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Jane Eyre and Feminist Criticism :
From the Post-World War II Period to 1978
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. she [Jane] cannot live in dependence but must earn her bread. She has a
mind, too; she reads, she paints, she engages in logical argument, she displays a
biting wit. As she says herself, she is “a free human being with an independent

will.” She accepts entire responsibility for her own welfare. In a word, she is the

the first in English fiction struggling with

age-old and basic human problems.5

modern emancipated woman

B L7z, REVNHENOBR S N2BRLHEE V) Jane ~DOFE VR IE, KEELETO
Jane Eyre FF DN Z RTL S D TH D, {EH Charlotte Bronte DEE A2 FDF FII%IT LD
TeHAHTOHo7, ZDL ) Jane Eyre # 7 = I Z A LBHROBEM L FRER L, b
O OB E2EET ALV IH|EFR. KEZL LELIERS 1,

LA L% b Kl GERD Jane Eyre AL DM & (3512, 1960F AL UBARELT 2 7
IZALEBCEESO Lo T THLY, 72 I =X A#FFFEST 5, 1T Richard
Chase D Jane Eyre i CT®H % o 1D Jane Eyre SRR O KOFs#z, LBFE2EH L TWAHET
H5HIH, BT OHEFH R A S Charlotte (22 THFFE L 7= Rosamond Langbridge @ Charlotte
Bronté: A Psychological Study (1929) (28 % 517 TH Y . Langbridge DM E X EP L2255
T, T I MEL 2O LHENEEBICEA LTV S, HiZE 3 Bronte fEMICR S h b A&
ERBOFEREZRD L) IZHDOIANF - LFED, WP BERIEOMREL L > T
DIZEBRRTV 5,

The “principle” of life and thought in the Bronté novels is sexual energy; the
universe is the stone and flesh which make the energy palpable; it is a masculine
universe. Art is the representation of the “principle” as the Bronté heroines

perceived it embodied in nature, in man, in seraph, and in fiend.

Z L THAE THIER 2 ¢ Patrick (2 2W T3 . .. there is no doubt that Haworth Parsonage
was a man's society, . . . He [Patrick] was the living symbol of the nineteenth-century
patriarch”” & <X, BT ETEO %2 THIE X7 Bronte 726 DL HEAES % Si A &
EoTwhH I &zl L Twb, F£72, Thornfield Hall 258E1F % & 72 B, Rochester %%
Bertha #(59) & LTHRBIE RN &R o 2 ERICE L THF TR ZRBERB L T b,

Rochester’s injuries are, 1 should think, a symbolic castration. The faculty of
vision, the analysts have shown, is often identified in the unconscious with the
energy of sex. When Rochester had tried to make love to Jane, she felt a “fiery hand

grasp at her vitals”; the hand, then, must be cut off ®

LLEd & 9512, Chase @ Jane Eyre fwid Freud (2865 AHICFEH L - @B .LEFIZEDOWT
Wb 1930 LIEE. Jane Eyre (3WHHELR 72 I 2 X0 DE#H T b > T, I NIED
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TW7eds, KD 7 2 3 = X L#EF & Chase D Jane Eyre i &L DR AKDENCIIXRDOAIH 5,
Thabb, ffERLvaf VAOLBEFHNT TU-FThb, TNFETT7 2 I XL #|FFIHE
ELTELDOE, THOEFISCEHAERTL-DICLREL SNAWHEBMENE, T abbEHE
HTHoT, B 2 1X19324E 125 % S 72 Norman Collins @ Jane Eyre #1213 “There is some-
thing in Charlotte’'s propaganda for her sex that recalls that exquisite modern artist, Mrs.
Virginia Woolf, who has seen the connection as clearly as Charlotte saw it, between independent
means and an independent mind.”® & & 0, M BELHAREFNEL LYV EETLVE W) R
fif % BHREIR LT %, Collins 252 Z THHI % 28T TV 5 Virginia Woolf (1882-1941) D& H
A Room of One’s Own (1929) i3, #D % 4 PN RTEBY, THERET X2 5700 YHEY
FUOLEEBRZ LD THo72, TOMHO7 x I = XL H{FFE, BHHWBELLZEXR
HREBHENLE OBENT LW LZMNEEZ SO TWIEDTH 5,

