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Prefatory Note

Our copy-text for quotations from Charlotte Bronté’s Jane Eyre is the
Project Gutenberg e-book which is based on the edition published
by Service & Paton in London in 1897, available at: https://www.
gutenberg.org/files/1260/1260-h/1260-h.htm. Since this is an electronic
text, in which the quotations can easily be located by searching, we do
not give page numbers for the quotations; but we do give the chapter
to help you locate them in a different edition if you prefer.

The Gutenberg text contains errors of transcription from the 1897
edition, and the 1897 edition itself includes slight variants from any
of the editions published during Bronté’s lifetime (which also vary
slightly among themselves). Quotations have been checked against
the authorially sanctioned editions as represented in Jane Eyre, ed. by
Jane Jack and Margaret Smith (Oxford: Clarendon Press, 2016 [1969])
and any significant divergence has been noted.

Obviously the Gutenberg edition is not a reliable or authoritative
text in the terms of traditional scholarship. Why then take it as our
copy-text? For two reasons. First, it is readily available to you as a
reader: if you wish to plunge in and read around any of the passages
we discuss, it is easy for you to do so. And secondly, because the
Gutenberg edition is a good representative of the textual condition
from which translations arise. In the history of translation — and still
today — translators rarely work from what literary scholarship would
consider to be an authoritative text. Indeed, as Paola Gaudio shows
in her investigation of this issue in Essay 2, the Gutenberg edition is
itself increasingly being used as the source text for new translations. A
‘source’, then, is not a fixed point of origin to which translations orient
themselves and from which they diverge. Rather, the source is itself a
multiplicitous and shifting entity, which the translational imagination
enters and re-makes. All the translations that we have been able to
identify, including of course those from which we quote, are given in
the List of Translations at the end of the volume. Our general principle
for referencing translations has been that it would be repetitious to
list them in the Works Cited at the end of each chapter and essay since
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they are easily locatable in the List of Translations. However, in the
case of some essays, which focus on a distinctive subset of translations,
it has seemed more helpful to give that subset also in the Works Cited.

Within the volume, the parts written by Matthew Reynolds are
referred to as ‘chapters’ and numbered with Roman numerals. They
lay the theoretical foundations, and develop an overarching argument
about the close reading of Jane Eyre as a world work, articulating the
perspective of the project as a whole. The parts written by the other
co-authors are referred to as ‘essays’ and numbered with Arabic
numerals. They focus on particular language-contexts and issues,
exhibiting a variety of approaches in the arguments they pursue.
Unless otherwise noted, English translations of quotations are by the
author of the chapter or essay in which they appear.
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Introduction

Matthew Reynolds

Charlotte Bronté’s Jane Eyre is not only a novel in English. It is a
world work, co-existing in at least 618 translations, by at least as
many translators, and spreading over an ever-extending period of
years — currently 176 — into at least 68 languages. How can we grasp
this vast phenomenon? What questions should we ask of it? With
what tactics and tools? What kind of understanding can we hope to
achieve? The large and multimodal text that lies before you presents
some answers.

In doing so, it aims to contribute to several fields. To world literary
studies, by showcasing the complexities inherent in the transnational
circulation of a text through language difference, and uncovering
the generativity of that process, which involves the imaginative
energies of many people, and meshes with their historical moments
and political commitments. To English literary studies, by revealing
how extremely the reach of a text such as Jane Eyre, and therefore the
contexts relevant to its interpretation, exceed the boundaries typically
drawn around English literature and the English language: both kinds
of ‘English’ are porous, continually tangling and merging with other
literature(s) and language(s). To translation studies, by presenting, not
only a massively detailed instance, but a corresponding theorisation of
translation’s inevitably pluralising force, of its role in co-creating the
work that is often thought of as simply ‘being translated’, and of why
translation is best seen as happening, not between separate languages,
but through a continuum of language difference.

Prismatic Jane Eyre presents some innovations in the methodology
of literary history and criticism. It makes use of digital techniques, but
braids them into longer-standing practices of literary-critical reading
and literary-historical scholarship. Facing the start of this Introduction,
you will see links to interactive maps of the kind associated with

© 2023 Matthew Reynolds, CC BY-NC 4.0 https://doi.org/10.11647/0BP.0319.01
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‘distant reading’, as pioneered by Franco Moretti;! and they will
recur, in varying configurations, throughout the pages that follow. In
the second half of the book, from Chapter IV onwards, you will also
find interactive media of an almost opposite character: trans-lingual
textual animations inspired by the digital media art of John Cayley.
These elements both frame and connect the various literary-critical
readings, each anchored in a different location, that are presented by
the volume’s many co-authors. This intensely co-operative structure is
our work’s main methodological step forward. The world is made of
language difference, and any consideration of a text in world-literary
contexts needs to address this fact. Reading collaboratively is a good
way to do it, and we hope that the practice we present in this volume
may serve as a model for the collaborative close reading of other texts
in the world.

Solarge and varied a book, with so many co-authors, of course builds
on many precedents: they are noted and engaged with throughout the
chapters and essays that follow. But let me here, as a first orientation,
indicate some of our main points of reference. Our overall approach
learns from Edouard Glissant in seeing both literature and scholarship
as participating in a ‘poétique de la relation’ [poetics of relatedness].
Our research is therefore not shaped by metaphors of conquest
or discovery, but rather by the example of Terrant’ [the wanderer]
who ‘cherche a connaitre la totalité du monde et sait déja qu’il ne
Paccomplira jamais’ [seeks to understand the totality of the world, all
the while knowing that he will never manage it].* Though we present
a large amount of knowledge and discussion of Jane Eyre in world-
literary contexts, there is a great deal more material that we have not
been able to address, and which indeed could never be grasped in
full. Selection is basic to our enterprise, and everything we provide
here has a metonymic relationship, and therefore a partial one, to the
larger phenomenon that is Jane Eyre as a world work. No doubt the
study of any book, in any context, is always in some sense incomplete;
but incompleteness is a pervasive and unignorable feature of the
study of literature in world contexts.

1 Franco Moretti, Distant Reading (London: Verso, 2013).

2 John Cayley, Programmatology, https://[programmatology.shadoof.net/index.
php

3 Edouard Glissant, Poétique de la relation (Paris: Gallimard, 1990), p. 33.
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The arguments of Francis B. Nyamnjoh have helped us to embrace
this condition of our research. He notes that, in Africa, ‘popular ideas of
what constitutes reality ... are rich with ontologies of incompleteness’,
and proposes that ‘such conceptions of incompleteness could enrich
the practice of social science and the humanities in Africa and globally’.
He advocates a ‘convivial scholarship’ which challenges labels that
‘oversimplify the social realities of the people, places and spaces it
seeks to understand and explain’, which recognises ‘the importance of
interconnections and nuanced complexities’, and which ‘sees the local
in the global and the global in the local by bringing them into informed
conversations, conscious of the hierarchies and power relations at
play’.* In focusing on (only) about 20 of the 68 or more languages
spoken by the world Jane Eyre, and, for each of them, zooming in on
only a few especially interesting or indicative translations, we have
made the incompleteness of our project obvious. In this way, we assert
the importance of recognising that the world Jane Eyre can never
be fully known. It is possible to enter into, explore and sample the
phenomenon, but not to possess it. It is true that I (Matthew Reynolds)
have had what might be called a controlling interest in the project;
I initiated and led it; I have edited the essays by my co-authors, and
I have written the sequence of chapters that offer a grounding and
summation of the research. Some sort of unifying propulsion was
necessary for the work to have any coherence. But, at each stage, I
have tried to open that propulsion to re-definition and re-direction by
my co-authors (hence their being co-authors rather than contributors).
I proposed a selection of passages, linguistic features and key words
that we might look at together across languages in our practice of
collaborative close reading, but that selection changed following input
from the group. So also did the structure of this volume. The maps,
constructed by Giovanni Pietro Vitali, present data that has been
contributed by all the co-authors (and indeed many other participants
in and friends of the project, as described in the Acknowledgements).
Likewise, the translingual close-readings that I perform in Chapters
IV-VII build on observations made by many of the co-authors, and
others; as do the arguments about location that I make in Chapter III,
and the conceptualization of translation that I offer in Chapters I

4  Francis B. Nyamnjoh, Drinking from the Cosmic Gourd: How Amos Tutuola
can Change our Minds (Mankon, Bamenda, North West Region, Cameroon:
Langaa Research & Publishing CIG, 2017), pp. 2, 5.



