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–

<Jane, be still; don't struggle so like a wild, frantic bird, 

exert to leave you.=

domestic sphere; then it will move towards an analysis of the dichotomy of the "Angel in the House= 

3 the <monster= 3



–

3

a woman writer must examine, assimilate, and transcend the extreme images of <angel= 

and <monster= which male authors have generated for her. Before we women can write, 

declared Virginia Woolf, we must <kill= the <angel in the house.= In other words, women

must kill the aesthetic ideal through which they themselves have been <killed= into art. 

And similarly, all women writers must kill the angel9s necessary opposite and double, the 

<monster= in the house […]. the images of <angel= and <monster= have been so

throughout literature by men that they have also pervaded women9s writing to such an 

extent that few women have definitively <killed= either figure. Rather, the female 

what Mary Elizabeth Coleridge called <the crystal surface.=

poetry, Dante9s Beatrice, and Petrarch9s Laura all 

3

, and Coventry Patmore9s 

definition of this Victorian ideal. A woman9s greatest purpose 

was to serve her beloved husband since <to please is woman's pleasure=, she must maintain a decorous 



like domestic sphere, she <loves with a love that cannot tire= and even if she were to 

suffer pain from her spouse, she <seems to think the sin was hers=.

erasure are part of this ideal of femininity. Patmore9s poem had such an impactful 

behave within the domestic space and the duties they should attend to. The concept of the <angel in 

the house= wholly summarized a woman9s prescribed role as a devoted wife and mother. 



. In John Keats9s 

48La Belle Dame sans Merci

Thee hath in thrall!9

anxieties about women9s increasing social and sexual autonomy in the 19

3

3 3

3

Grimm Brother9s version of this tale, she pushes herself to the point of consuming Snow White9s 



As argued by Gilbert and Gubar, female writers must <examine, assimilate, and transcend the extreme 

images of <angel= and <monster= which male authors have generated= for them since, historically, 

a destructive force is evident in many women writers9 works.  Charlotte Brontë9s 

<madwoman in the attic.= Bertha embodies the female monster, yet she is also a victim of patriarchal 

(1931) that women writers must <kill= the 



–

3

gender roles: women were expected to embody the ideal of the <Angel in the House=, which depicted 

framework, a woman9s primary duty was to maintain a harmonious domestic sphere, acting as a moral 

were secluded in what Getrude Stein called the <patriarchal poetry=

However, it is most noticeable that a change of pace occurred right about this time, an <impulse to 

society=

contribute to each other9s works and convey their ideas, emotions and opinions on paper.  

the ruler of a fictive world, possessing a <phallic= 

power, arguing that women9s writing lacked the <male thrust=

implied that women9s productions stem from emotions rather than actual intellectual power. Male 

y <owned= female characters, while also limiting their autonomy; and just as men have the 

capacity to beget texts, they also <create= women in literature, often depicting them as passive or 

E. S. Neel, 8The Talking Being Listening: Gertrude Stein9s <Patriarchal Poetry= and the Sound of Reading9
3



Elizabeth Coleridge9s poem 

4

4

Whate9er it was, the hideous wound

The dying flame of life9s desire,



4 4

The prisoner is trapped inside of the mirror/text, and though <not a sound/Came though the parted 

lines of red=, her suffering is undeniable and can be clearly felt. She can still exert authority over her 

3

3

piphany: <I am she!=. 8She9 is none other than an imprisoned, silenced self, trying to defy the male 

<Angel of the House=. In Coventry Patmore9s poem

4

4 4 4

4 4

she slipped behind me and whispered: 9My dear, you are a young woman. You are writing 



your own. Above all, be pure.9 And she made as if to guide my pen.

ressure exerted onto women to <be sympathetic, 

be tender= and to <flatter; deceive; use all the arts and wiles= of the female sex. This struggle shows 

truly free if she tries to conform to the image of the <angel=:

The survival of the author9s authentic voice 3

3 depends on the destruction of this idealized femininity. The angel9s very existence 

is a threat to the author herself, since she <would have plucked the heart out= of her writing. If Woolf, 

have lost her ability to express what she thinks <to be the truth about human relations, morality, sex=



–

of the anxieties of a domestic confinement imposed onto the <Angel of the House=. Haunted 

3

3

These spaces also act as a critique towards patriarchal control overshadowing women9s lives, which 



[…] sinister, disturbing, suspect, strange; it would be characterized better as dread than 

the reader is left in a state of uncertainty. For instance, Henry James9 novella 

all a figment of the governess9 imagination, magnified by the eerie atmosphere of the manor. In <Das 

Umheimliche=, Freud anticipates the discourse of

According to Gunning, the uncanny can be understood as a <reading 

position founded on a prolonged uncertainty about the nature of the fictional world.=

weren9t positioned in a certain way are completely rea

lay the concealed secrets and stories that took place within the domestic sphere. In James9 novella, 

< = 3

8 9



<visions= stem from the governess9 precarious psyche mirrors the fears of women confined to the 

traumas, or even, as it happens with James9 novella, the suppressed voices of women, silenced by the 

patriarchal structures that ended up destroying them. It9s commonplace for Gothic texts to represent 

own, <remembers= the injustices and atrocities committed within its w

that takes place when women are considered too <mad= to be in contact with society. 

act of resistance against the very system that seeks to control women9s bodies and minds. 



as female spaces. A room9s size, design and etiquette would reflect and reinforce both the gender and 

women9s bodies with domestic interiors becam

representing the woman and vice versa: <the woman was seen as the embodiment of the home, and 

in turn the home was seen as an extension of her=.

themselves to align with their domestic spaces. For instance, Jacob von Falke9s 

(1878) suggested that a woman should be <the noblest ornament of her ornamented dwelling.=

Similarly, visual art, such as Childe Hassam9s 

economic activity outside the home, women9s identification with the domestic sphere solidified, with 

8Woman9s Domestic Body: The Conceptual Conflation of Women and Interiors in the Industrial 
9



upkeep of the home to the grooming and care of the female body. Bachelard9s 

to a broader sense of 8tone9. From its roots, the Gothic has evolved across different literary and artistic 

forms, from Victorian melodrama to Edgar Allan Poe9s short stori

Fred Botting argues that the Gothic expresses an <unconscious desire, a release of repressed energies 

and antisocial fantasies=.

<unspeakable=,

3 3

Victorian Women9s Writing



unreliable or limited narration, aligning the reader with the heroine9s often distorted perceptions. On 

rationally, as psychological manifestations of the heroine9s fears reflected by the environment around 

[…] creates a Looking

entirely different world, exposing the perils lurking in the father9s corridors of 

3 <Gothic9s twin fascinations= 3

political fears: <social forces so vast and 

impersonal that they seem to have supernatural strength.=

separation from the past: <The pleasures of horror and terror came from the reappearance o

long gone.=

lineage where <political revolution, industrialization, urbanization, shifts in sexual and domestic 

Women9s Studies, Vol. 33, No. 1, 2004, pp. 47



organization, and scientific discovery.=

3 3

3

influencing its occupant9s subjec

3

object undergoes an imaginative <renovation= as authors use these sites as vessel 

8 9



Botting argues that <Gothic atmospheres – –

disturbing return of pasts upon presents and evoked emotions of terror and laughter.=

Horace Walpole9s (1764) and Ann Radcliffe9s 

According to Emma Liggins, <haunting in its broadest 

being trapped in the past.=

3

3

3

events. The story builds towards a climax, revealing the house9s dark secrets, often culminating in 

The Architecture of Evil: H.P. Lovecraft9s 8The Dreams in the Witch House9 and Shirley Jackson9s 
8The Haunting of Hill House9

The Haunted House in Women9s Ghost Stories: Gender, Space and Modernity 1850



haunted house reflects women9s identification with domestic spaces, as dictated by the separate 

emale authors <inherited a series of themes and images of women victimized in 

their own homes=

<semiological process of signifying the domestic space=

walls, locked doors, and hidden passageways embody the constraints placed on women9s lives. 

8 9



The uncanny in haunted houses is deeply connected to Freud9s idea of repetitive compulsion 

(8Wiederholungszwang9) 3

arguing that Gothic literature helps reactivate and confront repressed trauma that, in Massé9s terms, 

<unspeakable.=

and denies women9s identities and coping mechanisms.

nature of women9s oppression:

Repetition in women9s Gothic mimes the claustrophobic circularity of women9s 

The descriptions of the house9s design, layout and atmosphere have an ulterior motive: that of 

the <female double immurement= in two contexts: first, in the 

3



Gaston Bachelard9s 

in amniotic fluid. The house is a <human being9s first world=, a space that is <enclosed, protected, all 

warm=, and inside of it the child is <bathed in nourishment=. Bachelard9s nostalgic view of the home, 

ny. Freud, however, links the uncanny to the womb in <Das Unheimliche=, arguing that 

fears of being buried alive stem from distorted fantasies of <intra uterine existence.=

[…] the womb is represented in the horror film in at least two main ways: 

daughter, but also between the wife and the husband, showing how women9s identities are shaped 

Endless House, Interminable Dream: Shirley Jackson9s Domestic Architecture and the Matrophobic 





–

3 3

as both a place of confinement and one that reflects the main character9s hidden fears and traumas. 

female <angel= and the <monster=. Bertha Mason, the <madwoman in the attic,= is not just an obstacle 

to Jane9s love story but also represents suppressed fears about race, gender, and sexuality in Victorian 

control women and a silent form of expression. In the end, Jane9s return to domestic life 3

3

The investigation then moves on to Emily Brontë9s 

<demon= is portrayed in a more atypical and unusual way. Catherine Earnshaw, the main character, 

and constantly changing. Her <demonic= traits aren9t shown through 

Bakhtin9s theories, 



3

in the governess9s mind 3

ghts how the governess9 voice is put under scrutiny and mediated through layers of 

the story. James9 text can be used as a mirror reflecting Victorian fear

that were available to women at the time: the mother, the whore, or the lunatic. The governess9 

3

3

3



–

<8 9 8

3

9=

Walpole9s 

Walpole9s novel,

a <failed home= that has either <lost its 

from the home in a grotesque reenactment of God9s punishment of Satan, Adam and Eve=.

9s 

3 upon Ellis9s allusion to Milton9s 

3 complicates the notion of the <failed home= by doubling the wife. 