— 7 ZHAZH L, Chase @ Jane Eyre i CI OBEFH 2 ENRBOHRLICL > T, &
BHLEE» S LEBFEAN, Ihd Chase 18T 2 THLv, 72 I X2HFANOBIED
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29 L-MEERROIEM L. 19484 I FKEK S N7 Chase D Jane Eyreiw\l i > 12D TH b,

Chase 28 L 72.LEFEWN T 70 — F O] 251960540 LARE D Jane Eyre BEZ212 1T kO 1
T BRIE., B 21319664 125 % & N7z Inga-Stina Ewbank @ Their Proper Sphere (2R, 5 Z
LA TE B, Ewbank £ 7 = 3 =2 AL ICHET 7 Jane Eyre 2 BB L TV A —ATH 5,

Intimately bound up with the drive towards independence in the novel is the
awareness that, ultimately, independence is not enough. Plot, characterisation and
every other element in the novels go to emphasise the other aspect of Charlotte
Bronté’s concern . . . . The real subject of all Charlotte Bronté’s novels is the
emotional and intellectual needs (the two inextricably related) of a woman, and her

. . - 11
art is the expression of a personal vision of those needs.

Ewbank {&. Charlotte 2RO TV 3 DIXBFEWEIL T TR L, HEXOPAFHOBEDOEEIL
OGN - MLETH S EBTWS, Ewbank 2548 L T2 "o FHn - M1
PVE, LREFIIEECLLZLEBNEEIBLTEBY., 3L b Chase 29/R LIZERBLER
HEOBHRAOEELEENICHED O OTIER VY, L L, BEHEVIWENZEELS
AR IERE & Vo 2R R REANE WO REOBENT, 19300 7 £ 3 = X 45 51960F
PBED T#HLwvw, 723 2Xa~bwy), MEEBROZLOBAE*ZOTTERDLTVD LW
Zho I LTIOEALRE, LEZZBHLA 72 I 2 AL RHFOLBREIPHETL0TH S,

I 7xI3I=ZXLEDER

1960FEMRBEELUED 7 = 3 = X 2 #|EFIE, LHEFE | FFIC Freud 278186 L 72RO F L &
U2 Lo TRENLGERBZZE T/, 2L Freud PEEFROEE. FICHE S
HOBAEEBOEEUFFERL TV ALLTHA ), B, KL IUEL L TEER
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F 72, Jane Eyre DAL Tz iE, B2 5 EAROLEIEHD ) T { EHF Charlotte
Bront¢ DLEELFHARY R T o/l ed, T0L ) R BERZBH LA 723240
BAEZBEZHII LI Vv, ¥4 5, Elizabeth Gaskell (1810-65) (2 & 5 {&7C The Life
of Charlotte Bronté (1857) (24 % 5§ ARl N E LD THEA K 5722 L I2X | Charlotte
DENELEREDEREIIR 25 EIIMEIN TN TH S, ﬁﬁﬁ%’i%kﬁ%
FARE L7/ Jane Eyre i3, O A Y IZMMZTEF IR ESNEEBSOESR % 5
War7-bDLER Lo LR ED» > T, EELvDO S Y &b‘)):/\@*%ﬁ@ﬁﬁnﬁ%
Tabeb otz Jane Eyre i3, CEFEIGHA L7 2 I XA/ FICL-> TR TFLTRBEDOL
FEMTHo7-DTH 5,

Z) LT Freud KHEFAFERBRLHZOERICL T, #NITHOT72I XL ICIRESRN
ZWH LVHEERP VOB LA, SITEFNSZ=210KFIL, ZRFRICDOWT
BEHRMLBF X LR LPSZOHMEEZ TH IV, TH=20EE L IZO)BHOEHE. (i)
Red Room ~®DB§:Ls, % L T (iii) Bertha Mason ~DB(s, TH 5,