14 Prismatic Jane Eyre

and II. In writing these chapters, I have tried to honour and perform
this plural authorship, shifting between the ‘we’ of the project and
the ‘T’ of my own point of view, and opening up a dialogue with my
co-authors. That conversation continues on a larger scale across the
volume as a whole, in the interplay between the chapters and the
essays, and between the written analyses and the visualisations. This
dialogic structure embodies our conviction that the heterolingual
and multiplicitous phenomenon of the world Jane Eyre cannot be
addressed by translating it into a monolithic explanatory framework
and homolingual critical language. While they meet in the comparative
unity of this volume, and the shared medium of academic English, the
readings, with their different styles, emphases, rhetorics and points
of reference open onto a convivial understanding of differences,
interconnections and complexities — they aim to generate Nyamnjoh’s
‘informed conversations’. Correspondingly, we have very much tried
to avoid the imposition of pre-formatted labels onto our material. In
the convivial progress of our research, the author of each essay was
free to pursue whatever line seemed most interesting to them in their
context, while our understanding of all the categories that organise
our work, from ‘a translation’ (see Chapters I and II) to ‘an act of
translation’ (see Chapter III) to ‘language(s)’ (see Chapter II) developed
in response to the texts and situations we encountered.

Our work is also, of course, in dialogue with prominent recent
voices in the anglophone and European literary academy. With
Pascale Casanova, we rebut ‘le préjugé de l'insularité constitutive
du texte’ [the assumption of the constitutive insularity of a text] and
set out to consider the larger, transnational configurations through
which it moves® — though recognising, more fully than she does, that
such configurations can never be known in their entirety, and that
circulation can happen in intricate and unpredictable ways. We follow
Wai Chee Dimock in realising that, not only ““American” literature’, but
any literature is ‘a crisscrossing set of pathways, open-ended and ever
multiplying, weaving in and out of other geographies, other languages
and cultures’;® and we agree with Dipesh Chakrabarty in paying

5 Pascale Casanova, La République mondiale des lettres, new edition (Paris:
Seuil, 2008), p. 19.

6 Wai Chee Dimock, Through Other Continents: American Literature across
Deep Time (Princeton, NJ.: Princeton University Press, 2006), p. 3.
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‘critical and unrelenting attention to the very process of translation’.’
Our conception of translation builds on research that has been
published in Prismatic Translation (2019), which in turn is indebted
to the work of many translation scholars — debts which are noted
both there and here, throughout the pages that lie ahead. Prismatic
Jane Eyre as a whole enacts in practice an idea of prismatic translation
(briefly put, that translation inevitably generates multiple texts which
ask to be looked at together), but what that means in theory can be
conceived in different ways. Of what is to come, Chapter I develops
the prismatic approach in dialogue with the essays in this volume,
and with theorists writing in English, Italian and French; Essay 1, by
Ulrich Timme Kragh and Abhishek Jain, offers a somewhat different
conception, drawing on Indian knowledge traditions and theories of
narrative and translation in Sanskrit and Hindi; Essay 8, by Kayvan
Tahmasebian and Rebecca Ruth Gould, articulates its argument
through Persian conceptions of genre; while Andrés Claro, in Essay
5, takes as his starting point what he calls ‘a critical conception of the
different possible behaviours of language as a formal condition of
possibility of representation and experience’. This plurality of points
of view is a crucial element in our practice of convivial criticism. What
Prismatic Jane Eyre offers is, not a variety of material channelled
into a single explanatory structure, but rather a variety of material
explored in a range of ways from different theoretical perspectives. It
is in this respect that the work we present most differs from that of the
figure in the European and North American academy who has most
energised this project: Franco Moretti. We have learned from Moretti’s
ambition to invent techniques for criticism with a wide transnational
scope, and in particular from his use of cartography; but we differ
decisively from his conviction that world literature can be mapped
according to a single explanatory schema, a ‘world system’ with an
inescapable ‘centre’ and ‘periphery’. Most of all, we depart from
his view that close reading can have no place in the study of world
literature, and that ‘literary history will ... become “second-hand”: a
patchwork of other people’s research, without a single direct textual
reading’® This volume rebuts that assertion. To read closely means to

7 Dipesh Chakrabarty, Provincializing Europe Postcolonial Thought and
Historical Difference, new edition (Princeton, NJ.: Princeton University Press,
2008), p. 17.

8  Moretti, Distant Reading, pp. 48-49.
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attend to particularities: of individual style; of linguistic repertoire;
of ideological commitments; of historical and geographical location.
As I explain further in Chapter IV, and as will be evident throughout
this volume, attending to particularities means doing something that
is fundamental to world literary study: recognising and responding to
difference.

Prismatic Jane Eyre is open to being explored in various ways.
This ‘Introduction’ is really only the first section of a serial discussion
which continues through Chapters I-VIIL in which I offer an account
of Jane Eyre as a world work, addressing successively the theory of
translation, conception of language(s) and idea of location that arise
from it (Chapters I-III) before presenting a manifesto for multilingual
close reading, with examples (Chapters IV-VII), and finally offering
some conclusions (Chapter VIII). These chapters are in dialogue with
the essays by which they are surrounded, which focus on particular
contexts and issues. Each chapter servesas anintroduction to the essays
that follow it, and the sequence of the essays represents an evolution
of theme. Those following Chapters I and II speak most immediately
to the conceptualisation of language(s), translation and text. Ulrich
Timme Kragh and Abhishek Jain, in ‘Jane, Come with Me to India: The
Narrative Transformation of Janeeyreness in the Indian Reception
of Jane Eyre’ offer a redefinition of the prismatic approach, drawing
on knowledge traditions in Sanskrit and Hindi, before presenting
an account of the interplay between translations and adaptations
of Jane Eyre in many Indian languages. Paola Gaudio, in “‘Who Cares
What Shape the Red Room is? Or, On the Perfectibility of the Source
Text’, traces variants between successive English editions of jane
Eyre, and discovers how they have played out in Italian translations,
showing that ‘the source text’ in fact consists of texts in the plural.
In ‘Jane Eyre’s Prismatic Bodies in Arabic’, Yousif M. Qasmiyeh takes
an Arabic radio version as the starting point for his argument that
Jane Eyre is crucially an oral as well as a written work, and that this
feature becomes especially charged in Arabic translations; while, in
‘Translating the French in the French Translations of Jane Eyre’, Céline
Sabiron shows how French translators have been puzzled by the
French that was already present in the language Bronté wrote.

The essays following Chapter III have most to do with location. In
‘Representation, Gender, Empire: Jane Eyre in Spanish’, Andrés Claro
finds radical differences between the translations done in Spain and
in hispanophone South America; while, in ‘Commissioning Political
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Sympathies: The British Council’s Translation of Jane Eyre in Greece’,
Eleni Philippou showcases one particularly charged translation context
from the Cold War. In ‘Searching for Swahili Jane’, Annmarie Drury
investigates why Jane Eyre has not been translated into Swahili (and
hardly at all into any African language); and, in ‘The Translatability
of Love: The Romance Genre and the Prismatic Reception of Jane Eyre
in Twentieth-Century Iran’, Kayvan Tahmasebian and Rebecca Ruth
Gould demonstrate how a combination of place and political moment
impart a distinctive generic identity to translations in late twentieth-
century Iran.