<helpmeet=

and weak but also suffers <from literal and figurative sickness unto 

death=, monster9s 

3

Lilith is considered as Adam9s first wife 
different cultural contexts. In Goethe9s , Faust and Mephistopheles encounter a <pretty witch,= and 
Mephistopheles says that the woman they see is <Adam9s first wife. Beware of her. Her beauty9s one boast is her 
dangerous hair. When Lilith wounds it tight around young men she doesn9t soon let go of them again= (lines 4206
A noteworthy feature of Bertha is her wild hair, which is <dark= and <grizzled=. (p. 387).



help the husband9s character development, and the monster must be killed or conquered by the man 

symptomatic of the female author9s divided self, reinforcing the notion that they are bound to the 

<Bluebeard Gothic=, which is <a specific variant of the Gothic romance that uses the 8Bluebeard9 

fairy tale as its key intertext.=

9s noting that the novel is filled with <

= and <the […] 

as <a corridor in some Bluebeard9s castle=

second wife9s journey of self

expose the fragility of the wife9s position within the 

, were disturbed <

heroine9s refusal to submit to her social destiny=.

Bluebeard9s Accomplice: 8Rebecca9 as a Masochistic Fantasy
3



3

food and raiment, the friends, companions, and instructors of her helpless youth…. On 

Ultimately, what horrified the Victorians <was Jane9s anger=.

, provided Brontë with a space to explore this <rebellious feminism.=

Initially, Jane comes to occupy a very ambiguous position as Thornfield9s governess. Her first 

she describes the <long front of a house: candle

window: all the rest were dark.= the meaning of Jane9s initial

and a dependant, and she retaliates with such a ferocity that renders her feral like a <rat= and a <mad 

cat= in the eyes of the observers.

and she remarks that she <was a trifle beside myself; or rather 

say.= She is locked in what Gilbert and Gubar describe as a <patriarchal death chamber=

Mr. Reed, Jane9s father figure <breathed his last.=

of disassociation. While considering ways of escaping imprisonment, Jane sees in a mirror a <strange 

l else was still: I thought it like one of the tiny phantoms, half fairy, half imp.=

define as <a third, even more terrifying= method of escape than starvation or flight: <escape through 



madness=. After seeing a strange light, Jane remembers that <m

=

from Jane9s childhood will construct her 3

3

observed that, through the lens of Foucault9s panoptical 

carceral network, <

.=

recovering in the nursery, the first thing she sees is <

predominating sense of terror confused my faculties.=

nursery9s barred windows and oppressive atmosphere as an extension of her captivity. 

the monstrous part of herself is bound by the carceral network, and she is <

= After Gateshead, <a  microcosm of the well disciplined school=

prison of rage in Jane9s time at Lowood. The red room9s symbolic prison is replaced by a more 

she steps outside of herself again; she was placed on a stool <by whom I don9t know: I was in no 

=

Foucault as the more civilized version of public, Early Modern punishments. Mr. Brocklehurst9s cruel 

From the Red Room to Rochester9s Haircut: Mind Control in Jane Eyre



Brocklehurst is removed from his position of power, Jane <

regeneration, for eight years: six as a pupil, and two as a teacher.=

freedom but for <a new servitude=

<

class wives and the paid labor of their servants.=

3 <

and a rejection of her pregnancy and femininity.=

Brontë9s personal struggles manifest in Jane9s 

. In Kristeva9s terms, Thornfield becomes 

repetition of the abject that is <the 8object9 of primal repression […] the ability of the speaking being, 



always already haunted by the Other, to divide, reject, repeat.=

the ultimate threat to Jane9s already fragile equilibrium as governess. These parts of her are thrown 

9s work <

= and Bront <

4 4 in what is alien.= Expanding on Levenson9s 

movement and change, which is in opposition to her previous abject feminine rage. Her <sole relief= 

<

forwards, safe in the silence and solitude,= where she could <open my inward ear to a tale that was 

3 a tale my imagination created.=

3

described only as <Creole= 3

Brontë9s Domestic Uncanny



<becomes a more powerful synecdoche for the West Indies 

3 =

: she is both English enough to be an aristocratic wife and <mad= enough to be 

English, but as <other=. 

<a necessary yet disturbing intruder= in the English aristocratic manor.

<Bertha, in other words, is Jane9s truest and darkest double = a physical manifestation of Jane9s 

However, their connection cannot be reduced to mere psychological mirroring. Bertha9s racial 

While Jane acts similarly to how Bertha does at different times, Jane9s <whiteness= gives her 

privileges that are denied to Bertha. As she is Jane9s <dark double=

<not self= that Jane subconsciously projects her fantasies onto but 3 because of Jane9s identity as a 

3

Jane9s growing awareness of her limited position as a woman is accompanied by an increasing sense 

3

3 and remarks that <

necessary for their sex.= After saying this, immediately Jane recalls <Grace Poole9s laugh: the same 

murmurs; stranger than her laugh.= Grace Poole9s 3

later revealed to be Bertha9s 3 <uncannily echo the murmurs of Jane9s =

double < 3

3



common with the other.= Jane and Bertha9s minds are each other9s reflections through the murmurs, 

but Bertha9s laughter also hints at the fact that she to Jane9s reflections. It 

Bertha is not only aware of Jane9s thoughts but 

By laughing at Jane9s musings, Bertha reinforces her active influence and acts as a 

While Jane9s 3

3

In order to explore the climax of this doubled relationship and Rochester9s confession, it is important 

<the 8getting dressed9 part of home.= Yet the agency behind Jane9s outfit is 

3

exerted by clothing is acknowledged by Montz, who states that like romance fiction, clothing is <

called frivolous 8feminine concern9 […] because it is for women, by women, and about women 

and women9s concerns, both facilitating and curbing agency.=

. Women9s Studies, 



On the eve of Jane9s wedding, she <dreamt= of <

she had on: it was white and straight; but whether gown, sheet, or shroud, I cannot tell.=

9s wedding dress 

Bertha9s

the <dark, oblong glass= she once saw a monstrous <imp= in the 

red room9s looking glass. Like the <imp= Jane saw in the past, t

monster, this time < 3 the Vampyre.=

Jane9s childhood, however, this figure doesn9t merely stares at her from the red room9s small, cold 

3 wears Jane9s veil, looks at herself for a moment before 

<rent it in two parts, and, flinging both on the floor, trampled on them.=

the uncanny space of the attic has ushered into Jane9s conscious mind, and the physical aspect of their 

Rochester9s secret 3

3

room from Jane9s childhood <without a window there burnt a fire, guarded by a high and strong 

=

3 n eerie version of Plato9s cave, where 

Jane watches Bertha as she runs <backwards and 

forwards,= and says that <



=

The only clear sign of Bertha9s humanity is her clothing, yet this very marker also confines her within 

3 Rochester9s mocking declaration , <that 

,=

Jane9s reaction to Bertha9s plight is telling. She immediately understands that she cannot stay with 

on Bertha9s suffering

Jane9s escape 

3

3

Jane9s return to Thornfield is triggered by an eerie, supernatural moment 3

she feels her <heart beat fast and thick=, which happens also when she 

Jane hears Rochester9s voice call out to her three times. This deep, psychic connection 

compels her to reject St. John9s 

telepathic call as <

=, hinting at the fact that Bertha is no longer an 

Jane9s feeling rings true;

9s emphasis.



3

3

3

This description, like Jane9s stay at Thornfield, swerves abruptly off course, as the lover soon notices 

that his mistress is <stone dead=. Reading this strongly physical, sexualized description along with 

Jane9s deconstructive relationship with Bertha, J

3

Apart from Jane9s metaphor, Bertha9s factual death is 

Thornfield9s destruction, 

isolation, combined with Rochester9s physical disabilities and loss of status, together with Jane9s 

plentiful inheritance, is what allows for the <marriage of true minds= that Jane always wante



<tamed,= while Jane, bolstered by her inheritance, enters the relationship as an equal.

reflecting on her nuptial bond with Rochester, quotes Genesis, emphasizing that she is <ever more 

absolutely bone of his bone and flesh of his flesh.=

3

3 intend to downplay Brontë9s 

ue that <

understanding the ending is to see how Jane9s imagination has been reformed by the time she settles 

,= as below the apparent paradise, <

social sphere.=

3 3 as the <helpmeet=, but she will 

never again be part of Bertha9s thrill of playing with fire.                                     

3 3

Brontë9s novel engages with a symbolic triangular dynamic: Adam (Rochester), Eve (Jane), and Lilith 

ultimately reinforces the constraints she once resisted. The novel9s conclusion suggests that true 



–

<I wish I were out of doors 3

words? I9m sure I should be myself w

hills...=

in Lewis9s 

century ideals of virtue and sensibility. In these early Gothic texts, the female demon9s aberrant mind 

<

= < = 

<[t]here is no 

overt questioning of the validity of the social system that serves women9s needs so poorly=

. Oxford World9s Classics. Oxford: Oxford University Press, 2009, p. 149.
<Sentiment versus Horror: Generic Ambivalence in Female Gothic and Ann Radcliffe9s

.=



< =

as <a dynamic process of 

n, reaction, and counterreaction, a perpetual writing and rewriting= within the Gothic mode.

from traditional Gothic formulations, through the Sentimental Female Gothic9s endorsement of 

analyzing Catherine9s domestication reveals the importance of performative agency and how it 

facilitates the female demon9s acceptance into a feminized, domestic spher

and Gothic theoretical frameworks, this chapter aims to argue that although the female demon9s newly 

undaries of the domestic space, Brontë suggests that the demon9s domestication will also be her 

3 3

reflects the genre9s intensifying concern with the tangible 

lives, including <confinement within the 

sexual energies= < =

<Sexual/Textual Politics of Terror: Writing and Rewriting the Gothic Genre in the 1790s.=

, <Some strange and spectral dream9: The Brontës9 Manipulation of the Gothic Mode.=



< = echoes Mary Russo9s theorization of the grotesque, which she defines broadly 

as any <deviation from the social norm= a concept that is particularly significant given that <the 

female is always defined against the male norm=.