(i) MOEHE

Freud LEZORHE DV 2HICHT AMEERIIZH I -TBY), ZDXHIZ—>
WEEHDTLEIDRDL2VIEBEY TR L LS LAWY, SITR7ZIZA b
FTEIFEH LB, KBV HOBRICHELIAMELT W O»IBEITFTWVI I,

Jane Eyre D 7 = I = X LA YEFF CHZOMIEH LR O—2 & L Tid, KEHESIZE
A EDLEMINEREIFTOENETHA ), Jane Eyre WEPNI- T 14 7 M) TEHTIIER
DIXFNFHEPFEFEICHAETH ) | FEREICBWTIRXE L 22 BHIEE I 2 ERE b o T,
O LIHBCBTREEDOTHEEDLDO THEN D DICTELR V. ZHEEFR Jane 12
EoThH, F—KOuPTREBVIFICEELME % 5O TW{EE Charlotte I2& 5T
BTRFELIETHo, 2OL) RRALS, KHERAEZICBT B LEDEHIL Jane Eyre
MREIBVTELDT72IZAMOMBERLHWL /2, CoCEH LA#RHFRO— A
Helen Moglen X, /NEBE IO Gateshead TOIZE Y — FICE L TRD L H IZHERTWB,

But it is from John Reed, the violent, spoiled, bullying son that she [Jane] learns
most painfully what it means to be poor and dependent in a world which respects
wealth and position. It is from John that she learns the meaning of powerlessness,

the meaning of being a female in a patriarchal society.12

KHERIERIZ BT 5 HEORBMAIEEIZ, KD Lowood % Thornfield 2B W T LI NE 2
METHY ., Jane Eyre D7 2 I 2 AL MEFFOF —~vD—2 5T 5,

HOEBRICETAT72I=2X200 ) —DOMEIX, I KD LEIIE & BE L
TWwa, BUHEPFLOMEAZEIIBN 7S DIEIHEL H o720, ZOLEDPTH T IZA M
LERER LR RR WV EOERICETLIIOT, HILBOBHRE~NDHEWE TS L
DEALEED, "FENRE,) L LTRRRRICEAT 22 2 HFshiatrbid, [
R ZBMEZ D DO TIEZVwE SN, RO LICEREELLN TV, Y17 M)
TR TRIENBERILZEOBRE L IR 2SN koL, FIDoTE LRV EEZS
NTWwiz, #0720 %F) LERE XHUNRLEBE, #hid TER, EMESI N, Jane
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Eyre \ZUHEHZEMICHIESEALZZ LWL, EP2 o LHOMRIREICHEEL 225512 &
NBEI o, BICHMARENERICES L) MBICEL T, RTHEXRD LI IZ
Rochester DHTZE Bertha L B L TERAICIY) EFohTwad, T2 TREHOEMIEER LI
[ OERIZ DOV T/ Elaine Shawalter DEZFEMPSFIHL TAHA LI,

Madness is explicitly associated with female sexual passion, with the body, with
the fiery emotions Jane admits to feeling for Rochester. In trying to persuade her to
become his mistress, Rochester argues that Jane is a special case: “If you were mad,”
he asks, “do you think I should hate you?” “I do indeed, sir,” Jane replies; and she is

13
surely correct.

COGHIPTHRNL > TEHEEIN A THOUMBHIIHL PICHEREEEIT LR TS, £
L T Showalter & Rochester 12313 % Jane DEIED % 22 b FDEBM L FHABM > T b M
HECL o THEESNELTHOUMKE L, FOIEIZL > TH 70 ENFIHEKADOTEEN,
INSIFIE T I AL Freud ICEAUDOLEBFEABH LA L TES LAMERERLE
Wz LI,