The essays following Chapters IV and V, and interspersed by
Chapters VI and VII, offer the most tightly focused close readings.
After Chapter V’s discussion of ‘passion’ in many languages, you will
find Ana Teresa Marques dos Santos and Claudia Pazos-Alonso’s essay
on ‘A Mind of her Own: Translating the “volcanic vehemence” of Jane
Eyre into Portuguese’, Ida Klitgdrd’s on ‘The Movements of Passion in
the Danish Jane Eyre’, and Paola Gaudio’s on ‘Emotional Fingerprints:
Nouns Expressing Emotions in Jane Eyre and its Italian Translations’.
After Chapter VI’s investigation of the many meanings of ‘plain’ come
Yunte Huang’s essay on ‘Proper Nouns and Not So Proper Nouns: The
Poetic Destiny of Jane Eyre in Chinese’, Mary Frank’s on ‘Formality
of Address and its Representation of Relationships in Three German
Translations of Jane Eyre’, and Léa Rychen’s on ‘Biblical Intertextuality
in the French Jane Eyre’. Chapter VII, with its investigation of the
distinction between ‘walk’ and ‘wander’ and of what becomes of it
in different tongues, its presentation of two ‘prismatic scenes’, and
its account of ‘littoral reading’, then opens onto three essays that
attend to grammar and perception: Jernej Habjan’s ‘Free Indirect
Jane Eyre: Bronté’s Peculiar Use of Free Indirect Speech, and German
and Slovenian Attempts to Resolve It’, Madli Kiitt’s ““Beside myself; or
rather out of myself”: First Person Presence in the Estonian Translation
of Jane Eyre’, and Eugenia Kelbert’s ‘Appearing Jane, in Russian’. After
which, you will find some conclusions (Chapter VIII), information
about the lives of some of the translators discussed, a list of the corpus
of translations that we have worked from, and a link to the code that
underlies the interactive maps and JavaScript animations.

Structured as it is by this sequencing of the chapters and essays, the
volume has not been formally divided into sections, whether by theme
or (for instance) by region, because to do that would be to impose
exactly the kind of artificial neatness denounced by Nyamnjoh: close
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reading can be found in all the essays, as can attention to place and to
the conceptualisation of the processes in play. The chapters are, in a
sense, written by ‘me’ (Matthew Reynolds); but in writing them I am
endeavouring to speak on behalf of the whole collaborative project, so
the narrative voice shifts between more plural and more individual
modes. The essays embody more consistently the distinctive styles and
approaches of their authors.

Prismatic Jane Eyre is also represented by a website. Depending
on when you are reading these words, the website may still be live
at https://prismaticjaneeyre.org/, or it may be archived at https://web.
archive.org/web/20231026144145/https://prismaticjaneeyre.org/. In
either form, the website offers a quick way of sampling the project as
a whole. What follows in this volume is obviously very much fuller,
and perhaps it may seem a lot to read through from beginning to end.
We invite you to follow the sequence of chapters and essays if you
wish; but we invite you equally to hop, skip and wander as you will.
Prismatic Jane Eyre offers, not the encapsulation of a phenomenon,
but an opening onto it; and we hope that you, as a reader, may relish
entering this incomplete exploration of Jane Eyre as a world work, just
as we, as readers, and as writers of readings, have done.
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I. Prismatic Translation and
Jane Eyre as a World Work

Matthew Reynolds

Translations Among Other Texts

The corpus of translations that we have (variably, selectively)
explored is vast. Using blunt, quantitative terms which I will qualify
in the pages that follow, we can speak of 618 ‘translations’ over
176 ‘years’ into 68 ‘languages’: in short — or rather in long, in very
long — a textual multitude of something like 100,000,000 words. Yet
this enormous body of material is only a subset of the even larger
array of texts — both written and in other media — that have been
generated by Jane Eyre in one way or another, including adaptations,
responses and critical discussion (this publication takes its place
among that multitude). There are at least fifty films going back to the
earliest days of cinema, most of them in English but with versions also
in Arabic, Czech, Dutch, German, Greek, Hindi, Hungarian, Italian,
Kannada, Mandarin, Mexican Spanish, Tamil and Telugu.! There have
been TV series and adaptations for radio, again in many moments,
languages and locations.? A series of powerful lithographs from the
novel has been made by the Portuguese artist Paula Rego. Now there
are fan fictions, blogs and at least one vlog, and erotic mash-ups

1 Ulrich Timme Kragh and Abhishek Jain discuss the Hindi, Kannada, Tamil
and Telugu films in Essay 1 below. There are lists of adaptations and other
Jane Eyre-inspired material in Charlotte Bronté: Legacies and Afterlives, ed.
by Amber K. Regis and Deborah Wynne (Manchester: Manchester University
Press, 2017), pp.280-93; Patsy Stoneman, Bronté Transformations: The
Cultural Dissemination of Jane Eyre and Wuthering Heights, 2nd edn (Brighton:
Edward Everett Root, 2018), pp. 254-91; and at The Enthusiast’s Guide to Jane
Eyre, https://sites.google.com/view/eyreguide/adaptations/film?authuser=0

2 Yousif M. Qamiyeh discusses the Arabic radio version by Nar al-Dimirdash in
Essay 3 below.

© 2023 Matthew Reynolds, CC BY-NC 4.0 https://doi.org/10.11647/0BP.0319.02
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which interleave Bronté’s text with throbbing scenes of passion.
Back in the mid-nineteenth century — indeed, almost as soon as it
was published — the novel was being re-made for the stage. The most
influential dramatization was Charlotte Birch-Pfeiffer’s Die Waise aus
Lowood [The Orphan of Lowood] of 1853: it neutered the scandalous
heart of the book by changing Bertha from Mr Rochester’s own wife to
that of his dead brother; she also becomes the mother of Adéle. Over the
ensuing decades this play was much performed, in German and other
languages, across Europe, the UK and the USA, lending its title also to
many translations of the novel.* In India, as Ulrich Timme Kragh and
Abhishek Jain show in Essay 1 below, Jane Eyre was freely re-written
first in Bengali and then in Kannada, as Sarla [5<7] by Nirmmala
Bala Soma [f=fieTl A1l 5TW] and Beédi Bandavalu [23¢& 20@=3%b] by Nila
Dévi [Qegn Bed] in 1914 and 1959 respectively, well before it was
translated.’ And of course Jane Eyre has had a pervasive, energising
influence on English-language literary writing, from Elizabeth Barrett
Browning’s Aurora Leigh (1856) to Henry James’s The Turn of the Screw
(1898), from Daphne du Maurier’s Rebecca (1938) to Jean Rhys’s Wide
Sargasso Sea (1966), together with a scattering of more recent fiction,
such as Tsitsi Dangarembga’s Nervous Conditions (1988), Jamaica
Kincaid’s Lucy (1990), Ali Smith’s Like (1997), Leila Aboulela’s The

3 Many fan fictions are at Fan Fiction, https://www.fanfiction.net/book/Jane-
Eyre/; the vlog is The Autobiography of Jane Eyre, https://www.youtube.
com/channel/UCG1-X6Vhx5Ba84pqBQUDshQ. Examples of blogs are The
Autobiography of Jane Eyre, https://www.tumblr.com/blog/view/eyrequotes;
Eddie: St John anti, https://www.tumblr.com/blog/view/mr-rochester-of-
thornfield; Jane Eyre: Everything related with Jane Eyre (Mostly pictures),
https://www.tumblr.com/blog/view/fyjaneeyre-blog; My Jane Eyre: Exploring
library copies of the seminal nineteenth century novel Jane Eyre by Charlotte
Bronté, https://myjaneeyrelibrary.wordpress.com/. Erotic mash-ups: Charlotte
Bronté and Eve Sinclair, Jane Eyre Laid Bare: The Classic Novel with an Erotic
Twist (London: Pan, 2012); Charlotte Bronte and Karena Rose, Jane Eyrotica
(London: Piatkus, 2012).