<shape shift= in order to hide her true <demonic= self, while also roaming freely inside of the domestic 

It9s important to note that

3

3

for <shape shifting=

dissolution of the female demon9s identity the female demon9s

Ultimately, Brontë9s narrative 

<in order to be more 



its basis the increase of women writers and readers=

ntë9s female demon. Catherine Earnshaw9s decline is 

precipitated by her encounter with the less threatening, feminized figure of Edgar Linton. Brontë9s 

to the conventional pattern in which the heroine9s 

Catherine9s decision to marry a feminized male figure 

Catherine aligns herself with a <safely feminized man= a <safe= marriage, putting 

security over passion. However, Edgar9s inability to 

necessitates external intervention: the Lintons' bulldog symbolically <drags Catherine kicking and 

screaming, into the other, proper world, with its other, proper husband=

<fetish…, a new object that they can shape into social 

conformity= Edgar9s bourgeois status demands the suppression of Catherine9s 

< =

Heathcliff9s return

forms such as <over exposure,= spectacle, and risk

<



to the damnation of the individual=

Catherine9s childhood to 

parents9 and Nelly9s patience: <[h]er 

4

everybody who would not do the same… a wild wick slip she was4

=. but it actually hints at Catherine9s

, Catherine9s selection of a whip as 

<carries associations of domination and the outdoors=

moments illustrate Brontë9s construction of a new 

seen in characters such as Lucy in Braddon9s Lady Audley9s 

. Judith Butler9 9s female demon: 

the female body and women9s place in society

Complementing Butler9s the female grotesque as <multiple and 

changing,= <static, self contained, symmetrical, and sleek=

, artifice and performance emerge as the female demon9s most weapons. Catherine9s 

3

<Emily Bronte and the Technology of the Self.=



3

counterpart, Isabella9s adherence to the classical feminine ideal precludes

<public sphere=

distinction between <being= and <seeming,= 

the right to <seem,= from the burgher, who compelled to <be=

3 3

of the reading audience, noting women9s 

< =

women9s 

women9s knowledge as a crucial factor in their marginalization. Within the private sphere, women9s 

< =. Women fit into a realm disconnected from public knowledge, a place that 

<assumes characteristics of realms of obscurity discovered, or produced, by disciplines of 

knowledge=.



her father9s

<Why canst thou not always be a good lass, Cathy?= And she turned her face up to his, 

and laughed, and answered, <Why cannot you always be a good man, father?=

< =

Catherine9s true nature flourishes untamed on the moors, a space Ellis describes as a <world 

made gender divisions= . Yet Catherine9s early displays of dominance and 

3 3 < into= 

Catherine9s wildness and resistance to conventional norms. Over time, 

the <language and gestures of sensibility=

Catherine9s literal 3 3

Skulker, the Lintons9 bulldog, whose attack forcibly extracts her from the wild moors into the refined 

<Terror, Transcendence and Control in Ann Radcliffe9s and Charlotte Dacre9s
.= Century Women9s Fiction: Speaking of Dread.



from the <wild, hatless little savage jumping around the house= into a <very dignified person, 

with brown ringlets…and a long cloth habit which she was obliged to hold up with both hands that 

she might sail in= Catherine9s <double character=,

when Catherine9s 

Edgar9s 

<

mystery= of her performance. Nelly9s admonition to Edgar <[t]o take warning and begone! It9s a 

kindness to let you have a glimpse of her genuine disposition=

appealing to Edgar9s sensibility by 

Having internalized the <discipline of sensibility= under the guidance of her domesticated male 

sensibility for Edgar, she unconsciously reverts to the <language of sensibility=

Heathcliff. Catherine9s gradual assimilation into the domestic



thus more susceptible to Heathcliff9s 

, Heathcliff9s own transformation fortifies his position. By 

Catherine. Heathcliff9s ambiguous origins, emphasized by his dark complexion and gypsy

<insists on a kind of =

Catherine9s 

refinement at Thrushcross Grange, lamenting to Nelly, <I wish I had light hair and a 

be=

This symbolic <rebirth=

image as the <self made man=

Catherine9s romanticized ideal and positions him

<performative in the sense that the essence or identity that they otherwise purport to express are 

fabrications manufactured and sustained through corporeal signs and discursive means=

Heathcliff9s transformation can be understood as a successful performance of masculinity and class 

his return, is struck by the profound change: <I was amazed…to behold the transformation of 

formed man…A half

the depressed brows and eyes full of black fire=

demon9s continuous metamorphoses, Heathcliff9s transformation occurs offstage, and crucially, his 

<9Heathcliff is Me!9: and the Question of Likeness.=



< =

boundaries. Catherine9s 

Heathcliff9s return triggers a profound psychological crisis

When Catherine doesn9t recognize her own 3

confirmed by Nelly9s statement, <It was , Mrs. Linton= 3

. It is precisely this role as <Mrs. Linton= that Catherine can no 

confronts her: <[y]ou teach me now how cruel you9ve been 3

own heart, Cathy?... You have killed yourself= Catherine9s disintegration of 

vulnerable, fully subject to Heathcliff9s power, and initiates her final transformation into the 

Catherine9s spectral fate is sealed through Heathcliff9s curse: <Catherine Earnshaw, may you not rest, 

as long as I am living!... I cannot live without my life=.

earthbound, caught between worlds by the force of her demon lover9s will. 

3 telling Nelly she would be <incomparably beyond and 

above you all= 3

9s emphasis



encounters her spirit, he grasps it violently: <I pulled its wrist on to the broken pane, and rubbed it to 

clothes: still it wailed=

Catherine9s final subjugation. No longer mutable or elusive, she is reduced to the traditional Gothic 

< =

This reconfiguration of the Gothic archetype coincides with Brontë9s broader strategy of subverting 

in terms of language, not characters and locations. By applying Mikhail Bakhtin9s theories, it is 

possible to analyze the textual meaning of the novel too. Bakhtin9s 

as found in the OED, is defined as <the coexistence of multiple language varieties within a notionally 

social, ethnic, professional, etc.) that coexist within a notionally uniting dominant form.=

3



3 3

underscores the novel9s preoccupation 

history. Emily Brontë's decision to publish under the pseudonym <Ellis Bell= in 1847 initially 

is destabilized in several ways. Firstly, the name <Ellis= is not exclusively male but androgynous, 

echoing the pseudonyms <Currer= and <Acton= adopted by Charlotte and Anne Bro

Lockwood9s narrative authority is quickly subordinated to that of Nelly Dean, whose embedded 

storytelling comprises the majority of the novel. Brontë9s manipulation of narrative voice thus 

Mikhail Bakhtin9s theory of dialogism in the novel.

This dialogic approach is also reflected in the onomastic strategies of the text. The name <Heathcliff= 

operates as both a singular forename and a surrogate surname, signaling the character9s ambiguous 

4

of this name is complicated by its reappropriation: it originally belonged to the Earnshaws9 deceased 

gesting an implicit right to inheritance. Moreover, the name <Heathcliff= echoes the physical 

environment of the Heights, much like Lockwood9s explanation of <Wuthering= as denoting violent 

The naming of Catherine further illustrates Brontë9s critique of patriarchal naming conventions. The 

3 3

Catherine9s movement

<Catherine Heathcliff= never legally materializes, existing only in Catherine9s declaration, <I am 

Heathcliff,= a moment of ontological fusion that prefigures both her psychic

, Catherine and Edgar9s 



identity itself a contested site, as evidenced by Edgar9s refusal to call his daughter by her full name, 

fearing the encroachment of Heathcliff9s influence.

Heathcliff9s project of self

enforced circulation of his name. This transformation renders <Heathcliff= a potent, even threatening, 

4

reducing <Linton= to the subordinate status of a forename and thereby enacting symbolic castration 

The novel9s preoccupation with names, meaning, and voice ultimately extends to metaphysical 

phrases such as <The Lord help us= with folkloric references to sprites and fairies. This tension is 

spiritualism of the moors. Such oppositions embody Bakhtin9s theory of language as a site of 

unstable dialogue. The metaphysical struggle is thus not confined to Heathcliff9s quest but 

reverberates through the novel9s treatment of identity, gender, and performance 3

4

4

characterizes Heathcliff9s own journey. The existence of a double nature in the female demon allows 



e female demon9s inner 

the female demon9s transgressions, criticizing the limits of the idealization of the domestic space, and 

Ultimately, the novel9s cyclical structure is affirmed through 

4

4



–

his late father9s periodical, Collier9s Weekly

3

3

Collier9s Weekly

small adjustments he had made were a few <tinkering= ones of 

punctuation, style and diction. The only one that could be considered a major change was that Flora9s 

James9s 



author or the title in their analyses. Indeed, a phrase as oblique as <The Mysteries at Bly= is typically 

sufficient to signal that the subject under discussion is Henry James9s enigmat

The central critical debate surrounding Henry James9s 

3

psychological projections of the governess9s disturbed mind. 

9 troubled mind? Scholar debate has been 

From this perspective, James9s narrative design allows for the coexistence of 

meaning. This openness not only accounts for its status as James9s most frequently read, 

3



governess9s description? How and why does Miles die? 3

a <best= reading of the 

has frequently been described as the <small problem child= of Henry James9s 

3

3 3

Far from being a straightforward expression of a female character9s inner life, the governess9s 

3

becomes not a woman9s attempt at self expression, but rather a man9s effort to inhabit and narrate 

Henry James9s typical narrative preferences do not include the use of a first

between the <I= of the fictional governess and the implicit <I= of the male author produces a dynamic 

<8What Then on Earth Was I?9: Feminine Subjectivity and 8The Turn of the Screw9.= in Beidler, 



wears the <I= of the first

3

<The story would have been thrilling 

could she but have found herself in better possession of it=

3 3 Nevertheless, although <on the 

surface there wasn9t much=

to the woman9s story the depth he believed it lacked, therefore 

< = and evaluated the narrative potential of the woman9s account, the 

<eye= the governess9s manuscript before presenting it to the 

reader. The governess9s narrative is thus doubly 3

3

allowed to speak, her narrative <I= lacks the authority of both her author and the framing male 

As argued by Walton, the novella <effectively dramatizes the

=

3 < = 3



<I=

< =

advanced by Jacques Lacan, wherein the speaker9s identity is constituted in relation to the listener.

3

3 3

< =

on cannot be granted to her by the patriarchal order, because it <requires her objectification in 

order to affirm the subjectivity of the male=

3

<written= by an unnamed narrator and <read= by a man named Douglas, one of the guests. The story 

storyteller in her own right, but as a character in Douglas9s story. Her voice is filtered through two 



3

that, according to Walton, <because it connotes desire, serves as a marker of 

subjectivity=.

< =

; any expression of desire could shift a woman9s identity toward 

the disreputable categories of either the sexually aggressive <whore= or the irrational <madwoman=

< = 



depicting her as a <reputable= woman, 

3

mantic interest in her. He introduces her by saying, <She was the most agreeable woman I9ve ever 

known in her position; she9d have been worthy of any whatever=

< 8Oh yes; don9t grin: I liked her extremely and am 

glad to this day to think she liked me too9 = Douglas9 feelings for the governess lead the group of 

< =

< =

< 3 = […] 

< = < =

Douglas9s affection subtly reinforces the very anxieties about feminine desire and credibility that 

: <8She was 

in love9= : <8You 

3

.9= in Douglas9s private 



vulnerability. He describes her as <a fluttered 

anxious girl out of a Hampshire vicarage=

employer, a man Douglas describes as <handsome and bold and 

=

Furthermore, <she figured him as rich, but as fearfully extravagant 3

fashion, of good looks, of expensive habits, of charming ways with women=.

