Eyre in narrating the story in the first-person narrative, through Wia vividness of
storytelling and feminist elements are manifested by her own uniqueiorarkddw this
unique narrative technigue—the frequent address of the invisible reader—worksrantliffe
periods of Jane Eyre life, and how the address of the reader indicate the dgeowimgt

attitude of the heroine will be discusses in the following chapters.
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CHAPTER 3

READER, | DO NOT NEED YOU TEMPORARILY

In the last chapter, | have discussed the relationship between Charlotte Bbnté a
Jane Eyreand how Jane Eyre becomes the narrator of her own story. Therefore, since Bronté
deliberately conceals herself in the narration and puts Jane Eyre on thevbEmgéhe
discussion on the importance of the reader actually starts, | prefer te tppaexistence of
the actual authoress Charlotte Bronté and regard Jane Eyre as the autobiaghmréaer
of her own story. Freeman also suggests that “readdemefEyrealso understand, once the
novel is nearing its end, that Jane’s true history is her own property and that no dvaes else
the right to tell it” (683). In this sense, it is the autobiographer Jane who assignssible
reader for herself to show the development in the feminist way of her youklfger se

One important point that should not be ignored is that Jane Eyre has already been
married for over ten years when she is writing her story. No matter howmdbavers to
replay her childhood in the most childish way and narrate it as a story, her larsglag
shows adult features. Joyce Carol Oates argues in her introduction of thi§ rbaefjust
as these rendered places differ greatly from one another, so Jane difféysigtbam; one
has the sense of a soul in ceaseless evolution” (xi). Michel Foucault, in his famloatsisW

an Author” proposes that the “I” in the first-person narrative novel should not bd mitte

'° This edition ofJane Eyreds from Bantam Classic, 1987. Print.
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the actual story writer:

It is well known that in a novel narrated in the first person, neither the first
person pronoun, the present indicative tense, nor, for that matter, its signs of
localization refer directly to the writer, either to the time when he wrot®, or
the specific act of writing; rather, they stand for a “second self” whas&asty

to the author is never fixed and undergoes considerable alteration within the
course of a single book. (1484)

Karen Chase (1984) has suggested a similar opinion that “the Jane who nanradébea
identified with the Jane narrated” (76). In this sense, the adult autobiograpéestaiads
above the story she is narrating about her younger self, and the story witht gherfios

pronoun “I” develops with the development of the younger Jane. In this process of
development, the autobiographer Jane invents the ideal reader as the withnesselmstiit
should be noticed that it is the adult Jane, the autobiographer, who makes this address, since
the separated younger Jane in the story is in no sense aware of herseffrligingbout by
the older self.

The address of her reader that the adult Jane has applied in narrating the wjjole stor
if analyzed thoroughly, is able to help the actual readers to distinguish how sheehded
to make a difference in narrating different periods of her short, unmaredukfiére the last
chapter of this story. Jane has gone through rapid changes: “in quick succession she is
governess, disappointed fiancée, penniless wanderer, rural school-teachss, Wwifiee
mother” (Chase 77). Karen Chase poses an argument that emphasizes the igpaditbe
traditional definition of this novel asBildungsromanShe argues that Jane’s so-called

development is magnified by the elimination of the characters around her: Johs dRest;

Mrs. Reed’s near death, Georgiana and Eliza’s self-confinement, Bestheide, Edward

" Foucault, Michel. “What is an AuthorThe Norton Anthology of Theory and Critici€f Ed. Leitch, Vincent B. New
York: Norton, 2010. Print.
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Rochester’s deformity, and finally St. John Rivers’s “returning to his God fefdre, in this
sense, Jane’s growth is a “visual illusion” (77-78). It is the disappeas&tieer characters
that creates the illusive growth of Jane Eyre. | disagree with this argumtaetdenial of
Jane’s growth. | would suggest that Jane’s maturity is in a gradually gedgboocess and
there exists one aspect of her development that does signal her real mahgrityereasing
intensity of her voice as suggested in her calling of her reader during theveadane’s
narrative language, therefore, shows a clear distinction to differentratilthhood story
and adulthood story through differentiating the frequencies of addressing the beadease
she has strived to present a true younger version of herself who is read aeddpamn her
present adult identity.

Freeman discusses the significance of silence and speech in the namatithes shift

from silence to speech anite versaShe points out that

In Jane Eyrethe power of speech is supreme. It enables Jane to take more and
more control of her life as the years pass and in the end to tell it to us. The gift
of speech—and silence, its counterpart—of uttering words and hearing them
spoken, dominates the world &dne Eyreabsolutely. (686)

Since silence and speech play an important role in determining Jane’s woigeargument
that follows, | will deepen this significance by combining them with Jamwe’s frequent
address of her reader in the narrative. The silence, in my discussion, includes battelle
and voluntary silence throughout the novel, and speech will at times refer to the
conversations she has with an audience in the story. These silence and speectublis the a
Jane has identified when recollecting her past life, determine the ihgoésise address of

the reader in different periods of her life: when the forced silence oppdessegspecially in

her childhood, her speech is made to a real audience inside the story; however when Jane
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grows up and moves forward her life, the voluntary silence she deliberaiataimaallows
her speech with the invisible ideal reader.

From Chapter One to Chapter Ten in this novel, which creates the main body of the
discussion in this part of the thesis, Jane as the narrator addresses thenigadeéce. The
reason for the infrequency lies in the living situation in Jane’s childhood. The sgeebhsi
to be made by Jane to break the silence forced by people who discriminate her ing¢he hous
must be delivered to a real person inside the story, who can either help her esoape fr
ordeal, or comfort her by being her audience to whom the child Jane tells of hglestrat
Gateshead. As | have suggested in the introduction, the real person who is dblehtelpf
to Jane can also be defined as a better reader of Jane as well as her stoWiadhose
discriminate and insult her, are actually the bad readers of Jane’s dtistia@ed behaviors.
Once the better reader appears, the unobserved silent reader remairgeoff-sta

The beginning of Chapter One already indicates the lonely and oppressingrsituat
that Jane Eyre is living in. Her first address to her aunt Mrs. Reed demesmsieatong
dissatisfaction of being misunderstood and excluded: “What does Bessie saylbhav&

(5)*%. By declaring this Jane is actually indicating that Bessie misread a@vibeagain. Her

time in Gateshead is filled with the selfishness, narcissism, discrionipahastisement,

servitude, and lies of the Reed family, to which she is not able to express hexrg\earsn

though she asks the question above, which is her response to be told: “be seated spmewhere
and until you can speak pleasantly, remain silent” (5). Obviously, what Janeyastast$ to

“speak” is anything but pleasant things. Even though Jane is young, her inquainsant

121 will refer to the Norton Critical Edition afane Eyreed. Richard J. Dunn. New York: Norton, 1971.
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sense of sarcasm in which she desires to know what she haagdames make people in
Gateshead angry, after many times of false reprehension. But sheet totbe quiet
because her question is unpleasant. Silence, which appears here for tinecfjisidicates its
importance as a theme in this novel which is related to the address of Jater'slteamains
an ambivalent object for Jane as a child because she both desires it anidl repels
simultaneously. Although silence is repelled by Jane when it is forced upontheryary
beginning of this novel, the silence is actually desired by Jane when she ttlatrahe is

glad of not being able to take a walk outside with her “family”:

I never like long walks, especially on chilly afternoons: dreadful to melveas t
coming home in the raw twilight, with nipped fingers and toes, and a heart
saddened by the chidings of Bessie, the nurse, and humbled by the
consciousness of my physical inferiority to Eliza, John, and Georgiana Reed. (5)

Because her question is deemed too unpleasant to be answered, she chooses to tiover herse
up into complete silence: “I mounted into the window-seat: gathering up my faet, | s
cross-legged like a Turk; and, having drawn the red moreen curtain nearlyl glase

shrined in double retirement” (5). When the speech she makes to inquire her “iaitt fa
catch her aunt’s attention, she chooses to retire to the voluntary silence, in whicjogbe e
being with herself. It is only in this window-seat that Jane is able to readvioeité book,
Bewick’s History of British Birds without being disturbed. Solitariness and silence
accompany Jane in this retirement, but “with Bewick on my knee, | was then happyahappy
least in my way. | fear nothing but interruption” (7). However, even thigneént is

temporary because she clearly knows that the interruption from her cousin wét appa.
Being excluded in this family, Jane has no right even to touch the books that she enjoys

reading, for those belong to “Master Reed” (7).
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When John Reed finds out her hiding place, he forces Jane to make a speech: “Say,
‘what do you want, Master Reed?" (7). This wondster starting from this claim,
accompanies Jane as well as defines Jane’s identity for almost all heriediife, as is
displayed in all chapters in this novel, except the last one. In Gateshead, nathonRBe&d,
but also her aunt, Jane’s other two cousins, and even the servants in this houses @ll act a
they are “masters” over Jane Eyre, who is supposed to be treated equelghmif Eliza,
and Georgiana Reed according to the wishes of her uncle, Mr. Reed. The semval#’'s w
clearly define Jane’s identity in this house: “You are less than a servaydufdo nothing
for your keep” (9). In Lowood School, even though there is no definite master who directly
control Jane’s life, her aunt Reed has already indirectly acts as her,raad determines
Jane’s school life by lying to Mr. Blocklehurst about Jane’s faults. In Thaidnfidere the
real master of Jane appears, although she escapes from being under the dbignolasiter
as his mistress, her identity as a governess defines her duty of follogringaster’s orders.
Finally, in her cousins’ house, St. John Rivers, who maintains an absolute and obstinate mind
in everything he pursues, becomes a sort of half-master of Jane. At tlué Lierdife in her
cousins’ house, Jane is able to take control of her own life. Nevertheless, she obelya’St
requirements of being a teacher in a school that he deliberately opens foldemiag a
new language that he maintains. She even agrees to perform missionary work vitfa him
foreign country. One possible reason for not being able to marry St. John Rivers is the
uncertainty of Edward Rochester’s situation. Therefore, the masters winol Jamie’s life
before her marriage become the reason that she strives to overturnitreh@tsociety she
is living in.
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Books, for Jane, stand for knowledge and dignity. She only reads them when she finds
herself in a completely safe and quiet situation where nobody is able to find her out.
Compared to the lies of Reed family, she seeks knowledge and truth in reading.réherefo
the fact that reading reveals truth also affects the autobiographer Janehe/erob/es her
reader to perform the act of reading and to find the truth about her life. However,otimen J
Reed claims the ownership of the book that Jane enjoys so much, and throws it towards her
head and makes it bleed terribly, Jane’s impatience towards John’s browbetatong is
maximized to be held back. She makes her involuntary and uncontrollable curse to him:
“Wicked and cruel boy! You are like a murderer—you are like a slave-driveu-ase like
the Roman emperors!” (8). Jane’s voluntary and desired silence allows bentthése three
analogies at the time she is learning those terms, and to define them on the $elidalon
Reed.