4  See Stoneman, Bronté Transformations, pp. 33-34; Patsy Stoneman, Jane Eyre
on Stage 1848-1898: An Illustrated Edition of Eight Plays with Contextual Notes
(Aldershot and Burlington, VT: Ashgate, 2007), pp. 137-98, Lynne Tatlock,
Jane Eyre in German Lands: The Import of Romance, 1848-1918 (New York:
Bloomsbury Academic, 2022), pp. 49-82; and the titles of many entries in our
List of Translations below.

5 In ‘Jane Eyre in Bengal’, Olivia Majumdar defines Sarla as a ‘free translation’,
https://www.bl.uk/early-indian-printed-books/articles/jane-eyre-in-
bengal-v2. I explain the distinction we draw between translations and other
re-writings below in this chapter.
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Translator (1999) and Aline Brosh McKenna and Ramon K. Pérez’s
graphic novel Jane (2018).

Alongside these —and many more — proliferating imaginative
responses, the novel has always generated vigorous critical
discussion, from excited early reviews, through percipient comments
by twentieth-century writers such as Virginia Woolf and Adrienne
Rich, to the explosion of academic scholarship and criticism which
has, since the 1970s, found in Jane Eyre a focus for Marxist, feminist
and postcolonial literary theories, for research in literature and
science and — more recently — for renewed formalist analysis and
approaches rooted in environmental and disability studies.® Perhaps
the most decisive intervention in this critical afterlife was made by
Sandra M. Gilbert and Susan Gubar in 1979, with their argument that
Mr Rochester’s mentally ill and imprisoned first wife, Bertha, who
inspired their book’s title, The Madwoman in the Attic, is Jane’s ‘double’:
‘she is the angry aspect of the orphan child, the ferocious secret self
Jane has been trying to repress ever since her days at Gateshead’.’
This interpretation can seem a key to the novel, making sense of its
mix of genres as a sign of internal conflict. Jane Eyre describes — in
a realist vein — the social conditions that make it impossible for Jane
fully to act upon or even to articulate her desires and ambitions in
her own speaking voice as a character; but it also enables those same
unruly energies to emerge through the gothic elements of the text that
she is imagined as having written — her Autobiography (as the book’s
subtitle announces it to be).

Another influential line of analysis was launched by Gayatri
Chakravorty Spivak, who in 1985 offered a sharp critique of the role
that Bertha, a ‘native subaltern female’, is made to fulfil. For Spivak,

6 In addition to the texts discussed below, see Terry Eagleton, Myths of Power:
A Marxist Study of the Brontés (London: Macmillan, 1975); Sally Shuttleworth,
Charlotte Bronté and Victorian Psychology (Cambridge: Cambridge
University Press, 1996); Caroline Levine, Forms: Whole, Rhythm, Hierarchy,
Network (Princeton, NJ: Princeton University Press, 2015), ch. 1; Jennifer D.
Fuller, ‘Seeking Wild Eyre: Victorian Attitudes Towards Landscape and the
Environment in Charlotte Bronté’s Jane Eyre’, Ecozon@, 4.2 (2013), 150-65;
The Madwoman and the Blindman: Jane Eyre, Discourse, Disability, ed. by
David Bolt, Julia Miele Rodas and Elizabeth J. Donaldson (Columbus: The Ohio
State University Press, 2012).

7  Sandra M. Gilbert and Susan Gubar, The Madwoman in the Attic: The Woman
Writer and the Nineteenth-Century Literary Imagination (New Haven and
London: Yale University Press, 1979), pp. 359-60.
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Bertha is ‘a figure produced by the axiomatics of imperialism’, a
manifestation of the ‘abject ... script’ of the colonial discourse that
pervaded the linguistic and imaginative materials Bronté had to
work with. Across the continuum of imagining between Jane Eyre
and Rhys’s Wide Sargasso Sea, this figure (re-named Antoinette in
Rhys’s novel) serves as ‘an allegory of the general epistemic violence
of imperialism, the construction of a self-immolating colonial subject
for the glorification of the social mission of the colonizer’. Jane’s
happiness, therefore, comes at the expense of colonial subjects: Spivak
takes this to reveal a blindness in readings such as Gilbert and Gubar’s,
and more generally in the discourses of Anglo-American feminist
individualism.®

Like The Madwoman in the Attic, Spivak’s text generated a cascade
of quotation and reprinting, as well as of critical contention which
pointed to elements of the novel that it downplays. As Susan L.
Meyer noted, Bertha, who is identified as a ‘Creole’ in Jane Eyre, is
not a straightforwardly representative ‘native subaltern’ since she
comes from a rich, white, slave-owning family.® Spivak’s response was
that her argument still held since ‘the mad are subaltern of a special
sort’; more interestingly, she suggested that the simplicities of her
analysis, as first put forward, had contributed to its popularity among
students and readers of the novel: ‘a simple invocation of race and
gender’ was an easier interpretation to adopt than one that would do
more justice to the complicated social identities of the participants.'
This observation indicates how critical analysis, readers’ reactions
and indeed imaginative re-makings have intertwined in Jane Eyre’s
afterlife, creating a vivid instance of a general phenomenon that has
been described by Roland Barthes:

Le plaisir du texte s’accomplit ... lorsque le texte ‘littéraire’ (le livre)

transmigre dans notre vie, lorsqu’une autre écriture (I’écriture de

l’autre) parvient a écrire des fragments de notre propre quotidienneté,
bref quand il se produit une coexistence.

[Textual pleasure occurs when the ‘literary’ text (the book) transmigrates
into our life, when another writing (the writing of the other) goes so

8 Gayatri Chakravorty Spivak, A Critique of Postcolonial Reason: Toward a
History of the Vanishing Present (Cambridge, Mass.: Harvard University Press,
1999), pp. 117, 121, 127.

9 Susan L. Meyer, ‘Colonialism and the Figurative Strategy of Jane Eyre’,
Victorian Studies 33 (1990), 247-68.

10 Spivak, Critique, pp. 117n, 121n.



I Prismatic Translation and Jane Eyre as a World Work 25

far as to write fragments of our own everyday lives, in short, when a
coexistence comes into being.]"

Many readers have embraced Jane Eyre in this way, and it is evident
that the pleasure of such imaginative coexistence comes, not only
from agreement, but also from contestation — as for instance when
Jean Rhys’s passionate involvement with the book led her to re-write
it from Bertha’s point of view, an imaginative reaction that helped
Spivak to frame her critical position. And that critical position has,
in turn, both affected readers’ views and nourished new creative
responses, such as Jamaica Kincaid’s novel Lucy (1990), in which the
governess figure (a modern au pair) is herself from the West Indies.
There is a similar chain of creativity prompting criticism prompting
further creativity in the way Robert Louis Stevenson’s Strange Case
of Dr Jekyll and Mr Hyde (1886), which echoes Jane Eyre’s Bertha in its
imagining of a monstrous, hidden figure (Hyde), anticipates Gilbert
and Gubar’s argument when it joins that figure with an apparently
irreproachable public one (Jekyll) to form a single conflicted self. And,
again, Gilbert and Gubar’s critical reading has fed into new creative
work, such as Polly Teale’s play Jane Eyre (1998), where Bertha always
accompanies Jane on stage,!?

A peculiarity of the critico-creative afterlife that I have just sketched
isthe overwhelming monolingualism of its range of attention. As Lynne
Tatlock has noted in her recent study, Jane Eyre in German Lands, what
has become of the novel in the ‘German-speaking realm remains terra
incognita for most scholars working in English’,** and the same is true
of translations and responses in all other languages. Together with
the (few) studies there have been of them,* they tend to be treated

11 Roland Barthes (Euvres completes, vol. 3 (1968-1971), new edn, ed. by Eric
Marty (Paris: Le Seuil, 1995), p. 704.

12 Jessica Cox, “The insane Creole”: the afterlife of Bertha Mason’, Regis and
Wynn, Charlotte Bronté: Legacies and Afterlives, pp. 221-40 (p. 223).