3 3

reactions of Douglas9s listeners also suggest that they interpret his story in sexualized terms

<

=

< =

< =

< =

the governess9 love as pure and asexual, insisting on the <beauty= of 

from the outset. Moreover, the prologue9s 



of the <ladies= 3 3

3 a kind of literary <peep 

show= in which the governess9s private thoughts and experiences become the object of male scrutiny.

3

as a speaking <I= 3

3 by both the prologue9s framing and the cultural 

anxieties surrounding women9s sexuality and speech.

he governess9s story, read aloud by Douglas 

narrator9s < = to the governess9s < =

earlier dismissal of female characters and the framing of the governess through Douglas9s eyes put 

when she takes on the <I= of the narrative

makes readers question whether she9s a trustworthy narrator. If the story is read as one about 

ut if it9s read as a story about 

3

governess9s story. Even 

3 3



3

3 3

She doesn9t actually see

described as <only peeping= 9s subject status 

<were probably architectural absurdities, redeemed in a measure indeed by not being wholly 

revival that was already a respectable past=. Quint9s posture was <very erect =

intensifies the sexual undertone of the governess9s 

The way gazes are used in the story reflects the governess9s attempt to take 

< =

3

3



<

3

=

By taking over Quint9s perspective, the governess shows her desire to assume authority

< = 

< =

<What was the lady who was here before?=

< 3

pretty, Miss, even as you.=

<Ah then I hope her youth and beauty helped her… Was she careful 3 particular?=



Mrs. Grose appeared to try to be conscientious. < 3 =

<But not about all?=

Again she considered. <Well, Miss 3 she9s gone. I won9t tell tales.=

Miss Jessel9s (un)told story effectively depicts the portrait of the fallen woman. 

< = , the valet: <8He 

did what he wished… With them all9= Mrs. Grose goes on about Miss Jessel by saying: <8Poor 

3 she paid for it!9=

< = isn9t submission 3 it9s . She isn9t just passively accepting her role; she9s 

The governess9s struggle to establish a space for herself 

the children9s souls, she is also symbolically resisting the 

<whore= 

cannot become Miss Jessel in Flora9s eyes, nor can she replace Quint 

female sexuality, she is ultimately unable to assume Quint9s role, 

<She had 

=.



3

The scene foregrounds the governess9s project: to carve out a space where 

ut Flora9s behavior

Furthermore, neither of Flora9s female role models can help her: 

3

<whore=

Mrs. Grose. Yet the emotional and symbolic impact of the scene is felt most strongly in Flora9s 

the governess sees Flora as <a vulgarly pert little girl in the 

street= whose <incomparable childish beauty had suddenly failed, had quite vanished. I9ve said it 

3 she was literally, she was hideously hard; she had turned common and almost ugly=.

Grose: <8Take me away, take me away 3 !9=

Flora with a <safe= though limited role model, something that the unnamed governess cannot provide 

3

Mrs. Grose withholds Flora9s exact words, she makes it clear that Flora has said < =

< 3 =

< =

< 3 = <

3 =

< =

< =



< =

< 3

3 =

< =

the governess9s failure to provide a stable model of womanhood

9s categorization remains ambiguous

<

=

wrestling with the man9s gaze, in an attempt of 

the <peeping=

3

< =



The governess manages to break Quint9s influence had <jerked straight round, stared, 

glared again, and seen but the quiet day=; < =

take Quint9s place because 

leads to Miles9s death: <

=.

the governess9 hopeless attempt to take Quint9s place resulted in the death of the sole male heir. The 

ending represents the patriarchal anxiety ensuing from a woman9s refusal to play her predetermined 

Mile9s death foreshadows the ways in which feminine rebellion can endanger 

3 3

to be considered < =

only one conventional explanation for her behavior. If the <good mother= is embodied by Mrs. Grose 

and the <whore= by Miss Jessel, then the , the <lunatic= can only be embodied by the 



–

Writing a screenplay based on a great novel [George Eliot9s 

a labor of simplification. I don9t mean only the plot, although particularly in the case of a 

right, but approximation is precious in itself, because it bears the author9s stamp. All in 

4Novelist John North in Louis Begley9s novel, 

3

Western culture, proving Walter Benjamin9s idea that <

stories=

They are defined as <betrayal,= <deformation,= <perversions,= <infidelity,= and <desecration=

Robert Stam9s terms.

defined as a move to <a willfully inferior form of cognition=.

3



3

3 turning it into a modern movie, like Baz Luhrmann9s 

a story is seen as being <lowered= by the adaptation, it 

film a <parasite= 3

3 its <prey= and <victim=.

, developing its own independent idiom: <cinema has within its 

grasp innumerable symbols for emotions that have so far failed to find expression=.

argued that cinema <tells us continuous stories; it 8says9 things that could be 

possibility as well as for the necessity of adaptations=.

clear relationship to prior texts, usually called <sources=. However, unlike parodies, adaptations tend 

the Romantic era, that the <original= work and its author are more valuable than anything derived 

adaptations simply because they don9t match 

3



, the <process of adaptation should thus be seen as a massive investment (financial and 

in this case] that discourages such a repetition=.

3 3

3 what Ellis calls the <tried and tested= 3

This economically motivated reuse of narrative <properties= is particularly evident in contemporary 

3

<musicalizing= films

9s

offs, sequels, director9s cuts, and video game adaptations all represent 

3

audience. Exact repetition is neither possible nor desirable: the novel9s meanings are carried by prose techniques
one onto cinema9s resources

3



3

complexity of adaptations in today9s culture.

earlier works. As Michael Alexander describes, adaptations are <palimpsestuous= 3

its influence when we engage with the adaptation. Gérard Genette calls this kind of work a <text in 

the second degree=

Benjamin, an adaptation has its own aura, its own <presence in time and space, its unique existence 

at the place where it happens to be=.

Crucially, to interpret an adaptation as such is to recognize its status as a <text= in Roland Barthes9 

3 <stereophony of echoes, citations, references=.

For many years, critics focused on <fidelity= 

3

tension that has been called <contested homage=

The term <adaptation,= in both common and academic usage, 

3

This <transcoding= might 

4 4



3

. Third, from the audience9s point of view, adaptation 

3

and transform the original material. Fischlin and Fortier suggest that adaptation <as a concept can 

specific cultural works of the past and dovetails with a general process of cultural recreation=.

legal framing of adaptation as a <derivative work,= one that is based upon pre

is <recast, transformed=.

<recast= and 

<transformed=. 



3

3

3

But what is the <content= that gets 

< = < = < =

3

3

a story <can exist independently of any embodiment in any 

mode of mediation=.

3

the screen: <I was able to hear them rather like melodies transposed into a different key=.

Romantic ballets and orchestral works based on Hans Christian Andersen9s tales rely on 



<become= the

3

3

Laure Ryan: <The secret to the narrative success of games is their ability 

fundamental of the forces that move a plot forwards: the solving of problems=.

3 the <res extensa=, to use Descartes9 3

< =

3 3



When adapted, <radical texts are reduced to a kind of cinematic homogenization.=

3



–

The term <adaptation= is a deceptively simple one, yet it is surprisingly hard to define, for it 

have really replaced <adaptation.= 

domination by <normative and source oriented approaches=.

3

< = 3

raditional conceptions of translation the source text9s 

Benjamin9s essay 

transaction between languages and between texts and is thus <an act of both inter

temporal communication=.

). Harold Pinter9s 

screenplay for Karel Reisz9s The French Lieutenant9s Woman

3



reflexive narrative strategies of John Fowles9 novel into a cinematic structure wherein a Victorian 

the original9s thematic concerns through a new medium

< =

definitions was <a free rendering or amplification of a passage= that is verbal and musical as well. 

<translation with latitude, where the author is 

kept in view […], but his words are not so strictly followed as his sense; and that too is admitted to 

lified.=

Lasse Hallström9s film adaptation of E. Annie Proulx9s 

narrative9s metaphorical language and interiority.

from <biopics= to <heritage= films, from videogames to television docudramas. 

the <Final Solution to the Jewish Question=. In 2001, a further adaptation 

about adaptations as <historically accurate= or not makes little to no sense: 

a distinct interpretive act. Steven Spielberg9s Schindler9s List

compared to Claude Lanzmann9s , as the former adapts Thomas Keneally9s novel 3

3



artist is before a landscape with a pencil in hand, they will <look for those aspects which can be 

rendered in lines=; if they are holding a paintbrush, however, the artist9s vision of that same landscape 

won9t be anymore in terms of lines

subtraction or contraction on the adapter9s part. 

Furthermore, the adapter9s motivations 

Whatever the motive might be, from the adapter9s point of view, 

3

3

. In West and Woodman9s words: <

. It is a dynamic law of its existence.=

classical imitation, is not mere copying; it is a process of turning the adapted material into one9s 

<fidelity= to the source text, but due to the lack of creativity and 

make the text one9s own and, ultimately, autonomous.

3



draw upon both John Buchan9s novel and Alfred Hitchcock9s 1935 film adaptation, demonstrating 

contemporary adaptations frequently allude not only to Bram Stoker9s novel but to 

This phenomenon has been aptly described as <palimpsestuous intertextuality,= wherein texts 

the <background noise= of comparisons that 

Matthew Bourne9s reimagining of 

No matter the spectators9 response, their 



–

3 3

audience9s actions influence the unfolding of the narrative.

Though all three modes can be considered <immersive=, only the last one is called <interactive= as 

delicately balanced. The reader9s imagination is both guided by the author9s verbal choices and 



images; as scholar W.J.T. Mitchell argued, <communicative, expressive acts, narration, 

called 8speech acts9 are not medium

8proper9 to some medium or another=.

(1998), due to the participatory nature of the player9s experience.