The childhood memories about being forced into silence and being evil treated are so
clear in the adult Jane’s mind that she spends almost one third of this story on tiptiaescr
of her childhood life. Her reader is rarely called upon in this period of her life betbeuse
forced silence has taken most of her life when she is young. In addition til-ineatment
of Jane, John Reed, Mrs. Reed, Bessie and Abbot are all trying to define her aiethe sam
time—a way to “read” her in a false manner. When Jane retires to the wesdiand holds
her favorite book, she never thinks about making troubles to anybody in the house; however,
even her good manners are wrongly “read.” The adult Jane, thereforsesliooeplay her
childhood life as truly as possible. That means, instead of addressimgder, Jane usually

makes her speeches either in soliloquy to express her strong feelingcamot be heard

24



by others, or to a real person who is willing to hear her speeches. The forced bifeher
false readers in the house, which traps Jane in solipsism that she actually dosse)jot de
leads her to the necessity of breaking up this silence by addressing theomal In this
sense, the adult Jane wants to make clear for the child version of hersetiyisieht

reader, |1 do not need you here in my childhood story temporarily, since you are not able t
offer me any help or comfort that | need to support my childish heart.”

The famous red-room episode, which leaves Jane Eyre unforgettable impression eve
in her life in Thornfield, makes an opportunity, although bitter enough, for the development
of child Jane’s heart and courage. When she cries out the curse to John Reed as herabuses
she is defined as a “mad cat” (9). The punishment from Mrs. Reed is whatsczaks her:

“ ‘Take her away to the red-room, and lock her in there.” Four hands were iatetediaid

upon me, and | was borne upstairs” (9). As a punishment of shouting at her cousin, it “teaches
Jane that passion vented leads to imprisonment” (Bodenheimer 390). Being locked in this
room is the severest punishment that Mrs. Reed is able to give to a child no more than ten
years old. Superstition will haunt this child forever in her later life—and Readycle

acknowledges this aftermath. Jane reveals her fears of this room:

This room was chill, because it seldom had a fire; it was silent, because remote
from the nursery and kitchens; solemn, because it was known to be so seldom
entered...Mr. Reed had been dead nine years: it was in this chamber he breathed
his last; here he lay in state; hence his coffin was borne by the underta&er’s m
and since that day, a sense of dreary consecration had guarded it from frequent
intrusion. (11)

Mrs. Reed seldom walks in this room not only because her husband died in here, but also
because she is actually afraid of facing her husband’s reproach of nagtdeate Eyre

equally as her own child. She confesses this when she is near death in Gheptgmone:
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“Well, | have done you a wrong which | regret now. One was in breaking the pramish |

gave my husband to bring you up as my own child” (203). Even though Mrs. Reed admits in
her heart that her unequal treatment of Jane is true, she still cannot help breakigrtise

with her husband, for in all people eyes, Jane is a dependent orphan, living with her host
family, without whom she “would have to go to the poorhouse” (10). Inside the red-room,
Jane, instead of addressing her reader, she cries out inwardly what she hefpegetydne

in Gateshead know about the truth:

All John Reed’s violent tyrannies, all his sisters’ proud indifference, all his
mother’s aversion, all the servants’ partiality, turned up in my disturbed mind

like a dark deposit in a turbid well. Why was | always suffering, always
browbeaten, always accused, for ever condemned? Why would | never please?
Why was it useless to try to win any one’s favor? Eliza, who was headstrong
and selfish, was respected. Georgiana, who had a spoiled temper, a very acrid
spite, a captious and insolent carriage, was universally indulged...John, no one
thwarted, much less punished; though he twisted the necks of the pigeons, killed
the little pea-chicks, set the dogs at the sheep, stripped the hothouse vines of
their fruit, and broke the buds off the choicest plants in the conservatory: he
called his mother “old girl,” too; sometimes reviled her for her dark skin, simila
to his own; bluntly disregarded her wishes; not unfrequently tore and spoiled her
silk attire; and he was still “her own darling.” | dare commit no fault;ov&rto

fultill every duty; and | was termed naughty and tiresome, sullen and snegaking
from morning to noon, and from noon to night. (11-12)

The adult Jane, apparently, is still feeling painful when narrating thissparg, she gives so
many details, trying to revive her childish thoughts when being locked in the redfdloen.
young Jane is not punished in this way, she may not react so severely in mind: she does not
deserve this treatment.

Notwithstanding acknowledging that she commits far less faults than &er thr
cousins in this house, Jane is still kept in a high spirit by the superstition thahisgmeay

befall her. In front of the superstition, she confesses her wrong-doing:

| began to recall what | had heard of dead men, troubled in their graves by the
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violation of their last wishes, revisiting the earth to punish the perjured and
avenge the oppressed; and | thought Mr. Reed’s spirit, harassed by the wrongs
of his sister’s child, might quit its abode—whether in the church vault, or in the
unknown world of the departed—and rise before me in this chamber. (13)

Subconsciously, Jane still feels being inferior to the Reed family sinchiske she is the
one who will be haunted by her uncle’s spirit instead of those wi® d@nmitted real faults.
Suffocated by the fear of the ghost, instead of making inward soliloquieguhg yane
desperately makes audible noise, hoping that her fear can be resolved by lheaking
frightening silence forced by her aunt. No matter how desperate the sourmhthhbd made
to inform others of her fear is, even the servant Abbot terms it as “a dread®il (idis
Being forced into silence determines Jane’s destiny in Gateshead: havamraled hope to
be emancipated from the red-room are again suffocated by her aunt’s ordene€B5This
violence is all most repulsive’ (14).

Even though as Jane has narrated that “the unconsciousness closed the scene” (14),
she does learn the lesson from being repeatedly forced into silence.N&haisdearned is
that she needs to break the silence and have a more ‘just’ audience, whetigeishveiling
or unwilling to listen to her. She undoubtedly knows that either murmuring to herself about
her terrible situation or talking to an invisible listener could not sufficientlr dfér help.
Just as Freeman has argued that “Jane is forced to speak, so as to reveaidataptys
mental condition—firm speech, lane Eyreis always a sign of vigor, and the child’s
experience is teaching her this principle every day” (688). In this senselulhdane has
made a perfect description of the psychological struggle of her younger versargued

that “Jane’s pilgrimage consists of a series of experiences which are, irapoe another,
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variations on the central, red-room motif of enclosure and esCagpieite the similar scene
also happens in Thornfield where escape is the only way for Jane to getedrait It is
thus from the red-room episode that Jane’s pilgrimage has initiated by breaksiigribe.
Following the red-room scene, Jane’s unconsciousness finally brings hestirsr
within the story, Mr. Lloyd, the apothecary who is called for to attend Jamesssll Here is
the first time that Jane receives a real audience as a compensatioaafdrsity. As Karen
Chase argues concerning Mr. Lloyd, “Jane experiences a need, a desirepaehfgae, and
there soon appears a character who embodies that emotion” (71). Mr. Lloydsagsptiee
special character that embodies Jane’s emotion of desire and of hope: a desiregéaf
listener of her story and a hope of being liberated from depression and discriminagion. S
finally has someone who is willing to care about her thoughts: “I pronounced his name,
offering him at the same time my hand: he took it, smiling and saying, ‘Wedshadiry well

by-and-by.” (15). During Jane’s living in Gateshead, she never recsides since she is
regarded as a dependent on the family of her “benefactress.” Mr.4.kypde encourages

and assures Jane that he is the person who is able to listen to her story. To sailtye Mr

is merely a listener of Jane’s story may underestimate his rolegjiMiad.loyd can be

defined as a better reader of Jane as well as her story compared to theléasdea Reed,

Mrs. Reed and the servants in Gateshead. As Jane pronounces his name, she invites him to
justly “read” her adversity. Mr. Lloyd should be, as far as the adultli@nearrated, the

second good reader of her: the first one should be her uncle Mr. Reed, who truly and

humanely read the infant Jane and accepted her into his family. When a real tied a be