13 Tatlock, Jane Eyre in German Lands, p. 2.

14 Emile Langlois, ‘Early Critics and Translators of Jane Eyre in France’, Bronté
Society Transactions, 16 (1971), 11-18; Stefanie Hohn, Charlotte Brontés
Jane Eyre in deutscher Ubersetzung. Geschichte eines kulturellen Transfers
(Tubingen: Narr, 1998); Inga-Stina Ewbank, ‘Reading the Brontés Abroad:
A Study in the Transmission of Victorian Novels in Continental Europe’, in
Re-Constructing the Book: Literary Texts in Transmission, edited by Maureen
Bell, Shirley Chew, Simon Eliot and James L. W. West (London: Routledge,
2001), pp. 84-99; Emily Eells, ‘Charlotte Bronté en frangais dans le texte’, Textes
et Genres I: A Literature of Their Own’, ed. by Claire Bazin and Marie-Claude
Perrin-Chenour (Nanterre: Publidix, 2003), 69-88; Marta Ortega, ‘Traducciones
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as something separate from the real business of understanding and
re-imagining the novel. It is writing in English (so the assumption
goes) that has the power to determine what Jane Eyre means, and
to give it ongoing life in culture: what happens in other tongues is
taken to be necessarily secondary, a pale imitation that can safely be
ignored. Yet Tatlock’s book is full of illumination, not only of German
culture, but also of Jane Eyre. I hope the same is true of the pages
that follow; that, as they trace the book’s metamorphoses through
translation, and across time and place, they also offer a refreshed and
expanded understanding of Jane Eyre — Jane Eyre ‘in itself’, I would
say, were it not that, as we have begun to see with the book’s afterlife
in English, it is impossible to hold a clear line between the book ‘in
itself’, on the one hand, and what has been made of it by readers and
interpreters on the other. Interventions like those by Rhys and Spivak
change what Jane Eyre is; this is no less the case if they happen to be
in other languages, and to have been made by translators. After all,
translators are especially intimate interpreters and re-writers, who
must pay attention to every word.

As we will discover, Jane Eyre has been read and responded to at
least as often, and just as intensely, in languages other than English;
and the way the novel has metamorphosed in translation has sharp
relevance to the critical issues I have just sketched (and indeed many
others, as we will see). When considering jane Eyre’s feminism, it
matters that it was translated by a Portuguese avant-garde feminist
for serialization in an alternative Lisbon periodical in the late 1870s,
and that it was connected to women’s liberation movements in Latin
America in the mid-twentieth century (see Essay 9 below, by Ana
Teresa Marques dos Santos and Claudia Pazos-Alonso, and Essay 5 by
Andrés Claro). When considering the representation of Bertha, what
has been made of that representation by readers in the Global South,
and how they have re-made it through translation, is clearly an issue
of some pertinence (see again Essay 5, as well as Essay 1 by Ulrich
Timme Kragh and Abhishek Jain, and Essay 3 by Yousif M. Qasmiyeh).

del franquismo en el mercado literario espafiol contemporaneo: el caso de
Jane Eyre de Juan G. de Luaces’ (unpublished doctoral thesis, University of
Barcelona, 2013); Shouhua Qi, ‘No Simple Love: The Literary Fortunes of the
Bronté Sisters in Post-Mao, Market-Driven China’, in The Bronté Sisters in
Other Worlds, ed. by Shouhua Qi and Jacqueline Padgett (New York: Palgrave
Macmillan, 2014), pp. 19-49; Tatlock, Jane Eyre in German Lands.
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There are material reasons why these connections have not come
into focus until now. It takes a particular conjunction of institutional
support and technological development to sustain the degree of
collaboration and breadth of reference that are presented in these
pages. Yet the material conditions that have hampered work like this
in the past have also embodied and sustained a particular ideological
stance: a belief in the separateness and self-sufficiency of standard
languages, especially English, and a corresponding misunderstanding
and under-valuation of the interpretive, imaginative, dialogic power of
translation. Some recent work in translation studies and comparative
and world literary studies has pushed to reconfigure this regime
of ‘homolingual address’, as Naoki Sakai has defined it, creating
alternatives to what Suresh Canagarajah has called ‘monolingual
orientation’ in literary criticism — that is, the assumption (despite
all everyday experiential evidence to the contrary) that the default
interpretive context, for any work under discussion, possesses ‘a
common language with shared norms’.'> Prismatic Jane Eyre, in
redefining the novel as a multilingual, transtemporal and nomadic
work, shares also in the endeavour to open up critical discussion
to more diverse voices. I will return to the theory of language that
permeates and emerges from this approach in Chapter II

The proliferation of textuality generated by Jane Eyre that I have
sketched — the carnival of critique, reading, re-making, reaction,
response, and adaptation — matters to the translations of the novel,
and they in their turn should be recognised as part of it. As André
Lefevere has pointed out, people’s idea or ‘construct’ of a given book
comes, not from that book in isolation, but from a plethora of sources:

That construct is often loosely based on some selected passages of the
actual text of the book in question (the passages included in anthologies
used in secondary or university education, for instance), supplemented
by other texts that rewrite the actual text in one way or another,
such as plot summaries in literary histories or reference works,
reviews in newspapers, magazines, or journals, some critical articles,
performances on stage or screen, and, last but not least, translations.®

15 Naoki Sakai, Translation and Subjectivity: On Japan’ and Cultural Nationalism
(Minneapolis: University of Minnesota Press, 1997), p. 2; Suresh Canagarajah,
Translingual Practice: Global Englishes and Cosmopolitan Relations (London
and New York: Routledge, 2012), p. 1.

16 André Lefevere, Translation, Rewriting, and the Manipulation of Literary
Fame (London: Routledge, 2016 [1992]), p. 5.
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Translations enter into this larger flow of re-writing and re-making,
and they are also affected by it, as indeed all the different currents
in the ongoing cultural life of the novel may affect one another. Such
currents influence the interpretive choices translators make and the
way the finished books are marketed and read. They can even bring
translations into being: for instance, a successful film version will
typically trigger new translations. Jane Eyreis therefore a paradigmatic
instance of the argument I made in Prismatic Translation (2019) that
translation should always be seen as happening, not to one text, but
among many texts.’” The textuality that flows into any given act of
translation may include the whole range of other kinds of re-creation;
it may also encompass many other sources such as related books in
the receiving culture, histories, dictionaries and so on.

In these pages, we follow Lefevere in seeing any translation of
Jane Eyre as happening among the larger penumbra of versions and
responses: they will be referred to and discussed at many points in
the chapters and essays that follow. Nevertheless, we draw more of a
distinction than he does, albeit a porous and pragmatic one, between all
this critical and creative ongoing life and the focus of our investigation,
which is the co-existence of the novel in its many translations. For
the purposes of our study, we adopt the following rules of thumb for
deciding whether to count a given text as a Jane Eyre translation. It
should be a work intended primarily for reading, whether on page or
screen. So we draw a line between the translations that are our focus
and the re-makings in other media — such as films, radio versions,
and plays — that are less central to our enquiry. It should be a work of
prose fiction, so we distinguish between translations on the one hand
and reviews and critical discussions on the other. And it should be a
work that is offered and/or taken as representing Jane Eyre — indeed,
as being Jane Eyre — for its readers in the receiving culture. So the
translations are separated out from responses like Wide Sargasso Sea,
or versions like Jane Eyrotica or Lyndsay Faye’s Jane Steele (which
shadows the plot of Jane Eyre, though the heroine is a murderer).
Some of these Eyre-related books have been translated into other
languages — erotic versions have had some success in Russia, for

17 Prismatic Translation, ed. by Matthew Reynolds (Cambridge: Legenda, 2019),
pp. 7, 31.

18 Essay 6 below, by Kayvan Tahamsebian and Rebecca Ruth Gould, gives a rich
account of this phenomenon in Iran.
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instance!®* — but such translations are not translations of jane Eyre,
any more than the versions and responses themselves are. Readers of
such texts know that what they are getting is something different from
Jane Eyre — indeed, that is why they are reading them.