BHRLHESC LA ZHADLHENEBE ZAXL 0 THERICEREEOEFE TV
7xIZAMbid, B MEOREELAL2BHICOEFEE L, Bt XBEOBEEELALT
A A - 722 & R Freud DB L &6, BL LML OBRIIEGTHE LV ) LBk
TRZONDBE T EDNE o7 1930 LUBEOMB O 7 £ 3 = XL HEFF EEOERIZL -
T Jane & Rochester & DFEV D X FFHFMIICLWEMICLFELVWDHDE L THEL TN
L. 1960FERBEDEOTHF L VT 2 32X LIZBVWTIE, W28 H o705, ZA
DEFREPTELZDIDET LRI TEIBRERES T, ZI W VEBRERbAA, 2512 Jane
Y ELICREST S V) FRETIIEZVH LWARZBEEICRT L) 0o/, TDL)
LR A L TWwaABl L LT, Barbara Hill Rigney @ Jane Eyre i x R TH L 9,

Ultimately, however, as Jane seeks out Rochester in the final chapters to find his
house in ruins, his body crippled and blinded, his worst fears realized in the
depletion of his powers of masculinity, she finds herself his superior rather than his
equal .. ..

Whether sexual, political, or psychological, it is a terrible justice which Bronté
calls down upon Rochester. “My master” has become “my Edward” and Jane can

. . . . .15
aggressively announce, “Reader, I married him”.

Rigney 3 Jane % Rochester & X LB TIE AR, BEETAR L Zo ko LI ED
FTWwWb, IO ESS T “To preserve his own sexual identity, Rochester must rob Jane of
hers.”'® L b ~NTHLH, T A 5D Jane & Rochester DR AT TIIHE 2 F FEOHER
REZEL VS FMELDTHR B> TLESTVAI LD L, ZADOBRIZ, HOOH
DTATF VT 4T 4A—%RoFTEELODA T T4 TGS 50, HFLHILASE
Bhbwvors, ~HBOEGHRSFOMMBEEELTVEDOTHL, BREOMEIEH L £ 2124
VR EGAR 722 A5, Jane & Rochester DZNED R CHEN LD THE L WVIHE
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B DBBRVT VIR LD DI ko 7zDIIRKEFIL T, 72 I = X2 \FETEIRBEHAY
AT AL ET o TWwolz, 20 ok FEE LB Bertha TH B HICICE L T3k
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Charlotte Bronté also succeeds remarkably far better than George Eliot, for

example in depicting noncompetitive relationships between women . . . .

... The image of the two girls lying in a single bed Helen dies in Jane’s arms
—— with all its sexual ambiguity suggests the special intimacy of the bond between
women . . .. In many ways Charlotte Bronté conveys her conviction that intimacy
between women may be more profound, more balanced, than any union possible

17
between the sexes.

INIE T = I 2 XA HEFK Patricia Meyer Spacks DER TH 5 H%, L&l Charlotte 75 B
DEF2E LD, BWHEREZEOBRICIVERLTRAEL VWAL EZ TS, ZLTHEHD
Jane LM OZEEIH AW &L OBE L BELRICHIN, ZZICEAMENLZEZY bHAN-> TW03E,
T IZALIMED S LHIFEHLABETHY, MEOXNH D BRHhL 25, BN
ThHHBULBHEL R L2226, ZNRETEUERAEORBANDOBELOESHT - L i
L7 ENETEALD Jane & & b I2b o & B H|EFFRICHY LiF 51T & 72 Rochester i3
Jane DI ELE DA ELI, FRICRIH L THROLEBGEANDOEERI BT >0
ThHb, ZZTHEIF7 Helen DTN 12D, Moglen (X Gateshead DR FF Bessie 12 B D A4 X —
VEREH LT WA LS, %72 Maurianne Adams i3 Jane DEMAYELE 1X Rochester & D51 IC
LoTd7:6EN72DTid7% <. Moor House T® Rivers fifitk & DERIZL AL DTH B &,
THFREOBBROEESZBAL TV s.° Zokd iz, BUESBEAYAYEHE L2 LCk
0. Jane Eyre D7 = 3 = X LWEFF CTEREMETH 5 LM & DBERIZOWTORED LLEAHE L
TVozDTH 5,2