B sandra Gilbert and Susan Gubar, “A Dialogue of etf Soul: Jane EyreThe Madwoman in the Atti841.
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reader and story listener appears, a sign of speech also emerges. Janeca¢edsli@nce
now after the red-room episode rather than an unobserved reader who is not abién&r offe
any help.
Jane’s resolution of making what she is suffering aboveboard may be reagsured b
Bessie’s song before she actually starts telling her story tolMmd LJane finds “in its
melody an indescribable sadness” (17). This strong emotion may be cauked by
descriptions of the “orphan child.” Five stanzas closing with a clear calliige §btphan
child,” the theme of this song may have reminded Jane of her own situation: she is an orphan
child who is living dependent upon her so-called benefactress—her aunt Mrs. Reedr togethe
with Reed’s family, who have no mercy at all towards this little relaiiverefore, this
“orphan child,” repeated for five times, long enough to remind Jane of herself atliging
same identity as suggested in the song especially when she has been emtaongzlkyg on,
encourages her to tell someone her misery and extricate herself from it.
That it is Mr. Reed’s ghost which has made Jane ill is not sufficient eniough
persuade Mr. Lloyd what she has suffered in this house. The red-room episodeefor J
seems to be the last straw for her sufferance: it is this frightenpegierce that convinces
Jane to revolt. Mr. Lloyd’s response of her report of the ghost—"Nonsense” (19)rdeem
her to tell him what she has endured so far. At this time, the adult Jane appeaaiad@dsd st
right before us, trying to convince us the complicated psychological struggtes ¢hild

could possibly have at that age:

How much | wished to reply fully to this question! How difficult it was to frame
any answer. Children can feel, but they cannot analyze their feelings; hed if t
analysis is partially effected in thought, they know not how to express the result
of the process in words. Fearful, however, of losing this first and only
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opportunity of relieving my grief by imparting it, I, after a disturbed paus
contrived to frame a meager, though, as far as it went, true response. (19)

The true feeling of her younger version is fully expresses by the depiction “the onl
opportunity of relieving my grief by imparting it” (19). There are two imaoiriaspects
included in this expression. First, Jane has realized that telling Mr. Llald fenly
opportunity” that can emancipate her from the current situation. By seizingniniges
opportunity, Jane knows that except for her reader, any other people who aretwitieay
her speech could possibly manage to get her out of Gateshead. Thus, here the meader i
called upon; he/she, nevertheless, is witnessing everything that is happerang.tSecond,
Jane makes clear that the only way to inform people of her ordeals is bytingpit that is
to say, by making speech or by breaking up the silence that the Reed famdycledsupon
her. Speech, as Freeman argues, as a sign of vigor, revives Jane from thkedsig¢hee.
She thus informs Mr. Lloyd: “John Reed knocked me down, and my aunt shut me up in the
red-room” (19), trying to convince him how her so-called relatives have tednopl her.

It is hard for an outsider to believe Jane. For Mr. Lloyd, Gateshead appears to be a
great accommodation for such a child: “You can’t be silly enough to wish to leava such
splendid place?” (20). However, Jane’s resolute reply convinces him that something
miserable certainly have happened on her: “If | had anywhere else tahgojd e glad to
leave it” (20). After some exchanges of questions and answers, Mr. Lloyd fiffelty Jane
the last hope: “Would you like to go to school?” (20). Jane may never be offered an
opportunity to leave Gateshead, therefore the only thing she understands nowsishibait “
would be complete change: it implied a long journey, an entire separation &t@sh@ad, an

entrance into new life” (20). Jane successfully seizes the “only opportunity¢ahlak get
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her out of Gateshead, despite the fact that other people in this house are glaalithat s
leaving, as the servant Abbot claims that “Missis was...glad enough tial gétsuch a
tiresome, ill-conditioned child, who always looked as if she were watchingbmdyryand
scheming plots underhand” (21), Jane is still the happiest in this whole plan becasse she
the one who would benefit from leaving this house and being separated from her relatives
Unfortunately, Jane’s new life is not total emancipation from the shadow ofh@ates
Hall, for much of Jane’s later life is shadowed by the influence of by hes aetiberate
misjudgment of Jane’s character. As stated by Freeman, Jane hasdoeerch defined by
everyone in this house, of course subjectively and imprecisely, although no ong actuall
possesses the right to tell Jane’s real idefitityane has learned two lessons from the
red-room episode—making speeches and finding someone for her speeches.adqweysolil
the red-roontr, whether formed into utterance or merely a meditation in her mind, has led her
to a significant conversation she has with Mr. Lloyd, the listener of her sitbrgmnile and
willingness. Having determined to leave Gateshead, Jane already has naéedrarfting
Mrs. Reed by pouring out what she has meditated in the forced silence. Theaead&ot
being called upon directly for being unable to provide actual help, is still inotedriess
her development by the adult Jane.

When being forced into corner by witnessing the conversation going on about her

1 Janet Freeman, “Speech and Silencigine Eyre’ 684: “Yet, though no one else in the novel pssss the authority to
tell Jane’s story truly, it is told again and agd&epeatedly the child hears about how she is pextdy those around her:
‘You are a dependent,’ says John Reed (I, 8); ‘amless than a servant,’ says Abbot (Il, 9); “éoe a baby after all,” says
the apothecary (lll, 19); “You have a wicked héadys Mr. Blocklehurst (1V, 28); ‘You are a stranghild,’ says Bessie (IV,
33).”

> All John Reed’s violent tyrannies, all his sist@reud indifference, all his mother’s aversiorl,the servants’ partiality,
turned up in my disturbed mind like a dark deposé turbid well. Why was | always suffering, alvedyrowbeaten, always
accused, for ever condemned? Why would | neveisplz&Vhy was it useless to try to win any one’s fay@?2)
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“evil” deeds and possible later treatment in the school between Mrs. Reed andHhilstkle

Jane’s endurance and patience have reached their limitation:

Speak | must; | had been trodden on severelynamtturn: but how? What
strength had | to dart retaliation at my antagonist? | gathered myeshargi
launched them in this blunt sentence:—"I am not deceitful; if | were, | should
say | lovedyou but | declare | do not love you; | dislike you the worst of
anybody in the world except John Reed; and this book about the liar, you may
give to your girl, Georgiana, for it is she who tells lies, and not I.” (30)

When the power of revenge has been released from the broken yet strong liidarjarfe,
it is hard to withhold it, especially encouraged by Mrs. Reed’s “what meeeywa to say?”

(30), which is uttered in a tone when being confronted by an adult. Jane thus continues:

I’'m glad you are no relation of mine: | will never call you aunt again asdsrig
live. I will never come to see you when | am grown up; and if anyone asks me
how I liked you, and how you treated me, | will say the very thought of you
makes me sick, and that you treated me with miserable cruelty.

How dare I, Mrs. Reed? How dare |I? Because it igrtlih. You think | have
no feelings, and that | can do without one bit of love or kindness; but | cannot
live so: and you have no pity. | shall remember how you thrust me
back—roughly and violently thrust me back—into the red-room, and locked me
up there, to my dying day; though | was in agony; though I cried out, while
suffocating with distress, “Have mercy! Have Mercy, aunt Reed!” And that
punishment you made me suffer because your wicked boy struck me—knocked
me down for nothing. I will tell anybody who asks me questions this exact tale.
People think you are a good woman, but you are bad; hard-heétede
deceitful!” (30)

This outburst achieves its expectation by freezing and frightening Mrd. Reeugh

breaking the forced silence in this way, Jane has mentally and emotiacoalty-gp and
developed, just as Mrs. Reed’s reply suggests—-you are passionate, Jane” g&i). In f
Jane’s passion has been suppressed since she has begun to realize her uteguaitrea
this house. John Kucich (1987) has discussed in “Passion Is Repression” that “passionate
expression is a mark of estrangement and distance, of self-elaboration in isg#itjon”

Jane’s passionate outburst indicates her future estrangement from her ‘tbessfand her
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cousins.

Although Jane’s outburst of her accusation about Mrs. Reed’s evil deeds has
emancipated her from the long period of forced silence and depression caused by be
locked in the red-room, this emotional turbulence is carried out when “Mrs. Reedvarg |
left alone” (29). In short, no one except Reed is involved in this conversation. Theffefore, i
Mrs. Reed keeps a secret what she has done to Jane, no one will know from her mouth; no
adult, who prefers to listen to Mrs. Reed’s discourse, would be able to believe Jane’s
statements, at least Mr. Blocklehurst, if he is able to, would choose not to beligge Jane
words. Here exists ambivalence, since we have two opposite aspects collidirs) @aeh
other. On one hand, it is such a pity that Jane carries out this speech in a retativslye
place where no one except Mrs. Reed, to whom the speech is delivered, is prigstent tb
her; on the other hand, if Jane has made such accusation against Mrs. Reed innbe pirese
Blocklehurst, Jane’s desire of leaving Gateshead and going to school may end up in naught
since Blocklehurst would unsurprisingly repel such an emotional and uneducatedtyid. |
sense, Jane has picked up an appropriate timing for her necessary speech.

As a result of Mrs. Reed’s imprecise report of Jane’s charactea®iotklehurst, as
well as Jane’s timing of the emotional outburst, Jane still receives the iingorits
Blocklehurst, even though she has made great endeavors not to do anything wrong.
Blocklehurst declared that “this girl is—a liar!” (56), punishing her with aekedenying her
chance of speech: “Let her stand half an hour longer on that stool, and let no one speak to her
during the remainder of the day” (57). The “Reed influence” has affectednJaoeood

School—she is again forced into silence. This influence also affects the whicin w
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Blocklehurst reads Jane. Obviously, Blocklehurst belongs to the “bad readay$bdme
believes what Mrs. Reed has told him and never tries to find the real Jane, thedsl w
actually not a liar. Before this silence forced by Blocklehurst announcdsJtet has

already found Helen Burns to whom she is able to converse. Life in Lowood School,
although dull enough for a child who has, more or less, got used to life in Gateshead, wher
there is no strict order controls her, still offers Jane much value concerning op s tionit
make speeches. In this period of her life when Jane is still young, the reatid iof being
directly called upon, stands aside. The Lowood episode is actually a seqtitmee

Gateshead episode, as argued before, for the influence of Mrs. Reed’ssiEtssude of

Jane’s characteristic continues to influence her freedom and right to talkioFbéesance in
Gateshead episode, Jane is not in need of the reader temporarily, nor does she eaeerthe r
here in this scene, because what Jane really requires is still a real awdienis willing to

listen to her story, comforting her in certain ways. Thus, Jane, alwaybisgathances to
converse, finds Helen Burns first. She pours out almost every detail of what shdféees

in Gateshead, and Helen “heard me patiently to the end” (49). Helen’s reaclaret®
discourse is more like reproach of Jane’s thoughts on her own ordeal than comfort that she

has expected to obtain from a listener:

She has been unkind to you, no doubt; because, you see, she dislikes your cast
of character, as Miss Scatcherd does mine; but how minutely you remember all
she has done and said to you! What a singularly deep impression her justice
seems to have made on your heart! No ill-usage so brands its record on my
feelings. Would you not be happier if you tried to forget her severity, together
with the passionate emotions it excited? (49)

Even though Jane does not make any response to Helen’s speech—not because she does not

want to, but because Helen has fallen into her own thoughts after this—Helen’s words has
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been engraved in Jane’s heart, for in her later life, when Jane again teltayar s
Gateshead, her emotions are not aroused as before in her childhood; neither does she tell
everyone about Mrs. Reed, as she has promised before.