< = 3

3

Hugh Hancock9s machinima 

Shelley9s visualizes the poem9s imagery in a stylized 



3 3

woman9s novel or to an American director adapting a British novel all depends on the context of 

reception and production. Adapters often happen to <indigenize= 3

3

Shakespeare9s plays were appropriated through 

< = to 

3 3

Robert Louis Stevenson9s 

Because of the change of modes, these versions all had to show Hyde9s evil side through 



John Robertson9s 1920 

era moral concerns by framing Hyde9s transformation as a descent into 

alcoholic depravity, whereas Roy Ward Baker9s 1971 Britain9s 

3

3

The resultant tension between the reader9s imagined world and the 

director9s realized version is 

with the film version, adding photos of the movie9s actors or scenes on the cover. Such economic 

3 3



Thackeray9s 

a benign comedy of manners in American film and television, displacing the novel9s more acerbic 

Another way to capitalize on a <franchise= 

commercial imperatives are not exclusive to contemporary media. Shakespeare9s 

<trend= is not something born of recent.

adaptations as <derivative= or judge them by a rhetoric of fidelity and betrayal. Such terminology is 

hybrid forms, as <meeting places of different 8species9=. Therefore, such filmic adaptations 3

3 can help their <source novel 8survive9=.

: drawing on Darwin9s evolution theory, it can be said that 

<stories adapt just as they are adapted=.

, there exists a parallel between culture and Darwin9s biological theory: <Cultural 

rise to a form of evolution=. Language, technology, the arts <all evolve in historical time in a way 

evolution.=



transgenerational phenomenon: some stories happen to have more <stability and penetrance in the 

cultural environment=, as stated by Dawkins.

3



–

3

3 <The medium does not lie 

between sender and receiver; it includes and constitutes them=.

3 3

3

century, critic Clement Greenberg updated these ideas in his essay <Towards a 

Newer Laocoon=

<according to 

the ways in which it exploits, combines, and multiplies the 8familiar9 materials of expression 3

3

energetics.=

3 3 usually don9t raise 

3

3



: <A composite language by virtue 

3 3

cinema 8inherits9 all the art forms associated with these matters of expression […] 3

theater=.

t <most novels are irreversibly damaged by being 

ir identity without actually destroying it.=

the changes is inspired […]. A cut has been made; a motivation inserted, and an artistic 

3

been so improved had I thought of the same strategy […]. In a novel, one scrabbles in the 

Smith9s observation points to a fundamental medium difference: while prose may tolerate ambiguity 



Raymond Chandler adapted James M. Cain9s for the screen, he didn9t just 

3 3

3

3

3 3

3

3 For the adapter, music in film <functions as an 

emulsifier that allows you to dissolve a certain emotion and take it in a certain direction.=

the spectator9s view

<language=: film uses cuts and shots, while theater relies on live performance.



3 3

Luchino Visconti9s 

adapted from Thomas Mann9s novella 

Mann9s original story deeply explore the main character9s inner world. 

3

3



–

3

characterized by a <theme and variation= structure 3

3

book9s print, or the gaming platform 3

3 the <hype= 3



he <timeliness= of certain narratives often conditions their adaptability. For instance, 

3

3 3

3

often terms <cultural globalization=

<transculturated= version, whether it be 

F.W. Murnau9s (1922), a cinematic adaptation of Bram Stoker9s 

3



novel9s 

characters9 names

These changes, while arguably sufficient to constitute a new work by today9s copyright 

Franco Zeffirelli9s 

Baz Luhrmann9s 1996 adaptation

changes; the life is <streamlined out of the narrative= since 

<

live up to their reputation as titanic forces of philistinism=

the adaptation <de represses= the politics of an earlier adapted text.

Shakespeare9s 

<Remade in America=: A label to avoid,



3 3

3



–

between media, methods, and historical moments. Building on adaptation theory9s turn from 

<faithfulness= to intermedial transformation and negotiation, 

3 3

materialize or reconceive the novels9 concerns. he readings that follow take the director9s choices 

treat framing, blocking, sound design, and editing as interpretive acts that answer the novels9 



–

Cary Fukunaga9s

Brontë9s novel within a cinematic framework. 

both faithful and freshly argued. It hews closely to Charlotte Brontë9s core arc 3 Jane9s struggle to 

3

imagery to suit cinema9s strengths.

fidelity to Brontë9s narrative and its visual aesthetic. he film9s costume design, overseen by Michael 

O9Connor, was recognized with 

of Charlotte Brontë9s novel, thereby distinguishing the film from 

with Brontë9s text: <I've spent a lot of 

=

<Director Cary Fukunaga on the 'Darker Sides' of His Upcoming Jane 
Eyre=.

https://web.archive.org/web/20100312034759/http:/www.movieline.com/2010/03/cary-fukunaga-on-jane-eyre.php
https://web.archive.org/web/20100312034759/http:/www.movieline.com/2010/03/cary-fukunaga-on-jane-eyre.php


intention to cast an actress closer to Jane9s age as depicted in Charlotte Brontë9s novel. 

< = <

=.

be understated in accordance with the character9s literary portrayal.

Rochester, Fukunaga acknowledged that while other actors might more closely resemble Brontë9s 

physical description of the character, Fassbender embodied what he identified as the essential <spirit= 

tion team initially identified the narrative9s setting as the late 

stating that <

=

landscapes, stating that < 3 3

=

Brontë9s narrative is a linear first person autobiography, a retrospective <confession= that escorts us 

matters: each station forges a piece of Jane9s moral armatu 3

res with Jane9s flight across the moors to the Rivers siblings and then 

Chai (2011, 10 March), <Does 'Jane Eyre' Do Justice to the Book?=. The Wall Street Journal. 

<Jane Eyre redux=.

<Forbidding setting, climate make 'Jane Eyre' production daunting=.

https://www.wsj.com/articles/BL-SEB-64227
https://web.archive.org/web/20110717031302/http:/portland.thephoenix.com/movies/117142-jane-eyre-redux/
https://web.archive.org/web/20110717031302/http:/portland.thephoenix.com/movies/117142-jane-eyre-redux/
https://web.archive.org/web/20110423231112/http:/blog.wimgo.com/projections/2011/04/15/forbidding-setting-climate-make-%E2%80%98jane-eyre%E2%80%99-production-daunting/
https://web.archive.org/web/20110423231112/http:/blog.wimgo.com/projections/2011/04/15/forbidding-setting-climate-make-%E2%80%98jane-eyre%E2%80%99-production-daunting/


with Thornfield9s mounting claustrophobia). The rearrangement preserves the novel9s 

sequence of moral tests but turns Jane9s life into a Gothic mystery whose answer 

. It9s a strategic trade: the book9s diary

Brontë9s first person voice is the novel9s engine. Jane9s ironic asides, ethical self

scrutiny, and invitations to the < = produce the sense that 

<Reader, I married him= isn9t just a flourish; it seals a relationship 

between narrator and audience that grounds the novel9s feminist authority. 

< s= are downsized

framing, and sound. Mia Wasikowska9

silence becomes a form of eloquence. The film nods to Brontë9s confiding 

as < eader,= signaling cinema9s 

3

<governess= or an ornament. Wasikowska9s 

performance is remarkably aligned with the text9s ethos: 

3 3

fidelity is the way the film keeps Jane9s ethical self

the center: in the interrupted wedding and the subsequent proposal to be Rochester9s mistress, her 

lve. What9s 

reduced is the novel9s argumentative wit 3

3



9s interpretation Rochester9s

. The screenplay trims some of Rochester9s more flamboyant 

of Jane9s autonomy, but the film smooths his edges to sustain 

Jamie Bell9s St. John 

compressed. The novel9s 

Jane9s 

The <madwoman in the attic= is both 3

criticism reads Bertha as the repressed <double= of Victorian feminine constraint.

3

Rochester9s

cross when asked to become Rochester9s mistress.

Thornfield9s corridors are narrow conduits of sound

doorways bracket power dynamics. The <red room= is rendered as a 



Thornfield9s seduction glows with low firelight; the moors, scoured by wind, give Jane space to 

8Do you think I can stay to become nothing to you? Do you think I am an automaton? 3

3

3

3

as if both had passed through the grave, and we stood at God9s feet, equal 3 e are!9

annihilation. The novel9s argument is dialogic: Jane 

3 3

about plainness and worth (<Do you think me 

handsome?= <No.=), the almost wedding, and Jane9s decisive departure. Because the film trims 



Jane9s conscience is explicitly Christian and rational; her resistance to Rochester9s proposal is 

. The <supernatural= moment 3 the cry of <Jane! Jane! Jane!= 

3

between miracle and psychology. St. John9s religiosity, however, is less developed, so the theological 

debate narrows to a moral one: not <what does God require?= broadly, but <how do I live with 

integrity?= lass critique runs through Jane9s compensation, the hierarchy of servants, Rochester9s 

wealth from the West Indies, and the Rivers9 genteel poverty. The colonial economy lurks behind the 

3 Jane9s severe gowns Blanche Ingram9s finery, Rochester9s easy movement 

3

The childhood chapters are crucial: they forge Jane9s grammar of justice (the red

resistance to cruelty (Mr. Brocklehurst9s hypocrisy), and capacity for love and loss (Helen Burns).

Lowood9s discipline and the death of Helen arrive swiftly, serving as an emotional prologue to 

detonates the fantasy of lawful union; Jane9s refusal is both legal and moral. Her subsequent 

3 to accept a <lower= place in exchange for love 3



3

3

3 Adele9s school, St. John9s fate, Rochester9s sight 

3

of equals and stops being an instrument of concealment. Brontë9s extended <aftercare= 

esire licensed by law and mutual regard. Jane9s 

center the narrator9s agency.

3

3 and stops before the book9s extended (Rochester9s 

insists that love is only just when it meets Jane9s terms

. The adaptation9s restraint honors the novel9s principle if not its full epilogue.



3 3

The <haunted= 

ng through a squall and hammering at the Rivers9 door before collapsing. 

movie9s in medias res opening makes the <return of the domestic= the engine of memory: each 

flashback is a visitation by a place that won9t let go. 

3

3

, and that women9s labor is what 

ry; a servants9 bell board ticks faintly, suggesting 

3 she is neither guest nor family, and the building9s scale keeps her 

world outside bright but withheld by thick leaded glass. The room9s austerity echoes Lowood without 

3

women9s work that records what the house won9t yet let her join. During Rochester9s house party, 

spatial segregation: the hearth is monopolized, chairs are angled in a ring that excludes, and Jane9s 

3

3



One of the film9s most unsettling sequences avoids spectacle and makes 

camera obeys; the room9s boundaries become legal limits. Pale dawn collects at a shutter; a folding 

omniscience the novel9s narra Fukunaga9s long, nearly wordless passages 

3

3

the house regulates pulse and breath, teaching the viewer how a woman9s vigilance is not paranoia 

nocturnal insects replace score, the film treats the estate9s skin as part of the house9s body. Haunted 

interior will have to absorb. The image anticipates the later ruin without stating it, so the home9s fate 

s lodged as a felt riddle in the viewer9s mind.