ZFDIIN Jane Eyre D 7 = I = A LFFCHICEH L7zb D& L Tid. Electra complex A%
EFIFHoNbTHA ), Electra complex & 3T FEDOHET, WAXBIIEEZ DL L.,
BB RTEMNE V) $hbh, BARELHONSE L LTR, BH2XEET LD
MRl B U2 EE R T & TH A, Jane Eyre |12 . . . there are twenty years of
difference in your ages. He [Rochester] might almost be your [Jane's] father."? & \»9 SEyk 28
& O . Rochester iZ Jane DXCHRIZO L VIFAHERKE VI REN EN TS, —{EE Charlotte
WCHAEMIT 2 L, ZEEPSIHEL D 72 XH Patrick #IEHE ITHE L TOWkTI8E 2 5, TEM
2o bZF L CEEHHEL2S b ZNIEMFR-LOMEE#RZIRZ 5125 TH - 72, David
Smith % ) LHEERL O -7 — AT, i3 Freud LEFDONHH 5, Jane & Rochester
DEFICEBHBDER T HAN > TW15*

PEDIEAIZH, “ablack pillar” & TEE E L% Mr. Brocklehurst {2 phallic symbolism % 7t/
W2 b0 2, Jane ICBLHRELCITE~ORM A /M T 2 0P, v VL XL2H 74 X
Lo B ERT A0 L, WICHE L MEEFERICEZEIChEL, 0
I, WLBEEEZERATAILIZE T, TN E T Jane Eyre fFFIZI3 %2 o 723 LR
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BERBRPRLLEELL, 723 2 X0 HFIZ0MLHELXRERTIMREFETH LM, Fh
\d Jane Eyre (2 & o THMBEEROILAKE W) HCHEBICKRELEELRIZLIZEVLS,
(i) Red Room "ML

1960FERBEFUBED 7 I =X A MFTCHBAFEDL LI Ik > 7-MEESD—2I2, Red
Room &% 5, ZHIIFEMDEHE. Gateshead Hall T Jane 75 Reed & D BT John \ZIKIL L 72 55
ELTHLRADONEHEDZ L TH D, TOFEM% X 522 Jane id Lowood IZE SN D
LI RBZDTHHN, ZOWWEBDA A — TV IZH%D Thornfield TH LI EL ELFKICLE
UBDEI N, WTFNOHED Jane D ANEICE KL BN BN E %25 TWwb, Red
Room (3 Z DL Y ICAREELIBEE L TALDEBTYEDDLIITETTHo727, 72 3I=R
MBIl ko TLEENLZIE, FICEAMOA A -V ERUDIIbNLILICE - TESLIZE
BRZEMELTEBEINE LI ol #7723 AL EHRIZE 5 T Red Room
BEDIHHEONTVDED0, Fl288FTELTAHAL,

ZD—21d, Red Room LW LA X =06 T7E, LEUVDOTHEBHRTHH, Moglen
DROBER*RTHLI,

. all the color of blood, of fire, of passion contribute to the fearsome
sublimity of the scene. It is a terrifying womb-world from which she [Jane] is born
into a new state of being . . . . Her fainting fit marks the end of the submission of

her childhood and the beginning of a new stage of growth.27

H—=F v, BB, T— TN I ORI ELFTIORELXFOLDOEBY DR THREVS &
¥, TIOERINLMBE, ZLTCIOFEGLZRIIET S Jane OF LV EBRE, on
55 Freud 2 EHMBEAFOT "FE, L) dbo TN LEEME LTHLVWEKLE
BLTwvAh, Red Room &\ 9 ZE DL D Tt (2B L Tid Showalter e L T 5,
e d £72 Freud OB LEFXEHAL TV 5,

The red-room to which Jane is sentenced by Mrs. Reed for her display of anger
and passion is a paradigm of female inner space: . . .