Fortunately for Jane, every time she is embarrassed and forced into silehaace
of breaking the silence soon manifests itself. Either Mr. Lloyd, or Helens or Miss
Temple, show the same characteristic towards Jane’s speech, just aggsisesser feeling:

“I| felt as | went on that Miss Temple fully believed me” (60). In Lowoctid®l, Miss
Temple appears as Jane’s comforter as well as her “better readmr.thbugh Helen Burns
also understands what Jane has told about herself, she is still young, and most of her
attentions are on herself and Christianity; even the response she giaes’'sasiory in
Gateshead comes from a Christian’s perspective. But Miss Tempteadslawho is able to
view Jane’s situation in an objective way, can be defined as the “better’ refatne’s
characteristic and her story. The three audiences—Mr. Lloyd, Helers Band Miss
Temple—that she has chosen to tell her story, have faith in Jane and show themegtitm
help. By conversing with Helen and Miss Temple, Jane learns the art of spateistthe
most important to her—"the power to make others believe her” (Bodenheimer 391), which
benefited her more than merely addressing the silent reader.

In addition to the art of speech, Jane does learn something at Lowood School. After
the outburst of this fever, Mr. Blocklehurst is deposed, and is taken place by MigkeTe
According to Diane Hoeveler and Lisa Jadwin, the abandon of Blocklehurst hasXaght
that the “patriarchal power can be subverted” (Sussman 63). There are two leatents t

overturn Jane’s peaceful life in Lowood. One is Helen’s death; the othesssTelinple’s
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marriage. The only two people whom she has intimacy with finally leave hes. Tdmple’s
“friendship and society has been my continual solace...From the day sheasfnbionger
the same: with her was gone every settled feeling, every association thaadetowood in
some degree a home to me” (71). What Jane has lost is not only the feeling pfifahalso
the audience to whom she is able to talk without hesitation and embarrassment. Being
separated with her real audience becomes the most important reason for hier aocnleeg
life elsewhere: as Adrienne Rich has pointed out—"her separation from thes®ten

enables Jane to move forward into a wider realm of experience” (95).
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CHAPTER 4

READER, STAY WITH ME IN THORNFIELD

Jane Eyre’s reader is only addressed twice in the narration of her childiepod |
Chapter Nine and Chapter Ten respectivelier suppressed voice and identity determine
the objects of her speech. As argued in the previous chapter, Mr. Lloyd, Helen Bdrns, a
Miss Temple—all of them are real and visible listeners and are ableattcgrate Jane from
either the prison of a real house or the prison of her own heart. They are alscethe bett
readers of Jane’s story. During the eight years of settlement at Lovemeds thind has
developed with the possibility of decide her own life without being sent away by other
certain place. It is herself that realizes the necessity of clgpaadiving place instead of
staying at Lowood. As her mind develops, she is able to hold the initiative of making
speeches and addresses, and therefore is able to take her own voice in control. She would not
feel oppressed even under the circumstance of a forced silence. In this sdase, laegins
to control her own voice, the address of the reader appears more frequently in héeadult |
with the highest frequency in her life in Thornfield Hall.

Jane lives her new life in Thornfield with Rochester in a space with hazambus a
precarious events due to Rochester’s mysteries; nevertheless, the st ¢cifeates an ideal

mental space and freedom for her articulation, with him as well as withatherr®ifferent

'® Chapter IX: “Truereader, and | knew and felt this: and though | am a difecbeing, with many faults and few
redeeming points, yet | never tired of Helen Burf@8); Chapter X: “In those daysader, this now narrow catalogue of
accomplishments would have been held tolerably cohgmsive” (74).
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from living with Helen and Miss Temple, her life with Rochester is fullmbgons and
adventures which the child and teenager Jane has never experienced. Mr. Rochaster, in f
can also be categorized into the “bad reader” of Jane, even though he succeekitsgyn rea
Jane’s mind once when he disguises himself as a gypsy woman and tellsojauress f
Rochester’s reading of Jane is not able to offer her comfort, let alone hedpdinsis

reading incarcerates Jane more into the relationship with him. For the redgbe tha
relationship between the hero and the heroine becomes complicated as theogtessed,
there will be more chances for the autobiographer Jane to explain and expiegs fee

that time, because the character Jane and the narrator Jane arecgepsithe address of the
reader becomes a necessary and inseparable sharing moment in her naeattimacy

built between the reader and Jane becomes reinforced.

The adult autobiographer Jane is responsible of both narrating the story and
addressing the reader at the intervals of her narrative, and the communicatooms bec
feature in her narrative from the beginning of life in Thornfield Hall until ticead the story.
In this part, her life in Thornfield, Jane reveals her ability to increase her vwlicated by
fifteen times addressing the reader, the highest frequency throughout the aioe’'sinéw
life journey starts with the beginning of Chapter Eleven, in which less than tagraphs
appears two times of her reader: “A new chapter in a novel is something likesgemin a
play; and when | draw up the curtain this time, reader, you must fancy youcee arthe
‘George Inn’ at Millcote...” (79). Jane’s reader is immediately introduceshagust starts
her new life. “Reader, though | look comfortably accommodated, | am not vequirin

my mind” (79)—Shannon has noticed the coexistence of the reader and the presgahtense
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suggests that with the present tense, Jane’s reader is invited to experieneadls the
same time with her (142). The similar mode of narrative had appeared in Hedigd=el
Tom Jonesaccording to Wayne Booth, when the direct communication with the reader
signals an intrusion of the dramatized Fielding. Herdaime Eyrethe dramatized figure that
intrudes into the story is not Charlotte Bronté, since she has buried her readselthe
ground of the pseudonym “Currer Bell”; it is the dramatized autobiographer Jane who
intrudes into the story by the address of the reader. Like what Booth has arfuedreéd
straight through all of the seemingly gratuitous appearances by théondeaving out the
story of Tom, we discover a running account of growing intimacy between théonamd
the reader” (216).

If we temporarily ignore Jane’s childhood story and regard her adulthoodblifie fr
Chapter Eleven to the end as an entire story, it has been argued that this adulthoag part
comprise of an entirely new novel describing how Jane, a poor girl have graduatedrand be
teaching in a small school, finds a job of being a governess in Thornfield, andhidger f
herself falling in love with her employer and being loved by him. Although streigglist
between the courtship of these two people, they finally reach the moment of gettnnep
after overcoming so many difficulties. However, an insuperable impedpnevent this
marriage from going on for the master is declared of owning another womaarigry@ars
who has mental disability and is therefore locked up in the attic of Thornfidlididihé
above Jane’s room. Jane’s self-esteem does not allow herself to stay witht&ahess
mistress even though she loves him with all her passion. Thus she leaves Tthandfiel

Rochester and becomes a vagrant. At the time when she is sure to die from @xIlaaaisti
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starvation, Jane is saved by a family of kind people who turns out to be her patetinabrela
During her life with her cousins, Jane is bequeathed twenty thousand pounds from her late
uncle John Eyre, and she claims the ownership of one fourths of the bequest. Also, her cousi
proposes to her, praising her good qualities as a missionary’s wife. Unableutadeenerself
to marry her cousin and go with him to India, she is supernaturally called back tdidldor
by Rochester’s three calling of her name. When Jane finally returns, shiendslyhornfield
is already burned to black ruins. Learning from the inn keeper what has happened to the
house during her absence, she returns to Rochester at his another house Ferndeam#&lanor. Ja
marries him, and becomes his whole life companion.

The story | have restated above about a young lady’s love affairs with heohts
be a typical depiction of a plain girl’s usual destiny in nineteen centungtBsientimental
novels, though with slight ramifications. What malklese Eyredifferent is the additional
part of the story about her childhood life from which Jane’s future growth and empawerme
are not hard to predict. In my argument, the contrast of either Jane’s behaviansgbrt$
between childhood and adulthood indicates a new way of interpreting Jane’s growing
feminist attitude. Therefore, Jane’s childhood life should not be separated frawhultbood
in spite of the independency and concreteness of the latter.