Another way of describing the (porous, pragmatic) line that we draw
is that it distinguishes between translation without an article — the
loose, variously fluid and figurative phenomenon — from translation
with an article, ‘a translation’, that is, a whole work which stands in a
particular relationship to another whole work. The entire penumbra
of versions and responses can be said to involve translation-without-
an-article: for instance, these texts might include translated snippets
of dialogue or passages of description, or they might ‘translate’ (in a
loose sense) elements of the source into different genres or locations.
To adopt the Indian philosophical terms expounded by Ulrich Timme
Kragh and Abhishek Jain in Essay 1 below, ‘the dravya (substance)
Jane Eyre can be said to exist in different parydy (modalities) of the
source text, adaptations, and translations, which all are parinam
(transformations) sharing a quality of janeeyreness’. But within this
larger range, any text that offers itself as ‘a translation’ is subjected to
a tighter discipline. It takes on the task of being the novel Jane Eyre for
its readers.

Nevertheless, this distinction has to be pragmatic and porous
because what it is for a text to ‘be the novel Jane Eyre for its readers’ is
not something that can be determined objectively or uncontentiously,
especially not when a wide range of different languages and cultures,
with varying translational practices, are taken into account. For
instance, an immediate and blatant exception to our rules of thumb
is the Arabic radio version by Nar al-Dimirdash, first broadcast in
1965. As Yousif M. Qasmiyeh explains in Essay 3 below, this translation
reached a ‘wide and popular audience across the Arabic speaking
region’, where access to books ‘was restricted by a range of socio-
economic and educational barriers’. It also had a significant influence
on later print translations. So, in this context, where radio is doing
some of the same cultural work as might be done by print elsewhere,
it seems best to count al-Dimirdash’s text as a translation. Even with
texts that are indubitably printed, uncertainties of definition arise.
Indeed, they flourish. Back in 2004, Umberto Eco proposed what looks

19 Asdiscovered by Eugenia Kelbert and Karolina Gurevich in the course of the
Prismatic Jane Eyre project.
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like it might be an effective — if broad-brush — quantitative measure

for distinguishing a text that is a translation from one that is not:
In terms of common sense I ask you to imagine you have given a
translator a printed manuscript in Italian (to be translated, let us say,
into English), format A4, font Times Roman 12 point, 200 pages. If the
translator brings you back, as an English equivalent of the source text,
400 pages in the same format, you are entitled to smell some form of
misdemeanour. I believe one would be entitled to fire the translator
before opening his or her product.?

Yet,ifwe applied this principle to our corpus, the number of translations
would be radically reduced, not because any of them are twice as long
as Bronté’s English Jane Eyre but because many of them are twice as
short, or even shorter. We count such abridged texts as translations by
following our rules of thumb: they are intended primarily for reading;
they are prose fiction; and they take on the work of being Jane Eyre
for their readers. In this, we are adopting the classic approach of
Descriptive Translation Studies, seeking not to impose on our material
an idea of what translation ought to be, but rather to observe and
understand what it has been and is: in the words of Gideon Toury, to
view translations as ‘Facts of a “Target” Culture’, and to ‘account for
actual translational behaviour and its results’.2

It follows that a kind of text that counts as a translation in one
culture might not if it appeared in another. In France, there is nothing
quite like the first Chinese translation, done by Shoujuan Zhou [f&&
9] in 1925, with the title E)%id [Chong guang ji; Seeing Light Again]:
it is only 9,000 characters in length, and cuts many episodes, as
suggested by the titles of its four parts: ‘(1) Strange Laugh; (2) Budding
Love; (3) Mad Woman; (4) Fruit of Love’.?2 Perhaps the nearest French
equivalent is that early French review which delighted Charlotte
Bronté, written by Eugéne Forcade for the Revue des deux mondes
in 1848: it is 24 pages long, so about 10,000 words, and it includes a
full summary of the novel together with close translation of selected
passages. Bronté called this review ‘one of the most able — the most
acceptable to the author of any that has yet appeared’, observing that
‘the specimens of the translation given are on the whole, good — now

20 Umberto Eco, Mouse or Rat? Translation as Negotiation (London: Weidenfeld
& Nicolson, 2003), pp. 2-3.

21 Gideon Toury, Descriptive Translation Studies — and Beyond (Amsterdam and
Philadelphia: John Benjamins, 1995), pp. 23, 3.

22 Qi, ‘No Simple Love’, p. 21.
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and then the meaning of the original has been misapprehended, but
generally it is well rendered’.?® There is no doubt that both texts are
involved in translation-without-an-article. And if we were to take
them, the Chinese translation and the French review, abstract them
as much as possible from their respective cultures and look at them
side by side, we might well conclude that the review gives the fuller
impression of what Bronté wrote.

But readers of the Revue des deux mondes did not think they
were being offered a translation. They knew they were reading
a review —not only because Forcade frames and permeates the
summary and extracts with his own opinions of the novel and indeed
of much else, including the 1848 French revolution, but also because,
for mid-nineteenth-century French readers, reviews were established
as a genre distinct from translations: though a review might well
include passages of translation, it was not itself a translation. The 1925
Shanghai publication, on the other hand, was part of a ferment of
translation of English and European texts in China in the early decades
of the twentieth century, during which there was also much debate
about different modes of translation and the language appropriate to
it. Arange of kinds of text were therefore received under the umbrella
term yi #% (translation), with#>¢ic [Chong guang ji; Seeing Light Again]
among them. So, unlike the French review, the Chinese text is a piece
of fictional writing that is offered and taken as being a translation, as
bodying forth Jane Eyre for its readers; and in fact it was the only text
in Chinese that did so until the publication of a fuller version ten years
later: flZEFIC [Gunv piaolingji; Record of a Wandering Orphan] by
Wu Guanghua [{fit#]. So it seems to make best sense to count Chong
guang ji as a translation, while not counting Forcade’s review.

Given all this variability and overlap, why seek to distinguish
translations from other kinds of re-writing at all? One reason is that

23 The Letters of Charlotte Bronté, 2 vols, ed. by Margaret Smith (Oxford and
New York: Oxford University Press, 1995-2000), II, p. 140.

24 See Shouhua Qi, Western Literature in China and the Translation of a Nation
(New York: Palgrave Macmillan, 1912), pp. 32-50 (p. 62); an account of Zhou
Shoujuan — though without mention of the translation of Jane Eyre —is
given in Dechao Li, ‘A Study of Zhou Shoujuan’s Translation of Western
Fiction’ (unpublished doctoral dissertation, The Hong Kong Polytechnic
University, Department of Chinese and Bilingual Studies, November 2006,
UMI Microform no. 3282304); on plural Chinese definitions of translation,
see Martha P. Y. Cheung, ‘Reconceptualizing Translation — Some Chinese
Endeavours’, Meta, 56 (2011), 1-19.
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it enables us to count them, and to locate them in time and space, and
therefore to create the interactive maps and other visualisations that I
present in Chapter III. Even though the category that we have defined
is fuzzy, there is still value in mapping it, and especially so when the
synoptic picture provided by the maps is nuanced by the detailed local
investigations conducted in the essays. A second reason has to do with
the kind of close reading that translations embody and enable. Because
translations stick so tightly to the source text, trying to mean the same,
or do the same, with different linguistic materials in different times
and places, they repay very close comparative attention. As Jean-
Michel Adam has observed:

La traduction présente ... 'immense intérét d’étre une porte d’acces a

la boite noire de la lecture individuelle et secrete qui fait que le méme

livre est non seulement différent pour chaque lecteur, mais qu’il change
méme a 'occasion de chaque relecture et retraduction.?

[Translation has the enormous interest of giving us an entry into the
black box of individual, secret reading which causes the same book, not
to be only different for each reader, but to change with every re-reading
and re-translation.]