With its deadly and bloody connotations, its Freudian wealth of secret
compartments, wardrobes, drawers, and jewel chest, the red-room has strong

associations with the adult female body;28

Showalter (£ & 512, Freud IZABFWLZMEAEMZ 5 LI2L D, 2D Red Room DI IZ
PUPORADETHENE V) —HOBBFEILOBKRE O FHABM>TW5E, FLTINICEST
Showalter 2, 1960FLEFLUBEND 7 2 I 2 X LS IT-BAOKREL V2 2. Bertha
Mason DR\ EHmEEA S LTV DTH S,

Jane’s ritual imprisonment here, and the subsequent episodes of ostracism at
Gateshead, where she is forbidden to eat, play, or socialize with other members of
" the family, is an adolescent rite of passage that has curious anthropological affinities

to the menarchal ceremonies of Eskimo or South Sea Island tribes. The passage into
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womanhood stresses the lethal and fleshly aspects of adult female sexuality. The
“mad cat,” the “bad animal” (as John Reed calls Jane) , who is shut up and punished
will reappear later in the novel as the totally animalistic, maddened, and brutalized
Bertha Mason: her secret chamber is simply another red-room at the top of another

29
house.

PLE® X 312, Red Room B3 MM A A—J VDL NEI LIZE>T, U A ¥ Jane
DBRELEVEDLY 2O E LTHTHCEERMNETHOL L) Tk o272, TLTED
FEEMIL . Showalter 257% L7- & 5 12, Bertha Mason £ EMT A L TEHLIZ—EBEL TV
DOTH DY

(i) Bertha Mason NMDED

Bertha % Jane D b ) — DO HEK, HLOFH LT HMRI 213, 72 I = XL #FHEARD
BWELWZAETHAI, FITRIZ, 7x I XLIIBIT % Bertha Mason “@E@lﬂ‘@%i 0
WZDOWTEZ THRIZ,

Bertha (3% R KELLHT $ Tld. Rochester DME DB N ZE., b L {13 Jane &
DEBOBEL LTI 5 NHIEET, Jane X Rochester [ZHARBH O 2 ICHEFTF O 22 TR L
FoNBHEEIRED> 72 L LLFEWFEI Freud DEENFREL TL A e, HOERITH
THBLOEED, Bertha i3> FO— L TELRWHEMEROLS L L T4 ICER 250
DYoot AR, 72 I A FTEAWD I ORI Bertha (27 ER L7 WA
Craik DEREZRTHELI,

She [Bertha] is the embodiment of ungoverned passion, . . and demonstrates both
the power and the failing of Mr Rochester, who will not send her to Ferndean

because it is unhealthy, but insists on his right to act as if she does not exist.*!

Z 2 T Bertha I3#IH O & v () BEOILEE SN TWELY, TR LT A XD Jane

Lo S NB I L. R THo 7 Rochester L DEEICBVTIRLEON TS, K

2% Jane (23 LTV D 2 BHRIIMEMBERAD &, THH, 27V b0 LTI ORY

OWEFF L Bertha ZI 2 TV,

. Bertha % Jane L[ A—# T2 LWV BREFHEMIALIDOE, 19704 D James Hunt Maddox,
Jr. DL TH A D o HITRD L) IZHBRT W5,

Jane is Rochester, just as, to a lesser degree, she is Bertha Mason and she is St.
John Rivers. In this trio of characters surrounding Jane, Charlotte has externalized

. . , 32
in exaggerated form certain aspects of Jane's own character.