As Jane enters Thornfield Hall, the future dwelling which signals a newnshegp i
life and later psychological struggles in relationships, the appearance ofideisdse
reader is so rare in the childhood memory tiraimay easily ignore its existence, is
addressed more directly following Jane’s step, into every room and every eabiovessie

has with the inmates in this house, even into the every thought in her mind. With thd assure
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existence of a reader, her narrative practically encourages Jane tomewven though
sometimes what she needs to inform her reader is but plain fact of what sisdéraed in
this house. At times she will speak out to her reader and then apologize: “Sarietane
her [Grace Poole]; she would come out of her room with a basin, or a plate, or a tray in her
hand, go down to the kitchen, and shortly return, generally (oh, romantic reader, forgive me
for telling the plain truth:) bearing a pot of porter” (93-94). In fact, she doekave to
apologize, for what she states bears an importance on her later situatiomouti@s-the
deliberate separation from obtaining the secret of this house, for Jane atéaudyvledges
that she is purposely excluded concerning this topic. Therefore, it forms adinmepé for
Jane to “read” Rochester whereas he makes every effort to “res"Right before this
address, Jane narrates that “when thus alone | not unfrequently heard Graced&mbie’s |
the same peal, the same low, slow ha! ha! which, when first heard, had thrilled meaii@4). J
does not directly refer this information to her reader when the first time ahethe laugh.
However this time, the “not unfrequently” used when she describes the frequency of the
voice indicates the unusualness of the utterance. She also notices “Grace Ramleisitic
murmurs; stranger than her laugh” (94). At this time Jane obviously mistakbs Be Grace
Poole. The peculiarity exists in the sharp contrast of the seemingly nmersah and her
unexplainable voices—the strangest part inside the house is brought straightisetdire
Speech and silence have played a significant role in the previous chapter cgncernin
Jane’s childhood life in Gateshead and Lowood School in which the forced silence and
voluntary speech take most part. Entering into adult life, bearing the condepbthauch

ventilation leads to terrible results, Jane remains silent most of thenti@infield, even in
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her first conversation with Edward Rochester, her silence is broken only whequhrege

Jane and Rochester’s first acquaintance is taken place when she is on her way to post
a letter. Coming from far away, Rochester appears as a rider who looks dbeviaivs
before him. This posture, compared with Jane’s plain and little figure, espesalwalker,
already demonstrate that Rochester’s status may seem higher thanHanever, whether
the horse is really “bewitched” by Jane or not, as Rochester claims,sheffalie horse,
which indicates that during their first encounter, Rochester’s advantage dadavie been
undermined by this girl who is combined with supernatural elements inside her body—the
ability to “bewitch” his horse. Obviously, Jane is unconscious of either the nusaisty or
whether it is she who breaks the pride of the rider. Due to the broken foot, Rochester has to
depend on Jane at their very first meeting, before which Jane has never been depended upon
because either for Mr. Lloyd, Helen Burns, or Miss Temple, she is alteadiependent who
seeks help and comfort from them. This exchange of roles already sulpgesssfuture life
in Thornfield.

Jane’s governess life in Thornfield with Rochester may seem asdwgitrglled by
the initiative of her master, at least from the beginning when he asks her banoiln fact,
that is because Jane has chosen the voluntary silence, and sometimes dirddte$eta
her reader. Jane does not know who the master is until she is called upon to meet him. During
their conversation, Jane is inquired several questions, demanded to play the piano, and
required to show him her paintings. It is when Rochester is checking her paintidgrteat

addresses her reader:

While he is so occupied | will tell you, reader, what they are: and finstist
premise that they are nothing wonderful. The subjects had, indeed, risen vividly
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on my mind. As | saw them with the spiritual eye, before | attempted to embody
them, they were striking; but my hand would not second my fancy, and in each
case it has wrought out but a pale portrait of the thing | had conceived. (107)

She continues to offer detailed explanations of the three pictures in which the iresdad
of Rochester, owns the priority to Jane’s secrets.

As | have posed before, Jane prefers the voluntary silence in Thornfield out of the
lesson that she has learned in Lowood School from Helen and Miss Temple. Nes®rthele
one more important factor for Jane’s silence in this house is Rochestsithdeone who
urges every conversation, and Jane “indeed, talked comparative little; land i@ talk
with relish. It was his nature to be communicative” (125). Her nature of keepitigeigia
silent frees her from “painful restraint” (125). Being cordially conwrsihout giving too
many responses, Jane is created a space for herself and her readadadress/indicates

that Jane increases her voice, even though inwardly, to express her feelings:

Was Mr. Rochester now ugly in my eyes? No, reader. Gratitude, and many
associations, all pleasurable and genial, made his face the objectkdubb |
see; his presence in a room was more cheering than the brightest flreadlet
not forgotten his faults—indeed, I could not, for he brought them frequently
before me. He was proud, sardonic, harsh to inferiority of every description.
(125)

Jane has noticed Rochester’s superiority, yet she is unconscious of her power ofningermi
his superiority at the very first time of their acquaintance when she miakéallhdown the
horse. She saves him from falling down in spite of the fact that it may have bekather t
frightened the horse.

Inside the Thornfield, Jane’s power and courage act as Rochester’s proteaioiswhi
manifested in the second time that Jane saves him from the fire. Her bond witstBioshe

strengthened by this accident until she hears from Mrs. Fairfax about thd tEdg@lanche
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Ingram, who is regarded as Rochester’s choice for marriage. The follpaitygin

Thornfield with all the celebrities as the guests arouses Jane’s jealuisigspair. During

the uncontrollable complexity of love, Jane’s communication with her reader aleasasr
Like what she does in Gateshead—hiding in the window-seat behind the curtains gnd bein
able to observe the outside world without being noticed—she now conceals herseltladso i
window-seat and keeps silent at a party that Rochester holds in the Hall whgn\atalthy
celebrities, gazing at her “master’s colorless, olive face, squassjwyadrow, broad and

jetty eyebrows, deep eyes, strong features” (149) without being perceived Gyhkim.
credence that she displays with the reader is manifested by her atidiedsnot intended to
love him; the reader knows | had wrought hard to extirpate from my soul the gelows of
there detected” (149). She chooses to keep silent in this relationship, but she iadtwals
reader of everything.

It is during the party and the whole period of the wealthy people’s visit in Tialrnf
that Jane begins to realize her love for Rochester. It is also during this petiddre’s
communication with her “reader” reflects her inner world to a great exXtdrdve told you,
reader, that | had learnt to love Mr. Rochester: | could not unlovedn (158). “Much too,
you will think, reader, to engender jealousy: if a woman in my position could presume to be
jealous of a woman in Miss Ingram’s” (158). About the role of Jane’s idealrréademan
also argues that “only her reader is privy to the contents of what Rochadistérer
‘unpolluted memory’ or has heard the words of the secret voice Rochestdrerdihward
treasure.’ Only her reader is allowed to know what she is really thinkingpamet seader

must be addressed” (699).
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Rochester’s proposal should properly be regarded as a turning point in Jane’s
development of feminist attitude, for it is at this proposal when Jane clé&irhsterself as

being equal with Rochester:

“Do you think I can stay to become nothing to you? Do you think | am an
automaton? —a machine without feelings? And can bear to have my morsel of
bread snatched from my lips, and my drop of living water dashed from my cup?
Do you think, because | am poor, obscure, plain, and little, | am soulless and
heartless? You think wrong! —I have as much soul as you, —and full as much
heart! And if God had gifted me with some beauty and much wealth, | should
have made it as hard for you to leave me, as it is now for me to leave you. | am
not talking to you now through the medium of custom, conventionalities, nor
even of mortal flesh—it is my spirit that addresses your spirit; justeghfhad
passed through the grave, and we stood at God’s feet, equal, —as we are!”
(215-216)

Even though this declaration is full of the emotions that she deems as the disappointment of
leaving Thornfield, her feminist attitude has matured from hearing him talkiitly felish,”
to her speaking her true feelings. Obviously Jane never thinks of receiviogasgirfrom
Rochester; his declaration of being equal also reassures Jane of the tyredibié proposal.
No matter how excited she is, Jane still keeps a clear mind and a proper distance wi
Rochester during their courtship, and “sir” instead of “my Edward” istisélpreferred
address of her master. Subconsciously, Jane escapes being too intimate wisteRsicioe
she still does not get over the laugh and the fire started by “Grace Poole.b&figie the
wedding, Jane “had at heart a strange and anxious thought. Something had happened which |
could not comprehend” (235). She expresses her anxiety to her reader: “Siaygadithes,
reader; and, when | disclose my secret to him, you shall share the confi(k3te”

In the confidence that she tells Rochester, Jane makes her dream intimlal tstory

with a preface and a real tale following it. Rochester has already beclithe impatient
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seen from his expression “now, Jane, that is all” (241). From the tale that JaRotdikster,
he learns what his wife has done to his “fiancée.” However, the strange thing apears

to be the fact that Bertha Mason only hurt the veil instead of Jane, since she is\tm® one
sets fire on him before. Jane and Rochester’s wedding does not progress asvhed|Jase
has expected and Rochester has premeditated. The existence of Rock#stbesomes an
insurmountable obstacle on the surface; but the real struggle that preventsidaneiriig

with Rochester any longer is the deception and manipulation he practices on héefrom t
beginning, which prevent Jane from “reading” Rochester thoroughly. With this uncommon
behavior of Bertha, now it is proper to introduce more about Rochester’s wife, ttle “ma
woman in the attic,” if using Sandra Gilbert and Susan Gubar’s words.

Concerning the role of Bertha Mason, critics tend to view her as a double dylane
such as Gilbert and Gubar have suggested in their BbekiMadwoman in the Att{@980).
They put forward the idea that Bertha’s mad behaviors are actually theioeffeaf Jane’s
inner world and the revenge for Jane’s unequal treatment by male powerka;Bedther
words, is Jane’s truest and darkest double: she is the angry aspect of the orghérechil
ferocious secret self Jane has been trying to express ever since har@ateshead” (360).
However, Karen Chase argues in “Where is Jane Eyre?” that all the darktetsrathis
novel can be analyzed as a dark twin of Jane; but because they are able tiveeflbole
characteristic of Jane (73), they should not be regarded as a real dark doublelbmren Gi
and Gubar’s Bertha should not be defined as a perfect dark twin of Jane. In factpgdoordi
Chase, Jane does not develop throughout the story, for her superficial growth is sdfe from

elimination of other characters. Therefore, it is a “visual illusion.” Cegsaht that the
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decline of other characters indicates the emancipation of Jane Eyre (78)terpliats my
argument of Bertha’s function in this novel, as manifested in Bertha'’s suitédesetting a
big fire at Thornfield Hall.