Clive Scott has made a similar point: ‘translation is a mode of
reading which gives textual substance to reader response’.’ Because
this substantiated reader response, this metamorphic reading
and re-reading, translation and re-translation, is done in different
moments, cultures and languages, it also gives us a uniquely precise
view of the gradations and entanglements of historical, cultural and
linguistic difference. This will be amply illustrated in the chapters and
essays to come.

The third reason, which follows closely from the second, is
that it is only by distinguishing translations from the mass of other
Eyre-related textuality that we can bring into focus the distinctive,
paradoxical challenge that — like translations of any text—they pose
to understanding and interpretation. A translation stakes a claim to
identity with the source text: to be Jane Eyre for the people who read it.
And yet that claim is in many respects obviously false, most obviously
of all, of course, in the fact that the translated Jane Eyre is in a different

25 Jean-Michel Adam, Souvent textes variant. Génétique, intertextualité, édition et
traduction (Paris: Classiques Garnier, 2018), p. 10.

26 Clive Scott, Literary Translation and the Rediscovery of Reading (Cambridge:
Cambridge University Press, 2012), p. 10.
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language. Pretty much every word, every grammatical construction,
and every implied sound in a translation will be different from its
counterpart in the source. What is strange is that it is in practice
this blatant and unignorable difference which enables the claim to
identity to be made. It is the perception of language difference that
generates the need to be able to say or write something that counts
as the same in a different language; and it is the reality of language
difference that enables a translation to take the place of its source,
since the source will be, for many readers in the receiving culture,
difficult or impossible to understand. So, paradoxically, the claim to
identity is made possible by the very same factor that announces it to
be untrue. To quote again from Prismatic Translation, the book that
provides much of the theoretical groundwork for Prismatic Jane Eyre,
this is ‘the paradox of all translation’.?’

From the 1850s onwards, that is, in the early years of Jane
Eyre’s expanding life in translation, this paradox was confronted
by European lawyers, who were trying to establish international
copyright agreements that would include translations. As a scholar of
the issue, Eva Hemmungs Wirtén, has put it:

The crux was that the international author-reader partnership also
required the multiplication of authorship, and when the need for
another author — a translator — was a prerequisite for reaching new
readers, the work in question was in danger of alienation from the
author. Something happened when a text moved from one language
into another, but exactly what was it? Was it reproduction only, or
creation of a new work, or rewriting??

The debates culminated in the Berne Convention of 1886, which
adopted the view that translations were merely reproductions, no
different from a new edition. In consequence, ‘authors had the right
to translate themselves or authorize a translation of their works
within ten years of the first date of publication in a union nation’.?°
Wirtén goes on to explain that national interests played a large part
in this decision. States such as France, whose literatures were much
translated, sought to expand the rights of the source-text authors who
were their citizens. On the other hand, states such as Sweden, which

27 Prismatic Translation, ed. by Reynolds, p. 42.

28 Eva Hemmungs Wirtén, ‘A Diplomatic Salto Mortale: Translation Trouble in
Berne, 1884-1886,” Book History, 14 (2011), 88-109 (pp. 92-93).

29 Wirtén, ‘A Diplomatic’, p. 98.
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imported many books through translation, wanted to grant as much
liberty as possible to translators, as a document of 1876 asserts:

Forettfolk, hvarssprakomrade vore sd inskrankt,som detsvenska, kunde
icke ett band pa 6fversattningsfriheten undga att verka hammande pa
spridning af kunskap och upplysning. Behofvet for ett sddant folk att
fullstindiga egen litteratur med 6fversattningar fran utlandets béattre
verk vore odndligt mycket storre, 4n det som forefunnes hos folk med
vidsstrackt sprdkomrade och betydligt rikhaltigare litteratur, &n den
Svenska.

(For a people whose language is so small and geographically limited
as the Swedish, any restriction on freedom of translation could not
but have a negative impact on the dissemination of knowledge and
education. The need for such a people to complete its own literature
by translations of the better works from abroad is infinitely greater
than what it is for people with a widespread language and considerably
richer literature than the Swedish.)*

At Berne, the French view won out over the Swedish; but the
debates were not silenced by this triumph of literary power-politics.
A revision to the agreement, made in Berlin in 1908, allowed the
Swedish view back in, granting translations copyright protection of
their own, whether they were authorized or not. This provision was
in considerable tension with the protection that continued to be
granted to source texts. Wirtén concludes that the Berlin Convention
‘implemented a paradox. On the one hand, the rights of the author
included translation, but on the other, the translation emerged as a
separate work.”®!

The paradox of translation, as it reared its head in Berlin, reveals
the dead end of the terms in which translations and source texts were
defined in those debates — terms that persist in much discussion to this
day. A source is not a determinate entity that can be either reproduced
in translation or not. It consists, not only of its printed words and
punctuation, but of all that they mean, and all that they do. As Roland
Barthes, Stanley Fish, and other literary theorists have demonstrated
in manifold ways since the 1960s, the meaning and affect of a work
are not simply given in the text but emerge through the collaborative

30 Hogsta domstolens protokoll, November 22, 1876, quoted and translated in
Wirtén, ‘A Diplomatic’, p. 92.
31 Wirtén, ‘A Diplomatic’, p. 101.
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involvement of readers.?? Translators are readers. What is more, as
we have seen, their work belongs with those other kinds of re-writing,
including literary criticism, that are accepted as characterising and
illuminating the book, as subjecting it to continuous rediscovery and
reconfiguration. It follows that a translation cannot be judged by
how well it ‘reproduces’ or ‘is faithful to’ its source, for translation is
involved in determining what that source is.

A series of thinkers in Translation Studies have contributed to
the view that I am presenting. Focusing on works in classical Greek
and Latin, Charles Martindale argued (three decades ago now) that
it is misconceived to ask whether a translator has captured what is
‘there’ in the source, since ‘translations determine what counts as
being “there” in the first place’. Developing a similar point from his
work on nationalist constructions of the Japanese language, Naoki
Sakai demonstrated the incoherence of trying to decide whether
a translation has or has not successfully transferred the source’s
meaning, since you cannot define what you think that meaning to be
until you have translated it: ‘what is translated and transferred can
be recognized as such only after translation’. In short, in the crisp,
recent formulation by Karen Emmerich, ‘each translator creates her
own original’.3® Reading translations in connection with their source,
therefore, is not only to engage in transnational literary history and
comparative cultural enquiry, though we do a great deal of those two
things in the pages that follow. It is also to confront a basic ontological
question: what is Jane Eyre?

32 Key moments in this stream of theory are: Roland Barthes, ‘The Death of the
Author’, Aspen: The Magazine in a Box, 5&6 (1967), n.p., https://www.ubu.
com/aspen/aspen5andé6/threeEssays.html#barthes and its French version ‘La
mort de auteur’ Manteia, 5 (1968), 12-17; Michel Foucault, ‘Qu’est-ce qu'un
auteur?’, Bulletin de la Société frangaise de philosophie, 63 (1969), 73-104;
Wolfgang Iser, Die implicite Leser: Kommunikationsformen des Romans von
Bunyan bis Beckett (Munich: W. Fink, 1972); Stanley Fish, ‘Interpreting the
“Variorum™, Critical Inquiry, 2 (1976), 465-85, and Is There a Text in This
Class? The Authority of Interpretive Communities (Cambridge, MA: Harvard
University Press, 1980); Jerome J. McGann, The Beauty of Inflections: Literary
Investigations in Historical Method and Theory (Oxford: Clarendon Press,
1985); Eve Kosofsky Sedgwick, Jane Austen and the Masturbating Girl,
Critical Inquiry 17 (1991), 818-37 and Touching Feeling: Affect, Pedagogy,
Performativity (Durham: Duke University Press, 2003).