3 3 so the home9s textures 

3

3



the thud of a cane, Jane guiding Rochester9s hand to her face. The house9s smallness is the argument: 

Fukunaga9s is less a translation than a recomposition: it selects the novel9s essential motifs

3 3

Brontë9s classic, proving that the heart of Jane Eyre is not the thunderclap revelation in the attic, but 

3

–

Franco Zeffirelli9s 1996 adaptation of 3

3 while distilling Charlotte Brontë9s first

hour narrative that emphasizes the love story and the heroine9s ethical resolve ove

book9s fuller social and theological textures. The film preserves the principal arc, yet compresses and 

rearranges emphasis to serve cinema9s demand for momentum and emotional clarity; what Brontë 

3 Jane9s self

3

wedding aftermath, and a sharper focus on the couple9s bond. If the novel9s <I= is a

(<I must keep in good health and not die,= ), Zeffirelli9s Jane is a figure of watchfulness and choice, 



Brontë9s tale is an autobiography told with retrospective wit and scruple; the narrating Jane turns 

Charlotte Gainsbourg9s measured gaze William Hurt9s halting vulnerability to 

This trade exchanges the novel9s argumentative richness Jane9s 

defense of equality, her legal vocabulary of <law= and <principle,= her 

<Do you think me handsome?= <No, sir.=

Zeffirelli hews closely to Jane9s childhood itinerary at Gateshead and Lowood but abridges its social 

trauma9s imprint. The <red room= functions in the book as a primal scene of 

<the red room was a spare chamber, very seldom slept in=

. Similarly at Lowood, Brontë9s extended 

3 Mr. Brocklehurst9s hypocrisy 3

yields in the film to a rapid sequence of deprivation and camaraderie, climaxing in Helen Burns9s 

<

=

3

3



Thornfield9s first movements 3 Jane9s encounter with 

3

a test of spirit and station; he asks, <Do you never laugh, Miss Eyre?= and soon <Do you think me 

handsome?= to which Jane answers succinctly <No, sir,= a refusal that levels the

This choice clarifies the romance without reducing its gravity; when Rochester9s wounded 

3 3

3 3

3 3

that prompts Jane9s self

When Jane confronts her feelings, the novel9s rhetoric is explicit <8I am no bird; and no net ensnares 

=, 

3 mysterious laughter, night wanderings, the fire in Rochester9s room, the 

3 is also calibrated differently. Brontë9s hints 



Jane9s responsible senses: she hears, smells smoke, acts, and only later wonders; her report blends 

masquerade, a Dickensian interlude in the book that shows Rochester9s love mixed with 

Rochester9s edges to frame the central moral crisis 3 3

desire: <The marriage cannot go on: I declare the existence of an impediment=

<

=

confrontation, and filming Bertha9s presence less as a freakish tableau than as a human catastrophe

This shift softens the novel9s sensational rhetoric 3 the <clothed hyena,= a phrase Brontë9s narrator 

3 toward a compassionate pathos that makes Jane9s refusal feel even 

more costly: she loves, sees Rochester9s bind, but will not collude with 

underscores the adaptation9s ethical thesis 3 3

of some of the book9s layered debate.

Jane9s departure supplies the story9s hinge in both media, but the terms of her autonomy are 

articulated differently. In the novel, she furnishes a classic defense of principle: <Laws and principles 

=.

3 Rochester9s plea and Jane9s steady refusal 3

as soon as she9s made the discovery of bigamy; w



romance: St. John9s arid idealism Diana and Mary9s gentle 

<God 

and nature intended you for a missionary9s wife=

psychological <call=

<Jane! Jane! Jane!=

abbreviating St. John9s courtship and the novel9s theological disputation

Mary, is shown; Rochester9s

The reduction preserves narrative velocity but attenuates the book9s second education, in 

offering the intimate coda: <Reader, I married him=.

: Adele9s schooling; St. John9s fate; Rochester9s

embrace and a final exchange to imply a lifetime without delivering the epilogue9s social accounting

Notably, the film does not reproduce the apostrophe to the audience; Jane9s voiceover, when present, 

stays in narration rather than in address, aligning with cinema9s preference for observational intimacy 

Representation and politics shift subtly in the passage from page to screen. Brontë9s text, while critical 

Rochester9s West Indian 

marriage; Bertha9s Creole identity; inheritance by imperial capital



The book9s 

3

3 the movie is strikingly faithful. We still hear <I am no bird; and no net ensnares me,= if 

scène substitute for Brontë9s rhetorical texture. Gainsbourg9s Jane speaks 

Hurt9s Rochester is less sardonic than on the page

<contrivances= but his softness supports the film9s melodic line: desire complicated by law, 

3 3

which makes Jane9s refusals feel less like a correction of him and more like a defense of herself

balance tilts from the novel9s dialectic (two strong minds arguing their way to parity) toward the 

film9s duet (two wounded souls choosing terms that preserve dignity). Even the adaptation9s Gothic 

and rumor (servants9 hints) to keep the attic an interpretive horizon until the wedding, then unleashes 

3

3

of the reveal: less monstrous disruption, more tragic limit, and thereby sharpening the pathos of Jane9s 

In Charlotte Brontë9s 

shelters. Franco Zeffirelli9s 1996 adaptation preserves 

relocate much of Brontë9s 



argumentative <haunting= (carried by Jane9s first

<a spare 

chamber, very seldom slept in=

room9s silence, chill, and heavy furniture inscribe a lesson about who belongs and who can be locked 

Mr. Brocklehurst9s public shaming. The house teaches that piety can be cruelty in domestic form; 

Jane9s ethics (and her suspicion of <false law=) are born from rooms. Zeffirelli condenses these 

breath, translating Brontë9s narrated panic into a visceral episode Lowood9s austerity is rendered 

3 3

photographed in David Watkin9s chiaroscuro so that candlelight pools while the edges of the 

. From the start, the film translates Brontë9s idea that houses 

At Gateshead, the <red = sequence establishes the template. Zeffirelli 

stillness. The camera9s slightly lowered, 



3 3 3 Bertha9s

3

and her keys become emblems of haunted domesticity: a woman9s hidden labor maintaining the 

house9s respectability by containing what it won9t admit. Even Rochester9s drawing

Zeffirelli renders the novel9s most overt domestic 

3 3

a sudden proximity that collapses the comfort of Jane9s <own= room. The object meant 

interrupted wedding converts Brontë9s legal impediment into spatial revelation

attic. Zeffirelli9s cutting emphasizes ascent: each flight of stairs tightens the frame, each door 

the house can no longer contain. The reveal softens the novel9s sensational rhetoric but intensifies the 

he film uses women9s spatial choices to register power. In Rochester9s post

Her exit from Thornfield is one of Zeffirelli9s 

surfaces, St. John9s measured voice placing Jane in a dutiful seat. The proposal reads like furniture 



written by Jane9s terms. Zeffirelli9s 

keeper, ushering, cautioning, smoothing; Grace Poole is the house9s necessary violence, the labor that 

what Brontë narrates: that a woman9s life in 

Taken together, these choices yield an adaptation that is both faithful and selective. It keeps Brontë9s 

say what the novel argues; and it narrows the narrative9s afterlife to a look and an embrace that stand 

reasons through voice (<laws and principles=) the film renders through blocking, light, and tempo: 

Jane9s agency appears as where she stands, what door she opens, and when she refuses. In trimming 

sharpens emotional clarity, softening Rochester9s manipulations and humanizing Bertha to frame 

Brontë9s Jane 

Zeffirelli9s Jane rarely raises her voice, but every cut respects her choice, which, in this medium, is 



–

<dark skinned= and <gypsy in aspect,= and at one point as <

= Seeking to honor this, Arnold first looked for an actor from the U.K.9s Romani 

3

<

=

stated that: <

2010, 20 January). <Andrea Arnold takes on =. The Guardian. 

<Brooding Brontës replace Austen as 'bonnet drama' returns=.

Brooks (2010, 4 April). <Film bid to cast gypsy as Heathcliff=. The Times. 

<James Howson to be first black actor to play Heathcliff in film=.

<Wuthering Heights=. Rotten Tomatoes.

https://www.theguardian.com/film/2010/jan/20/andrea-arnold-wuthering-heights
https://web.archive.org/web/20110615091600/http:/entertainment.timesonline.co.uk/tol/arts_and_entertainment/film/article7106879.ece
https://web.archive.org/web/20110615091600/http:/entertainment.timesonline.co.uk/tol/arts_and_entertainment/film/article7106879.ece
https://web.archive.org/web/20110616041809/http:/entertainment.timesonline.co.uk/tol/arts_and_entertainment/film/article7086745.ece
https://web.archive.org/web/20110616041809/http:/entertainment.timesonline.co.uk/tol/arts_and_entertainment/film/article7086745.ece
https://www.theguardian.com/film/2010/nov/23/james-howson-heathcliff-wuthering-heights
https://www.rottentomatoes.com/m/wuthering_heights_2011


= Andrea Arnold9s 2011 adaptation of 

is not a traditional <heritage= film. It deliberately strips away much of the novel9s 

animal life. That choice reshapes the story9s meanings, especially for its women. Where Emily Brontë 

3 above all through Nelly Dean9s voice and Catherine 

Earnshaw9s fierce 3

texture of landscape. The result is a film that is both faithful to the novel9s core passions and sharply 

3 Nelly9s 3 no longer guides meaning. Women9s agency shifts from verbal authority to physical 

The cost is a reduction in women9s discursive 

power (less commentary, fewer arguments), but the gain is a strong, embodied sense of women9s 

labor, exposure to weather, and vulnerability to men9s moods.