What | argue concerning Bertha’s role in this novel opposes mang apicion that
she is a “mad woman” who occasionally sneaks out and makes ruins. Bertha, to me, is not a
mad woman; she is not wholly insane because clearly she acknowledges who isrd ruin a
who is to protect or to warn in this novel. According to Gilbert and Gubar’s argument, wha
Bertha has done to compensate Jane’s loss in childhood is under her unconsciousness.
However, here | would like to convert this unconsciousness into a total consciousness.
Instead of hurting Jane, according to Adrienne Rich, Bertha protects heterfib& figure
of Bertha has come between Jane and a marriage which was not yet ripe, which weuld ha
made her simply the dependent adjunct of Mr. Rochester instead of his equal” (10i8). In t
sense, what Bertha intends to convey to Jane through tearing up the veils istyiagmar
Rochester is definitely the wrong decision; it would change her into anothen petfso
holds the identity of a mistress but will gradually lose her self-estieefact, what Jane
views in the mirror when Sophie finishes dressing her in the morning of their weslglirst
another figure rather than a beautiful version of herself: “| saw a robed aed figilre, so
unlike my usual self that it seemed almost the image of stranger” (244).

| agree with Gilbert and Gubar’s argument that Bertha is the dark doul@deeyf J
what | suggest as the way for Bertha to compensate for Jane’s loss ig tlobugh burning
Rochester in bed or biting Mr. Mason into bleeding—by hurting the male figurestainalt

for Jane’s obstacle in her growth of feminist attitude. Bertha continuouslyesasique
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tool—her queer laugh, the slow “ha ha,” to remind Jane of increasing her own voice inside
the Thornfield Hall where Rochester decides everything. In a word, | gubgeas a sign of
Bertha’s own suffering from Rochester’s confinement of her, Berthace \sg@rves as a
reminder for her dark twin Jane to increase her own female voice and power in orker to ta
over the initiative in her relationship with Rochester.

The increasing frequency of Jane’s address of her reader can be understoag as a w
to increase her voice, as is reminded by Bertha’s queer laugh, since has vimeemore
audible as she has willingly designed. The ideal reader to whom Jane conssgieally to
in her adulthood life stands for a sign of speech. In this sense, Jane gradually enakéseh
audible by frequently mentioning the existence of her reader. When thegeaifidane and
Rochester is proved to be impracticable, he asks Jane: “Will you ever forg®g(254).

Jane replies passionately to her reader, instead of Rochester:

Reader!—I forgave him at the moment, and on the spot. There was such deep
remorse in his eye, such true pity | his tone, such manly energy in his manner;
and, besides, there was such unchanged love in his whole look and mien—I
forgave him all: yet not in words, not outwardly; only at my heart’s core. (255)

Jane forgives him because she still loves him; yet Rochester’s cruettydeat the truth
behind Jane’s back is intolerable. Still, another reason for Jane’s unwillingnepsessdxer
forgiveness is that, just as what Bertha Mason has done in order to protect Janenigom be
controlled by Rochester, Jane also feels sympathy for Bertha’s maisfoAfter the failure of
their marriage, Rochester is always the one who is seeking comfort and aimdiergstas if

he is the only person who has been distressed, when he ejaculates his disgustiagafast

Oh! My experience has been heavenly, if you only knew it! But | owe you no
further explanation. Briggs, Wood, Mason,—I invite you all to come up to the
house and visit Mrs. Poole’s patient, ang wifé You shall see what sort of a
being | was cheated into espousing, and judge whether or not | had a right to
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break the compact, and seek sympathy with something at least human” (249).

Rochester intends to express his own misfortune after being forced to mahg; Bewever,
his expression manifests his selfishness to a great extent; it is adl@rtbomment on both
Jane Eyre and Bertha’s situation: even though Jane is claimed as an dytadchiester, the
basic standard of her is “at least human,” whereas Bertha should be more sympiatte
from Rochester’s story of this matrimony, she is also forced to accept this boneing. H
madness, is inherited from her parents, therefore not her fault at atlaBers not deserve
this treatment of being locked in this attic that no one is allowed to visit withoutrsnber
identity ever since the day she resides into Thornfield. Grace Pooleaspstihetic figure,
less because of her duty of taking care of the mad Bertha since she movkarh&rethe
reason that she is the scapegoat of the so-called Bertha’s fault of beireg Msa Fairfax,
Adéle, and other servants all make an illusion for the neighborhood of a kind of normality of
this house. In a word, they are all used by Rochester to conceal his action @n Berth

Jane’s tangled sentiment is indicated to her reader: “I haadglgained the door; but,
reader, | walked back—walked back as determinedly as | had retreated @& 2¢ader is
able to feel what Jane has felt: the passionate love for Rochester, the urekingigsation
of being cheated, the sympathy for other characters who has been involved in thithevent
determination of escaping the temptation and leaving Thornfield, and the cesyreiht to
this house and her master; yet Jane is still resolved to leave no matter hoveai@ahpler
thoughts are.

The address of the reader not only serves as the beginning of a new chaptesof Jane’

life, but also indicates the end of her life in Thornfield. Jane not only “heightens the
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immediacy of certain scenes but also marks and foreshadows the strueiaiaih dif the

novel” (Shannon 145). She concludes the end of this part with her wishes to the reader:

Gentle reader, may you never feel what | then felt! May your eyes slegdr

such stormy, scalding, heart-wrung tears as poured from mine. May you never
appeal to Heaven in prayers so hopeless and so agonized as in that hour left my
lips; for never may you, like me, dread to be the instrument of evil to what you
wholly love. (274)

Leaving Thornfield and Rochester means less a loss than a gain for Jane, foreWwbses is
an illegal identity of being a mistress if Bertha chooses not to die but keieysiti the attic;
but what she gains is the freedom, self-esteem and more space for her gribvwtfeofinist
attitude. She may not notice her change in becoming a more powerful woman bsiigcrea
her voice, since leaving Thornfield and becoming a vagrant temporarily weahawa
passion and consciousness of this change. When being rejected by the servant of the Moor
House, she even thinks about death, so negative an idea that a person with so strong a
personality like Jane Eyre would not be able to endure this torment. In the next,chapter
Jane’s increasing of her voice is fully demonstrated by her frequent adtiteegeader,
since after the unpleasant experience in Thornfield, together with Bestbtestion and
warning by her mysterious laughter, Jane’s female power and emotion aneuéeted and

waiting for their outburst sometime in the future.
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CHAPTER 5

READER, BE THE WITNESS OF MY GROWTH

After the Thornfield episode, Jane gradually empowers herself even being in a
struggle of become homeless again. In this episode of her life with her cousihgidiea t
times of the address of the reader signals another climax of Jane'$ceffmrease voice and
to make it audible by her reader. Leaving Thornfield and Rochester is a tausgjbrdéor her,
and now more than ten years later when she is creating her story and recdilechifegas a
beggar and a vagrant with no single property at that time, she is reluctant toaffer

details to her reader:

Reader it is not pleasant to dwell on these details. Some say there is enjoyment
in looking back to painful experience past; but at this day | can scarcely bear to
review the times to which | allude: the moral degradation, blent with the
physical suffering, form too distressing a recollection ever to bengijlidwelt
on...Do not ask megader, to give a minute account of that day. (280)

Here the feature of her “autobiographical conversation”—the present tense tisedpeech
with the reader highlights the adult Jane’s feelings when she is narratingrihd ke

present tense here is not used to show the freshness of the story but to show theeglult Ja
unwillingness to reveal her past ordeals. The whole story is written byuaemeoman who
possesses high self-esteem and only draws the depiction of those details thafleotiltere
strong characteristics and belief, especially in adulthood episode. Thdatklis in a
heightened ambivalence as a writer of her story in this period. Neitherluoesst to

overthrow the traditional views of marriage, monogamy and disindimé&d being a mistress,
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nor does she like the vagrancy after her seemingly orthodox choice of leaving Ttornfie
In Moor House with her cousins, Jane meets her familial “readers”-- hsinsdSt.
John Rivers, Mary and Diana. From the beginning when Jane is in recovery, Jane’s cousins

are trying to “read” her from her appearance:

“She is not an uneducated person, | should think, by her manner of speaking;
her accent was quite pure; and the clothes she took off, though spladhsdta
were little worn and fine.”

“She has a peculiar face; fleshless and haggard as it is, | rather like ithand w

in good health and animated, | can fancy her physiognomy would be agreeable.”
(289)

Diana and Mary are “better readers” because they obtain the correctatiboriinom their
reading Jane’s physiognomy. However, as Jane’s life in Moor House goeds dohrs

reading of Jane becomes an uncomfortable penetration for her. She dissolves her prese
feelings mostly in her addresses of her invisible reader because St. JatsndRine
communicable, even though he is one of the few people with whom she can converse. The
first address of her reader inside the Moor House is carried out aftestirgotien of St.

John Rivers:

This is a gentle delineation, is it neader? Yet he whom it describes scarcely
impressed one with the idea of a gentle, a yielding, an impressible, or even of a
placid nature. Quiescent as he now sat, there was something about his nostril,
his mouth, his brow, which, to my perceptions, indicated elements within either
restless, or hard, or eager. (294)

Besides Jane’s calling of her reader of viewing the appearance of St. Jatulydwnscious

of defining an ideal male figure manifests itself above ingutie words “gentle,” “yielding,”
“impressible” and “placid.” This is the first time that Jane openly expsetbge standard of

what a male should be like, which forms a sharp contrast with all the male fiperésas

encountered so far, even for Rochester, Jane negates him being “ugly” (125) na@enore af
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she falls in love with him. He is neither a yielding and placid figure, which coulddre s
from their first formal meeting inside the Thornfield Hall.