Maddox D SCIEIFIZ 7 £ 3 2 XA ICHED WL D TiE% v, Bertha & Jane DBLEIZ DWW T
LD AT EEIFT WA DIFTIE% { Rochester X St. John d R TV %, Maddox &
Bertha 2B L TIE A D& T T “Bertha is not only Rochester’s curse but also the threat of what
Jane may become.”® & BT HB Y. Craik DR L7z &) % TE#E, L L THAET % Bertha
F W BRI WAL TV b, LA L Bertha % Jane D A O—# L L THREDIT/2HRMADO LD
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LT, KOFLIZREVFEBICMET 5, Jane & Bertha 13— R T - 72 {2 AWEIEH
LE¥NTWD, TOZANTW2rRAFICELEBEDIT A L) BRIZ, #n720CTHEFIC
HEHHTH o725 Maddox 137 = I = X LI & 2 KK 7 Bertha sn BN DIFHE L 01X H %
RiLTwibwz b,

Spacks 1, 7x I Z XL IZHE DWT Bertha DEZEM % FER L, Bertha ¥ 8 T A > Jane &
FEERICE DT ROOBEFRTH 5, i id T 3 “The “external force” is the mad wife
[Bertha] lurking in the attic, a melodramatic figure epitomizing one of the novel's central

concerns.” LB T/IFIZ BT B Bertha DEEMEZIERH L. X 5I1KD L H IR TW 5,

In the distance she [Jane] hears the goblin laugh and “eccentric murmurs” of the
maniac she thinks is Grace Poole, the woman who objectifies the dangers of that

anger which Jane somewhat precariously controls.*®

Spacks X Grace Poole (ZEPFEIZIE Bertha Mason) %. Jane WHL AN I fu—LLTw
LEYOFEREEEFRE LA EIRZ ., Jane & Bertha DBHE L DL M) 2 BER L 72,

Bertha % Jane D H EHE L., Z_ADE—M%ido 2 ) ERL &Y OMFFELK L Helen
Moglen T& % 9, Moglen 7' Bertha DEEMUAME L T2 LIdHLA2TH S, iz E
THROMFFR L U < Bertha ? Jane (28 T2 TEf, & LTOREEBL, 22256
SICBUOHER~ORIL, LA AREH, MEEANHELHREOSIIIILERLHERHL, £
LClane DE_DOBEFKE L TD Bertha DEFRNEREERL T4,

Berthe [sic] has from the beginning functioned as a warning against the
consequences of Jane's desire for emotional release, her longing to cast aside
conventional restraints . ... She is the menacing form of Jane's resistance to male
authority, her fear of that sexual surrender which will seal her complete dependence
in passion. Berthe's joyless laugh is a metaphor for sensuality without mind, feeling
without control. She is a jealous, vengeful mother who prohibits marriage to the

beloved father. An androgynous figure, she is also the violent lover who destroys the

integrity of the self; who offers the corruption of sexual knowledge and power
essentially male in its opposition to purity and innocence.
.. .. As Berthe's importance as an alter ego for Jane is central in the novel, her

importance in Rochester’s psychosexual development is crucial as well.*
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However, Bertha is as much a doppelganger for Jane as for Rochester: she serves
as a distorted mirror image of Jane’s own dangerous propensities toward “passion,”

Bronté's frequent euphemism for sexuality. Bertha embodies the moral example

which is the core of Bronté's novel in a society which itself exhibits a form of
psychosis in its oppression of women, the price paid for love and sexual commitment
is insanity and death, the loss of self. Female ontological security and psychological
survival in a patiarchal Victorian age, Bronté maintains, can be achieved only
through a strong feminist consciousness and the affirmation of such interdependent

values as chastity and independence.37
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Charlotte Bronté recognizes the difficulties of woman'’s lot; but her sensibility is
not revolutionary. With her profound faith in the value of emotion, she appears to
accept as given the woman’s psychic need for dependency and for control, and the
close relation between them. Her fantasies provide images of how these needs can be

fulfilled; but she implies no criticism of their existence.>®
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Jane's money and social status, even her confidence and self-knowledge, would not
have defended her against the arrogance and pride supported by society through its
laws, its structures, its attitudes, its mythology. Nor would her new position, her
developed self, have protected Rochester from the fears and actual dangers
associated with the “masculine” role assigned to him.

So strong are these external forces that the reduction of Rochester’s virility and
the removal of them both from contact with society are necessary to maintain the
integrity of the emergent female self . . . . Bronté's myth reflects those social

limitations even as it attempts to define a new feminist freedom.*°
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