’s characterization

Eng (2016, 19 April). <Andrea Arnold Teases Her Wild and Adventurous
2016 Directors Talk=.

https://tribecafilm.com/news/tribeca-film-festival-talks-directors-series-andrea-arnold-ira-sachs-recap
https://tribecafilm.com/news/tribeca-film-festival-talks-directors-series-andrea-arnold-ira-sachs-recap


and the female servants), the film9s racialization of his outsider

tensions the novel leaves open, and in doing so reframes women9s choices. Catherine9s wavering is 

<I am 

= 

Catherine9s girlhood and physical life on the moor

3 3

We feel the loss before we fully hear it explained. Catherine9s agency in the novel is rhetorical and 

make Brontë9s Catherine such a formidable mind.

interprets everyone else9s behavior. Her judgments shape the book9s moral weather, often pushing 

Nelly9s role is 

3



9s 

exposes Heathcliff9s cruelty and the limits of romantic fantasy; she is a warning and a study in 

stays with Heathcliff and Catherine. As a result, Isabella9s experience functions more as evidence of 

hinge of the book. Young Cathy9s resilience and eventual bond with Hareton break the cycle of 

Hindley9s decline, Heathcliff9s revenge, and later domestic cruelty create worlds where women must 

3

manages men9s attention

Domestic space feels porous to weather and male rage. Women9s strategies are fewer because the 

film9s minimal dialogue removes many of the small nego



orm, and the < aze=

us into Catherine9s and Heathcliff9s sensory world. This can be read as a kind of <female gaze= 3

an eroticizing look at women9s bodies, but a sustained attention to their embodied experience: work, 

them. The film9s women are not costumes; they ar

peech is action. Catherine9s declarations, Nelly9s lectures, Heathcliff9s curses 3

turns the plot. Brontë9s women persuade, warn, and narrate. ines like <I am Heathcliff= 

annot safely say. Arnold9s choice can feel like a loss of female 

intellect; it can also read as a critique of a world where women9s speech has no effect 3

of gothic apparitions; it9s the way walls, doors, floors, 

store violence and class contempt, how they domesticate women9s bodies, how they transmit desire 

as Hindley9s glare fixes Heathcliff. The hearth throws a small, 



scenes of punishment (Hindley9s beatings in the stable, Heathcliff thrown onto the stone flags) the 

Grange, the Lintons9 women bathe and dress the girl; the camera 3

3

s9 bark and servants9 movement

Arnold handles Catherine9s decision to marry Edgar through architecture, not speeches. 

the wall that carries Catherine9s words: she loves Heathcliff but will marry Linton. 

and Joseph9s muttered 

cook and clean (and later, Isabella9s tentative hands trying to belong) learn that domestic labor is tied 



to death here. When Catherine is back under Hindley9s rule, a quick shot of blood soaking into the 

table9s grain rhymes with an earlier animal

as <normality.= The house feeds on what it processes, and women are tasked with serving it.

each other; the embrace feels less like freedom than compression, two bodies squeezed by the house9s 

through doorframes, never fully in possession of a room. When Heathcliff9s violence arrives, it is off

3 9s 3

In the film9s most suffocating interior, Catherine declines at the Grange in a 

3 acts that are not <madness= so much as refusal 



Again and again the film lets hinges speak. The slow opening of the Heights9 outer door to a sky the 

In Arnold9s grammar, a door that will not open 

windows, and doors the true <agents,= Arnold lets viewers feel haunted domesticity in their nerves, 

Andrea Arnold9s reimagines Brontë9s domestic Gothic by moving authority from 

The film remains faithful to the novel9s fierce passions yet alters their delivery: Nelly9s narratorial 

governance is replaced by sensorial evidence; Catherine9s ethical argument becomes movement and 

t; Heathcliff9s outsiderhood is racialized, sharpening the social violence the homes both 

conceal and enact. By truncating the second generation, Arnold also trades Brontë9s slow work of 

repair for a closed, elemental tragedy. The gain is immediacy: women9

endurance are made tactile; the cost is a loss of female discursive agency and of the novel9s future

– ’s Wuthering Heights

Peter Kosminsky9s Emily Brontë9s Wuthering Heights

attempts to follow the novel9s full, two

<first tion only= adaptations. Casting underscores the adaptation9s two



O9Connor as Emily Brontë.

movements that it will translate Brontë9s layered narration into a more continuous

literalizes the novel9s motif of resemblance and inheritance, 

Heathcliff9s deranged persistence after Catherine9s death by making the second

3

faithful to Brontë9s architecture and affect, even as it modifies emphasis, streamlines argument, and 

The most consequential difference lies in narrative method. Brontë9s novel is a feat of mediation and 

doubt: we learn the history of the Earnshaws and the Lintons through Mr. Lockwood9s diary, which 

3 Lockwood9s stormbound arrival and Nelly9s explanatory 

3 but uses them sparingly, quickly dissolving into a more linear, externally <omniscient= 

hour feature, yet it also trims away the novel9s epistemic games 3

pauses and qualifications in Nelly9s storytelling that invite us to weigh motives, question reliability, 



Heathcliff’s characterization

his capacity for a terrible tenderness. Fiennes9s Heathcliff is cold

3

3

expulsions, Hindley9s 

3 Heathcliff9s nocturnal visits to Catherine9s grave, his macabre desire 

3

ome of the novel9s oscillation between pity and horror

Juliette Binoche9s double casting crystallizes the film9s most provocative intervention in Brontë9s 

and the film gives her several of the famous lines that define Brontë9s 

heroine as a thinker as well as a feeler (<I am Heathcliff,= in one form or another, becomes an anchor, 

movement and touch over prolonged argument, Catherine9s choice to marry Edgar Linton reads less 

film9s principal emblem of recurrence 3 of Catherine9s return not as a ghostly visitation but as a 

3 and that decision subtly recasts Heathcliff9s later 



obsessions as a disquieting struggle with resemblance. Brontë9s young Cathy is distinct from her 

yet the shared face narrows the gap, making Heathcliff9s co

Women’s agency

The treatment of the women more generally shows the film9s mix of fidelity and compression. Brontë 

Cathy learns to read the world and to educate Hareton out of inherited ignorance. Kosminsky9s 

and more as a witness, a presence in rooms where damage is done and cleaned up. Isabella9s trajectory

3 3

emblematic images of shared labor or tentative intimacy in place of the book9s painstaking chronicles 

of unlearning and repair. The cumulative effect is to keep the novel9s spectr

in view while letting the men9s extremes dominate the soundtrack.

end with Catherine9s death or with Heathcliff9s last burst of rage and grief, leaving Brontë9s intricate 

cliff9s sickly coercion of Cathy into marriage, 

shows Hareton9s degradation under Heathcliff9s tutelage, and gestures toward the reconciliation that 

3 Cathy9s stubborn kindness, Hareton9s dawning 

pride in learning, Nelly9s quiet engineering of peace 3 is more asserted than developed. The film9s 



becomes an image, the suggestion of spectral reunion a visual statement. Brontë9s end keeps two 

gives the latter the last word. It is a choice that delivers catharsis, if at the cost of the novel9s carefully 

Formally and sensorially, the adaptation aligns itself with Brontë9s elemental language by making the 

3

3

moves the center of gravity from the novel9s rare and precious debates about love and class to a more 

Kosminsky9s film is also more explicit than the book in places where Brontë prefers suggestion or 

3 Heathcliff9s treatment of Isabella, Hindley9s decline 

3

hearing those acts filtered through Nelly9s judicious, sometimes complicit narration. Likewise, the 

they match the adaptation9s 



3

mere backdrops but engines of action. Heathcliff9s rise and domination are tied to mortgages, debts, 

largely omits (or compresses to the point of evanescence) are the novel9s religious arguments and its 

g, subtle meditations on education as moral labor. There is little of Joseph9s 

Kosminsky9s film makes the houses 3 3

a9s preference for deep interiors lit by candle and fire, the 

punctuate scenes turn the built environment into a dramatic instrument. <Haunting= here is not a

dates (Catherine9s permutations) are 



tapping at the pane, a child9s

lifts. Heathcliff9s response

completes the lesson: this interior is a palimpsest of Catherine9s 

If the Lockwood scene establishes the house as archive, Hindley9s tenure makes it arsenal, 

the Heights9 long table are already brittle but after Mr. Earnshaw9s death and Hindley9s decline, the 

st chilling instance of the house9s vertical menace 

arrives at the stairwell when Hindley, raving, snatches the infant Hareton and teeters at the landing9s 

the house9s own design: the landing is revealed as a place where lineage can be ended by a stumble.

Against the Heights9 weaponized interior, Thrushcross Grange functions as ceremonial filter, and 

just ahead to open the next threshold. Catherine9s posture is coached by the corridor itself; she adapts 

etiquette, not melody. The domestic <haunt= here is ceremony: room



officiant9s book placed at a height that forces the bride to look down, the groom seated and gasping, 

by the domestic; Heathcliff9s control over thresholds (who enters, who stands back, which door is 

3 the community9s outer rooms. In a rain

and bargains over Catherine9s coffin: 

her throat, replacing Edgar9s token with his own hair, an intimacy Nelly will half

both together. These acts are staged with damp stone and earth as the new <interior=: the grave is lit 

a door, the dead woman9s adornment 

to suit his will. The churchyard becomes an annex of the Heights9 

Heights9 circulation of keys a recurring emblem of how the house haunts through control. After 

Heathcliff9s return as master, there are quiet shots 3 3



miracle of two people occupying furniture without threat. There is nothing grand: a chair that doesn9t 

The film doesn9t labor the point

its voice in Heathcliff9s last sequence. Having starved himself into a kind of readiness, he prowls the 

Heathcliff9s command but from the cramped program of repetitions it enforced. The last human act 

is often Nelly9s, straightening something, closing a shutter, restoring a surface; the gesture reads as 

harms to set the day9s terms forever. Taken together, these scenes show how Kosminsky9s film makes 

a verdict; a casement that, at the end, admits the weather that will bleach the story9s stains. Women 

and the film9s power lies in letting the viewer feel, in 

Emily Brontë9s Wuthering Heights attempt to reconcile cinema9s appetite for 



athy) and Fiennes9s flint

trims Brontë9s layered narration and compresses women9s discursive power into embodied presence 

led catharsis rather than the novel9s suspended doubt, the film privileges affect over 

3

3



–

–

Michael Redgrave and Megs Jenkins. The film adapts Henry James9s 1898 

. Its screenplay was developed from William Archibald9s 1950 stage 

Archibald9s early screenplay treats the supernatural events as real. Clayton disagreed with this 

approach and asked Capote to revise the script. Capote9s version foregrounds psychological 

Giddens9s fears and desires. <

= < 3

3

=

screenplay reflects Capote9s revisions, with John Mortimer later refining dialogue to give it a period 

3

3

a starker beginning: darkness, a child9s voice singing, and the image of the governess praying. This 



weighted lighting, and carefully controlled darkness at the frame9s 

< =

3 what he called <mini

montages.= These blends often carry meaning from one scene into the next, sustaining mood and 

were in accordance with his idea of the film as <mood oriented=, stating: <

=

synthesized electronic sounds created by Daphne Oram, which contribute to its <uneasy= acoustic 

The lullaby <O Willow Waly= by Georges Auric and Paul 

being older than James9s twenty <

<

=

=

briefly as the distant guardian, underscoring the governess9s isolation.