Her identity is disclosed to St. John because of her own handwriting that she
carelessly signs on one of her paintings. He informs her that her uncle John Eghredeas
her as the heiress and leaves her twenty thousand pounds: “Here was a newezhrgptutn
is a fine thing, reader, to be lifted in a moment from indigence to wealth—divetying;
but not a matter one can comprehend, or consequently enjoy, all at once” (325). Through the
shift from past tense to present tense with the address of the reader, 3aneatroentuate
that even ten years later, from the perspective of a rich woman, shesatily cemembers
her thoughts at that time.

In her life in Moor House with her cousins, Jane has deliberately made heesdlf he
with the only exception that she does not make her real name known by faking it into “Jane
Elliott.” She expresses strong antipathy of what Hannah, the servant, haedegjaner

during their beginning acquaintances:

“But | do think hardly of you,” | said; “and I'll tell you why—not so much

because you refused to give me shelter, or regarded me as an imposter, as
because you just now made it a species of reproach that | had no ‘brass,” and no
house. Some of the best people that ever lived have been as destitute as | am;
and if you are a Christian, you ought not to consider poverty a crime.”

(291-292)

Jane has learned to pour out her feeling of dissatisfaction to the person who causes this
feeling instead of making monologues to herself, as Jane the child did. This straight
expression wins Jane apology, trust, and respect that the child Jane has nevercexlpémie
fact, in the narration about Jane Eyre’s life in Thornfield, the addressesretler are

really scattered since Jane has not yet fully realized her developiatgfpawer. Whereas
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Jane’s life in Thornfield is free from the constraints of moral duties, and ghadisally
aware of her equality with the inmates in Moor House and the necessity of insestiogn
principles by speaking it out.

Following the argument above, Jane’s address of the reader appears iarantiast
the communications between Jane and St. John Rivers begins to grow. St. John is a person
with a stubborn mind and heart which will never be broken by any of the decision made by
others. It is unlucky for St. John that Jane is also such a person, with a strong paoidJlgs
under this circumstance that she just starts realizing her inner power of owertuale
manipulation after the lesson she has learned in Thornfield. Jane is albattyexpress her
opinion directly to her reader in a much persuasive and manly tone: “Now, | did not like this
reader” (334). Jane does not avoid talking about Rivers’ unpleasant characteastic
scalding tone: “St. John was a good man; but | began to feel he had spoken truth 6f himsel
when he said he was hard and cold. The humanities and amenities of life had no attraction f
him—its peaceful enjoyments no charm” (334). In fact, no matter how tenacioo$ist. J
appears to be, Jane acts more firmly, as demonstrated by the decision oftbedramest
from their uncle.

Having occupied herself a position as a school teacher offered by St. John for some
time, and later being left twenty thousand pounds, it seems that Jane has fulpetber
life into a comfortable one. However, no one except her reader is able to have $ised@cce
her inner thought: “Perhaps you think | had forgotten Mr. Rochester, readert tregis
changes of place and fortune. Not for a moment. His idea was still with mesbetwas

not a vapor sunshine could disperse; nor a sand-traced effigy storms could wasIB8d@jay” (
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After a period of careful study and “reading” of Jane’s behaviors and sgesgthéas made,
St. John Rivers chooses her as the best marriage choice of being a missiafegraisdv
persuades her with not only his strong wishes but also the orders from the God: “You
cannot—you ought not. Do you think God will be satisfied with half an oblation? Will he
accept a mutilated sacrifice? It is the cause of God | advocaeunter His standard | enlist
you” (346). However, his stubbornness and misuse of God’s order are overshadowed by
Jane’s sharp reply: “Oh! | will give my heart to God. You do not want it” (346). Shaiegpl
to her reader that: “I will not swear, reader, that there was not somethingexsegisarcasm
both in the tone in which I uttered this sentence, and in thadetlat accompanied it” (346).
Therefore, as the address of the reader appears more frequently, Jane’s tenebnddice
become more sharp and sarcastic against the male voice who intends to cantrol her
Being resolute on the idea that Jane is qualified to be a missionary’s wifes Rive
tenaciously asks her to get married and go to India with him, whatever aes.idé/hen |
go to India, Jane, will I leave you? What! Do you not go to India?” “And you will notyma
me? You adhere to that resolution” (351). Rivers’ reiteration of his intention has bsgome
annoying that Jane discloses her true feelings: “Reader, do you know, as | tiermha
those cold people can put into the ice of their questions? How much of the fall of the
avalanche is in their anger? Of the breaking up of the frozen sea in their disg?84351).
Her repulsive responses are defined as “violent, unfeminine, and untrue” (351) by St. John,
which is exactly what Jane has designed to reply in a relatively manly marorder to
conceal her femininity, since not only her voice has been increased, her thinkihgphaes a

diverted to a stronger mode.
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The supernatural element has played an important role in the crucial momed in Ja
Eyre’s life—in causing fear of her uncle’s ghost which leads to her unoossess, and in
helping her make determination to avoid temptation of Rochester and leave THokhdied,
in Jane Eyre’s psychological struggle of whether it is the right thing to r8ardphn and go
to India with him, the supernatural functions as a guidance of Jane’s next move t&&hes
calling of her name three times finally brings her back to Thornfield.rkfeen Moor
House, Jane never forgets the existence of Rochester. She plans a short absgnegidirin
she will revisit Thornfield, since her letters sent there before neveagiveeplies.

Approaching Thornfield, Jane makes a little digression before straigisityilieg it:
“Hear an illustration, Reader” (361). Her complex feelings, from the ealida of
beholding it to the consternation of finding it ruined, are vividly embodied in this ilizstra
she asks her reader to hear. She describes her encounter with Thornfellolvas finds his
mistress asleep on a mossy bank; he wishes to catch a glimpse of heefaiitfi@ut waking
her,” and instead of beholding her beautiful face, the lover finds thteeiss stone dead (361).
From this illustration, her reader is brought to the scene of the ruined Thorniiglshares
her feeling of total despair.

In this way, Jane finishes her life in Moor House with her sweet sister caumlriger
demanding brother cousin St. John Rivers. No matter how pushing and hard that he has
insisted in demanding Jane to go on the missionary life as his wife, Jane nevehaileglf
to subdue to her principles. When Jane leaves Thornfield without informing Rochester her
intention, Jane’s move is the most difficult, especially when she hearsaktrwalking

back and forth inside his room; whereas this time when she decides to leave Moor House,
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even for a short absence, her growing female dignity allows not even a secositiatibhe

If we describes Jane’s escaping from Thornfield is to get herself ouhpfagon, her fleeing
from the Moor House is to free herself from restraints which stands for an usegpeale
enforcement. In this sense, after one year’s strengthening of her festeimidation by

living with St. John Rivers, Jane finally finds herself ready to go back to Rocheste
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CHAPTER 6

‘READER, | MARRIED HIM”

The title of this chapter already indicates how the relationship betweeraddn
Rochester is moving forward, as well as the dominating role in this margags Btrongest
address of her reader throughout the novel. But before their marriage, Jane hasogmyhe
a difficult time in searching out what has happened to Thornfield dngngne-year absence.
After being exposed to the ruin of Thornfield, Jane inquires the cause of tlsedisaly to
be told a version of her own story, with a slight but serious difference about definihg wha

kind of person Jane is.

“There was a young lady, a governess at the Hall, that Mr. Rochdbkte+f&

“But the fire,” | suggested.

“I'm coming to that, ma’am—that Mr. Edward fell in love with. The servants
say they never saw anybody so much in love as he was: he was after her
continually. They used to watch him—servants will, you know ma’am—and he
set store on her past everything: for all, nobody but him thought her so very
handsome. She was a little small thing, they say, almost like a child. | never sa
her myself; but I've heard Leah, the housemaid, tell of her. Leah liked her well
enough. Mr. Rochester was about forty; and this governess not twenty; and you
see, when gentlemen of his age fall in love with girls, they are oftendike a

they were bewitched; well, he would marry her.”

“You shall tell me this part of the story another time.” | said. (363-364)

Apparently, Jane does not like her story to be told by another, especially bgrsomho has
never met her and known her before, for the reason that from this person’s perspactve
is a witch who uses her magic to make everyone in Thornfield love her, just agpthesion

she leaves on Rochester when they first meet that Jane has the abilityt¢h béesaorse.

58



For Jane, her power is not magic, neither is it witchcraft; instead, it pob@mtial growing
female power over patriarchal dominance that gives the illusion of perforh@ngitchcraft.

The another important reason for Jane’s impatience and unwillingness todistmn t
own story being told is that the inn keeper’s narration only stands for a part oflFavath
an imprecise judgment of the relationship between she and Rochestehisfbeetyear
self-rejuvenation and psychological development, when she comes back to Thornfiedd wit
much stronger heart which just turns over St. John’s persistent demand, she hopes that her
past story should be left behind as a history that will never be mentioned any more in
whatever kind of narrative. This argument about Jane’s repulsion of her pastsidigst
reveals the separation of Jane as narrating and Jane as narrates laescthe whole narrative
being made, the narrator Jane is able to include what the younger self waldingptaniell.

The reader is still with Jane Eyre as she enters the last period of étHife
Rochester; but her voice when calling her reader has gradually changedn® pomerful
sense, as manifested in her address: “Reader, do you think | feared him in his blind
ferocity?—if you do, you little know me” (367). As she develops, Jane hopes that her reade
develops with her too, in a way that all the subtle feelings that she is holding toward
Rochester should be completely understood. In this sense, her reader would betable to fi
more to Prince’s definition of the “ideal reader” that he/she is capablalefstanding the
subtle feelings of the narrator. Throughout the novel, from her childhood to adulthood, Jane
uses her communication with her reader as a control of her emotions. In Jane anceR®chest
meeting under this circumstance that they have been apart for a eag at Rochester

without being seen by him, Jane does not run toward him, showing her love at the very first
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sight at him; instead, she stands still, addressing her reader that “I shoulol diane a kiss
on that brow of rock, and on those lips so sternly sealed beneath it: but not yet. | would not
accost him yet” (367). She contains her feelings because she needs appeitiemity to
state what has happened to her during this year. She has been in self-control $irste her
acquaintance with Rochester; now she chooses not to lose this good quality whichdtso sta
for her female power when being presented in front of a man who used to be more
“masculine” than her now.

The supernatural calling of her name three times is proved to be from Roshester’
voice as he tells Jane that he actually made the claim. Jane’s reactssraigdeling of
exhilaration at such a coincidence than a plain statement to her reademgearather

control of her feeling:

Reader, it was on Monday night—near midnight—that | too had received the
mysterious summons: those were the very words by which | replied to it. |
listened to Mr. Rochester’s narrative; but made no disclosure in return. The
coincidence struck me as too awful and inexplicable to be communicated or
discussed. If | told anything, my tale would be such as must necessarily make a
profound impression on the mind of my hearer: and that mind, yet from its
sufferings too prone to gloom, needed not the deeper shade of the supernatural. |
kept these things, then, and pondered them in my heart. (381)

In fact, the supernatural power has affected Jane since her childhoodad-tbem scene;
therefore, the result of her pondering in her heart is to choose to say no more on this
supernatural coincidence is a self-protection that Jane needs for hdreatipernatural
power which leads to this coincidence may convince and remind Jane that the ghost that she
has seen of her uncle in the red-room might be real.

This novel is not simply a depiction of the heroine’s complicated and difficult life.

Whenever Jane is standing at a crossroad of her life, especially in adulthoeddeers
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being there for her, as a sign of speech to break the silence or to control Jaeds uther.

Her gradually increasing voice as the story progresses accompanieddwetturning of the
forced silence indicates that her determination and feminist attitude haradstronger. In

her childhood in Gateshead and Lowood School, Jane is accustomed to be browbeaten. Even
though she tries to resist the oppression from both her aunt’s family and Blockldhairst, s

fails because she is forbidden to talk. Her outbursts of emotions in Gateshead—to John Reed
after he throws the book at her head and to her aunt exposing that she is the real liar—only
lead her to a more terrible silence. As a young girl who is always mackettampled on by
others, her story reveals that what she really needed was a real pers@nwKeraeal help

and to whom she is able to simply express her feelings without thinking about theatfte

of her emotional speeches. In her life in Thornfield and in Moor House, Jane develops into a
stronger woman with resolute belief and unbreakable heart. Her reader, whilediidg

upon, witnesses her growing maturity. Jane’s strongest female poweradiethin the first
address of the last chapter: “READER, | married him” (382), as | have sedgeshe

beginning. She declares this marriage from a quasi-male perspective jsvilei a realistic
embodiment of her former view of Thornfield Hall as the dead lover. As a mattetpfhis
address has been noticed most by critics as an ultimate and climax tatiofiesf Jane’s
empowered manner of speaking, and Patricia Beer even wrote a booRé&#ddr: |

Married Him (1974) to analyze, using Beer’s own words, “the cause of female emancipation”
(ix). Therefore, | refer to this claim as the title of this chapter oflmagis to show that this

claim bears great importance. As suggested in my argument concermmgmibe

important role of that the reader plays in this novel, this address, functions as threleame
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the beginning of Chapter Eleven, signals Jane’s new period of life, only with difgrence
that the reader actually appears at the very beginning of the last chaggems that Jane is
willing to make her voice as audible as possible when announcing this important decision in
her life that she marries him instead of being married by him.

This novel does not end with a closure of her recollection. Because in the beginning
of the last chapter when her marital status is claimed, Jane literalfsbrarrated self back
to the current narrator self. Jane ends her past story with a brief conclidyotalé draws to
its close: one word respecting my experience of married life, and onelarieé@t the
fortunes of those whose names have most frequently recurred in this narrative,\and | ha
done” (383), and brings her reader to the current scene of her married lifaf@tes iher
reader that “| have now been married ten years” (383). From her strong voatedekcribes
the present life, Jane’s dominating female power is revealed by her smiftdtbng her
husband Mr. Rochester or “sir” to “my Edward.” She describes her life asdmawwas
ever nearer to her mate than | am” (384) and “All my confidence is bestowed ol hiis, a
confidence is devoted to me” (384), “I was then his vision... He saw nature—he saw books
through me; and never did | weary of gazing for his behalf and of putting into words the
effect of field, tree, town...” (384), which indicate that she is now standing in an egerl, ev
higher place than her husband. Rochester may never know that his wife has créated suc
work, recording her childhood and their love story since it should not be read by him because

so many secrets she has chosen to share with her reader instead of with himself.
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CHAPTER 7

CONCLUSION

Since the story is created as a recollection of Jane Eyre’s pasipldeence after she
has been married for ten years, and the Jane that narrates and the Jane thtgdsanar
separated, then what has happened to Jane during this ten-year blank when she chooses not
record her past life? The conjectures can be made in two ways. Filatieabas suggested
for herself, ever since she has married Rochester who has been impaired diunagshe
has devoted herself as a full-time companion and partner of her husband because he does
everything through her help. Jane also reveals after she closes heomarfraer earlier
story that her husband is able to vaguely behold things that are present befors. hirstbige
sense, Jane may consider create her autobiography when Rochester is in gradual
convalescence.

Compare to the first conjecture that results from objective factor, thecathjecture
may be demonstrated by the subjective reason that reflects Jane’s indevemrdult Jane
appears when using the present tense during several intervals of her nagitagvealirectly
or indirectly talks to her reader, about her present feeling when actudlhgwrer story
down as an autobiographer. As suggested in the arguments which revealingayaisg J
situation after leaving Thornfield and Rochester, when directly addgessirreader, Jane is

reluctant to dwell on the details about her vagrancy because her pride andvdigmityrot
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allow her to display the disgraceful part of her life, notwithstanding thetfatthe disgrace
is the result of Jane’s voluntary disowning her chance to be with Rochestell. iviaatl to
suggest here about the ten-year blank is that Jane has chosen to stay in voluntarfpsilenc
ten years, during which period she has gone through difficult time of denyipas$ter
experience. After she has given mature consideration to all aspectsgpashand present life,
she is finally able and willing to write about it, either as a mere recordaoreaenge of the
female figures who has been negatively involved in her story, albeit with releacfnc
revealing the intolerable details.

Whatever the possible reason for the ten-year blank of Jane Eyre’s lifeativeas,
or if we convert the question to “what the possible reason for Jane Eyre’s not iagdness
reader is,” her reader functions in great significance as a refieaftilane’s growing feminist
power by gradually increasing her voice during the address. Here we neecktbaxkrio
the issue concerning the relationship between Jane Eyre and Charlotte Brorti#aihe a
author of the whole fictitious story. Earl A. Knies points out in “The ‘I’ of Jape’E(1966)
that “Jane herself does not create Mrs. Reed, or Lowood, or Rochester’s pasplum St. J
Rivers and his sisters; she perceives and reacts to them, but she does not dominktis them
Charlotte Bronté who shows that Jane’s decisions are the right ones throughetimes patt
the novel” (555). Not only are the Jane that narrates and the Jane that is negratpaduated,
the autobiographer Jane is also separated with the actual author of this autokiograph
Therefore, stepping outside of the story itself, finally we need to return tuéstion: what
is Charlotte Bronté’s readership? In fact, Bronté’s readership may nothaedict.

When she first started creating poetry, she demanded reader’s responsendtiegoetry
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itself, or on the appropriateness of her becoming a woman writer; therefoxeatbeo
Robert Southey. She received praise of her work, as well as the negative tititaideher
being involved in literary writing as a young woman. Bronté was not discouragaspshe
continued to send her work to William Wordsworth for a mere literary criticmot requiring
any comment on her role in the literature career because she had det¢ontiee woman
writer, whatsoever the secular bias is concerning a female being a Asite the creation of
Jane EyreWilliam Makepeace Thackeray was the most welcomed literary perseadahis
novel. In this sense, Charlotte Bronté’s intended readership must have been neatslicent
especially when she chose sex-confusing “Currer Bell” as the pseudongnceather real
identity as a woman, which might seem in ambivalence with her decision to be a femal
writer. However, subconsciously her desire of a permanent reader with aaheattitsharing
and acquiescence of what she has narrated still haunted her, thus the storynigwthie
first-person narrative. When this story was written as a model of women stargbl
emancipation with the result of the triumph on the women’s side, Charlotte Bronté might
have predicted that in the long run, the theme of revolted and overturned patriarchyl societ
in this novel would have a great impact on people and critics’ minds after the fever and
popularity it had already aroused. The perfect combination between thearddbe
double-identity of Jane Eyre—the Jane who narrates and the Jane who is narrated, has
appropriately made up for the discord between Charlotte Bronté and the aatigat n@ith
divergent tastes in the real world. Therefore, on the one hand, through the address of the
reader, Bronté magnified the voice of Jane without informing Rochester thatidenéty

was an autobiographer; on the other hand, she had also expected that in the near future when
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her identity of being a female writer was disclosed to the public, her own vagstiV as
powerful and persuasive as the voice of “Currer Bell,” possessing the entyétat was
able to arouse interest and excitement in Thackeray, the literatyliging in her own life

period.
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