3

3

3

James9s novella 3 had already proposed that the ghosts might be the governess9s projections. Film 

Robert Wise9s 9s text, a

a supposed <release= that is disturbing rather than redemptive. <

3

=

uncertainty of James9s novella while translating it into images, sound, and performance. Clayton9s 

direction and Francis9s cinematography create a visual field where seeing is never simpl Capote9s 

he <truth= is inseparable from how he tells it.

and proceeds linearly from Miss Giddens9s hiring to Miles9s death. Losing Douglas and the 

manuscript shifts the source of uncertainty: instead of wondering about a narrator9s reliability on the 

ly <objective= world that is nonetheless filtered through the governess9

3



3 recreates the novel9s epistemic trap in visual terms. The novel9s ambiguity 

is rhetorical (a voice that may or may not be trustworthy); the film9s ambiguity is optical and acoustic 

(images and sounds that may or may not be shared reality). Both make us complicit in the governess9s 

The governess is unnamed; her social origins (a parson9s daughter) and the guardian9s <no contact= 

3 3

Giddens and preserves the guardian9s condition that she never trouble him. Mrs. Grose remains the 

pragmatic foil. The children are close to James9s design but 

3

3

who can9t quite corroborate her visions, and 

<see=; 

embraces cinema9s capacity to show and then makes <showing= suspect. The 

3 3

accidents. Sound does equal work: a child9s song, <O Willow Waly= 

movie replaces James9s 

yet we can9t be sure we9re seeing anything other than Miss Giddens9s need to see



sychology, and < orruption=

The text never says what <corruption= is; it leaves the content of the children9s knowledge vague. 

The governess9s own erotic unease 3 3

proximity, Miles9s precocious intimacy, and Miss Giddens9s

ion, the film narrows the range of <what might be going on= but heightens 

In James9 novella, Mrs. Grose frequently <confirms= the governess by supplying 

3

3 3

sitive to the supernatural, or she9s generating 

meanings no one else can share. The film honors James9s clever distribution of testimony: enough 

James weaponizes the children9s <innocent= performances: perfect manners, angelic faces, sudden 

Stephens9s Miles can flip from boyish to insinuating within a shot; Pamela Franklin9s Flora moves 

ts power, a casual cruelty toward a captured bird) to materialize the story9s 



3 3

who can9t stop scanning for meaning. The Gothic is largely cognitive: dread made from inference. 

Freddie Francis9s black

Giddens9s suspicions. The lensing (with its distinctive edge diffusion) and rigorous depth

layton translates James9s 

<haunted attention= into a grammar of images. Space becomes a mind.

salvation: to save the children9s souls by isolating them from contamination.

3

novel9s essayistic interior monologue, and it makes the climax read as an attempted exorcism even if 

Quint, hears the boy cry out < =

more explicit, and the boy9s collapse



< = has produced. Yet the film doesn9t close the case: the 

apparition is shown as she sees it; the boy9s cry still names Quint; we are left between competing 

explanations. Both works end with a corpse and a question. The novel9s ambiguity is textual and 

pretive; the film9s is experiential and moral. In either medium, the cost of certainty is a child9s 

is a model of adaptive intelligence. It does not try to reproduce James9s prose effects; 

and light, Clayton9s film stays true to the novel9s spirit while staking claims only cinema can make.

–

is a British television adaptation of Henry James9s 1898 novella. The script by 

Sandy Welch and direction by Tim Fywell aim to retain the original9s atmosphere while relocating 

repression, which many critics have read into James9s text. The film tells its story through flashbacks 

, Fisher9s mentor,

as the children9s uncle.

through Ann9s sessions with Dr. Fisher



elements. Ann9s suppressed attraction to the Master motivates several openly sexual scenes, and 

the novella9s mood of unease. The film favors suggestion over spectacle, relying on small, unsettling 

3 3

unresolved, such as the reason for Miles9s suspension from school. Filming began in August 2009 in 

the West Country of England. Bly is realized at Brympton d9Evercy, a manor near Yeovil, Somerset, 

esemblance to James9s description, including expansive grounds and a lake that 

settings support the adaptation9s blend of period authenticity and Gothic isolation.

mixed. Some critics praised the adaptation as one of the better versions of James9s story, citing its 

of reviewers, however, were less impressed, arguing that the film <vandalized= or thinned the original 

<spirit= of James9s text.

felt that intensifying Ann9s sexual feelings for the Master and literalizing the 

and Jessel was unnecessary and even distracting. The psychiatrist9s role drew particular scrutiny: the 

viewers to read Ann as mad, which weakens the story9s ambiguity and moves it toward psychological 

3 such as Miles9s apparition

3

3



handed sexualization, and an overall tendency to <spell things out.=

From this perspective, the film replaces James9s carefully ambiguous narrative with a clearer, less 

elocating the story to the early 1920s and wrapping the governess9s testimony in a new psychiatric 

hese structural choices alter the tale9s epistemology before a ghost has even appeared: rather 

than the novella9s storytelling circle, followed by the first

the film uses Ann9s clinical recollection as its organizin

<If the child gives the effect another turn of the screw, what do you 

say to two children?=

James9s double frame 3 3

consciousness that is both confessional and theatrical; the text9s power lies in the friction between the 

governess9s certitude and the reader9s doubt. The film consolidates perspective by cutting between 

Ann9s interviews and her flashba 3 an arrangement that looks <objective= (we 

specters) but is still subordinated to Ann9s retelling. The result is a paradox: cinema9s capacity to 

show tends to reduce James9s cultivated ambiguity. When Ann says she sees Quint on the tower, 

; when she reports Miss Jessel across the lake, the camera obliges. James9s 

recalls <He did stand there!= and yet continually qualifies her certainty (< bewilderment of vision=) 

in the same breath. The film9s frame also invites psychosexual inference 3 Ann9s confessed attraction 

to the Master, the doctor9s Freudian prodding 3

the governess9s language. In James, the frame conspires with doubt; in the film, the frame courts 



come at a cost to James9s carefully suspended time. In the novella

crisis of faith, opposes her belief in the Devil to Dr. Fisher9s atheism, and culminates in the doctor 

briefly <seeing= Quint9s face on a policeman

framework James fastidiously leaves unstated. These choices are consistent with Welch9s 

less consistent with James9s method of making the reader 

Ambiguity, of course, is the novella9s engine. The governess9s first sightings 3

3

qualification; the narrative voice generates evidence even as it undermines it. James9s technique 

appear to corroborate Ann9s visions, and the

threat explicit. Even reviewers sympathetic to the production9s mood noted that translating James9s 

<terrifying indeterminacies= into a film grammar of shock and payoff changes the kind of uncertainty 

ffer: what is evasive on the page can feel like <having it both ways= on the screen.

is an atmospheric, competently unsettling ghost story that often replaces James9s hermeneutic 
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Ireland, BBC2.= The Independent. 
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and questions such as < =,

Characterization also shifts. James famously withholds the governess9s name, producing a narrating 

<I= that is both intimate and impersonal; her authority is a function of rhetoric and self

3

3 signal a move from James9s poetics of suggestion to a theater of relationships, 

children were <groomed,= thereby reframing the governess9s protectiveness as an understandable 

3 3

class resentment and erotic fear. In James, the children9s <more than earthly beauty= and <unnatural 

goodness= can be read as the governess9s paranoid eloquence; in the film, their corrupted 

Formally, the film substitutes images and sound design for James9s verbal hesitations and self

corrections. Where the book sustains doubt by distributing testimony (Mrs. Grose <almost= confirms, 

either through Ann9s flashbacks or through other characters9 reactions that tacitly validate her claims 

(e.g., the final policeman9s <Quint= face). Editing rhythms and location choices 3

Brympton d9Evercy, all moody corridors and lawns 3

with grammar and silence. This is the cinema9s advantage: tone is immediate, weather is felt, and the 

ma9s temptation: to define what James leaves indeterminate. Even the film9s best set

(Ann9s first sighting on the tower; the lake sequence) gain sensory force at the expense of the 

Dowling (2009, 31 December). <The Turn of the Screw and The Turin Shroud: The New Evidence.= The 
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novella9s lability, in which a single paragraph can tilt from visionary certitude to retrospective 

the book, Mrs. Grose almost never sees what the governess claims to see; her <confirmation= comes 

3 3 or as shared anxiety about the children9s 

red reality were at stake, which erodes the novella9s evidentiary uncertainty. Where the novel9s 

governess aims to <bring on a proof= at the lake, glorying <She was there, and I was justified=

from James, the list is still substantial. It preserves the isolating <rule= 

3

the crucial dynamic in which the governess9s desire to save the children risks harming them. It honors 

the tale9s tonal doubleness 3 3 and it understands that the house9s 

stairs, landing, panes, lawns is the story9s circuitry of threat. But where James lets 

3 3

an <absorbing= and often handsome film whose very competence at embodiment pushes it toward 

decision and away from James9s cultivated p



after Miles cries <Peter Quint 3 you devil!= and turns, the governess <catches= him only to find that 

<his little heart, dispossessed, had stopped.=

The governess9s smothering embrace? The sentence refuses to say. Fywell9s film stages a grappling 

that alternates visibly between Quint and Miles, then cuts to Ann cradling the boy9s corpse, and finally 

glimpses Quint9s face on an officer. These additions change the moral mathematics: James ends on 

3

3 seems to witness. James9s novella, by contrast, refuses both case

3 3

(<his little heart, dispossessed, had stopped=) can accommodate incompatible explanations, while a 

ambiguity for cinematic plausibility, it changes the story9s game. Whether that is a loss or a gain will 

depend on the viewer9s appetite for 3 to <turn= the screw 



This thesis has argued that <haunted domesticity= is not a decorative Gothic trope but a structural 

ideal of the <Angel in the House= and its monstrous double organized female identity

3

3

and spatial tests: Gateshead9s <red room,= Lowood9s disciplinary architecture, and Thornfield9s 

corridors chart Jane9s movement from abjection to ethical self possession. The novel9s doubled 

3 angel and <madwoman= 3

Brontë9s house makes that split legible in doors, keys, and hidden 

and names, while the Grange curates bodies through etiquette; Catherine9s <demonic= self

, haunted domesticity migrates into epistemology: Bly9s polished surfaces and empty vistas 

reality and projection blur and where a woman9s testimony is mediated, 

tests of fidelity but as intermedial arguments that <write with= their sources. Following a 

3 3

technological) as determinants of what a house can <say= on screen. In this view, adaptations are at 



perform the moral work of Brontë9s first

Across all six films, the house remains the argument9s hinge: a medium through which gendered 

3 3

narratives <adapt= as they are adapted, then each new version does more than illustrate a classic; it 
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