33 Charles Martindale, Redeeming the Text: Latin Poetry and the Hermeneutics
of Reception (Cambridge: Cambridge University Press, 1993), p. 93; Sakai,
Translation and Subjectivity, p. 5; Karen Emmerich, Literary Translation and
the Making of Originals (New York and London: Bloomsbury, 2017), p. 13.
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What is Jane Eyre?

If we focus on the translations as just defined, that is, on the texts that
make a claimto be Jane Eyre, we discover not only an enormous amount
of textuality — several hundreds of translations, several scores of
languages, many millions of words — but also a great deal of variety.
First, as we have seen, there is variety in size. Many of the translations
are roughly the same length as the source (i.e., about 186,000 words,
or 919 generously spaced pages in the first edition); none, so far as
we have been able to discover, are significantly longer. But many
are shorter, sometimes very much so. Zhou Shoujuan’s first Chinese
translation of 1925, at 9,000 characters, may be an extreme case, but is
very far from being the only one. The first translation into an Indian
language, Tamil, done by K. Appatturai [&T Q{LiLITSGlemT] in 1953,
with the title [G8365T wiTj: 2 6u& LI L&D GlLIMM HTeue6v] (Jen Ayar:
Ulakap pukal perra naval; Jane Eyre: A World-Renowned Novel), was
150 pages. The first Italian translation, with an anonymous translator
and the title Jane Eyre, o Le memorie d’un’istitutrice (Jane Eyre or the
Memoirs of a Governess) was 40,000 words shorter than Bronté’s
English text. The first version in French, Jane Eyre ou Mémoires d’'une
Gouvernante (Jane Eyre or Memoirs of a Governess), published in Paris
and Brussels in 1849, written by Paul Emile Daurand Forgues under
the pseudonym ‘Old Nick’, and serialized virtually simultaneously in
two newspapers and a literary journal, consisted of 183 pages (I say
‘version’ here because this text’s status as ‘a translation’ is especially
controversial, an issue that I explore further below).

As these instances suggest, abridgement is a common feature
of first or early translations, and especially so when they are done
into languages and cultures distant from British English. As Kayvan
Tahmasebian and Rebecca Ruth Gould observe of the Iranian context
in Essay 8, where they build on an idea of Antoine Berman’s, it is
often the case that successive translations gravitate towards equality
of length with the source text. New translations can differentiate
themselves from their predecessors by claiming greater accuracy;
equally, the passing of time since the mid-nineteenth century has
seen enormous growth in the global use of English, as well as in
technologies for checking translations against their sources and one
another, and in institutions for evaluating them (such as prizes). But
other trends push in the opposite direction, and keep abridgements
coming. With its childhood beginning, clear narrative line, assertive
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voice and elements of gothic and romance, Jane Eyre is in itself an
attractive prospect for re-making as a children’s book; and, as it
became ever more widely celebrated, market forces must have started
to beckon too. In Germany, as Lynne Tatlock has shown, adaptations
for children — and especially for girls — date back to as early as 1852
and proliferated through the later nineteenth century, taming the
novel by changing it in various ways, including killing Mr Rochester
or omitting him entirely.>* Examples of translations aimed at the same
demographic are those done into Russian, anonymously, in 1901; into
Turkish in 1946 by Fahriinnisa Seden; into Italian, anonymously, in
1958; into Greek in 1963 by Georgia Deligianné-Anastasiadé; into
Portuguese in 1971 by Miécio Tati (published in Rio de Janeiro);
into Hebrew in 1996 by Asi Weistein (published in HaDarom in
Israel/Palestine); and into Arabic in 2004 by Sabri al-Fad1 (published
in Cairo). For similar reasons, abridged translations with parallel text,
thesauruses and other learning aids have been made as part of the
international industry in English-language tuition: for instance, into
Lithuanian by Vytautas Karsevicius (1983); into Hungarian by Gabor
Gorgey and Maria Ruzitska (1984); and into Chinese by Guangjia Fu
({5 (2005).%

Variation in length, then, is not only variation in length. It intersects
with differences of audience, use, genre and style. As Yunte Huang
explains in Essay 12, Zhou Shoujuan shrank jane Eyre so radically as
part of his endeavour to translate it into the conventions of ‘the School
of Mandarin Duck and Butterfly ... a genre of popular fiction’. The
first, abridged Italian translation of 1904 reveals the influence of its
target audience too, when it presents itself as meeting a demand from
mothers and girls (‘e madri e ragazze’) to read the celebrated novel,
in line with the aim of the imprint in which it appeared, Biblioteca
Amena (‘Agreeable Library’), to offer ‘buone e piacevoli letture
accessibili a tutti e a tutte’ (virtuous and pleasant reading accessible
to all, men and women, girls and boys’). In this pursuit, the 1904
translation does not cut any episodes of dubious virtue: for instance,
the story of Mr Rochester’s affair with Céline Varens remains intact.
Instead, it consistently simplifies the complexities of Bronté’s style,
and hence of Jane’s voice. To give one indicative instance: after the

34 Tatlock, Jane Eyre in German Lands, pp. 9, 14-18, 98-99, 105-7.
35 Full details of these editions are given in our List of Translations below.
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dramatic episode of the fire in Mr Rochester’s bedroom in Chapter 15,
the English Jane narrates as follows:

Till morning dawned I was tossed on a buoyant but unquiet sea, where
billows of trouble rolled under surges of joy.

The 1904 Italian Jane, on the other hand, says this:

Era giorno quando mi pareva di sentirmi portata via da onde torbide
mescolate ad onde chiare.

[It was dawn when I seemed to feel myself carried away by turbid
waves mixed with clear waves.]%

Shortening and simplifying go hand in hand, as Jane Eyre is translated
into a kind of language that can be readily shared by its targeted
readers.

The 1849 French version by ‘Old Nick’, Jane Eyre ou Mémoires
d’'une gouvernante [Jane Eyre or Memoirs of a Governess], took a
different approach. It was made for serial publication, appearing
in 27 instalments in the Paris newspaper Le National from 15 April
to 11 June, and almost simultaneously in Brussels, in three monthly
numbers of a literary magazine Revue de Paris (April-June), and in
daily segments (though with several interruptions) in the newspaper
L’Indépendance belge from 29 April to 28 June.’” It was also published
in book form in Brussels the same year, and later in Paris, in 1855.3%
The rare-book expert Jay Dillon, who discovered the serialization in Le
National, has shown that it must have been the first publication, and
argued that the Brussels printings are likely to have been piracies.*
Certainly, the Brussels-based Revue de Paris, which was an imitation
of the famous journal of the same name published in Paris, typically
plagiarized articles from Paris publications.® In this context that was
itself strangely, dubiously translated, this Revue de Paris published

36 Jane Eyre, o Le memorie d’un’ istitutrice (Milan: Fratelli Treves, 1904), quoted
from the electronic text at Progetto Manuzio, https://www.liberliber.it/online/
opere/download/?0p=23446798&type=opera_url_pdf, p. 225.

37 Jay Dillon discovered the printing in Le National and I am grateful to him to
alerting me to it; he described it in ““Reader, I found it”: The First Jane Eyre
in French’, The Book Collector, 17 (2023), 11-19. I am also grateful to Justine
Feyereisen for securing copies of L’Indépendance belge for me.

38 Jane Eyre ou mémoires d’une gouvernante (Paris: L. Hachette, 1855). In the
book version the pseudonym is given with a hyphen, ‘Old Nick’.

39 Dillon, “Reader, I found it™”, 14.

40 ‘Notice Bibliographique’, BnF Catalogue Général, https://catalogue.bnf.fr/
ark:/12148/cb41304908b.public; Langlois, ‘Early Critics’, p. 13; Jane Eyre ou


https://www.liberliber.it/online/opere/download/?op=23446798&type=opera_url_pdf
https://www.liberliber.it/online/opere/download/?op=23446798&type=opera_url_pdf
https://catalogue.bnf.fr/ark
https://catalogue.bnf.fr/ark

I Prismatic Translation and Jane Eyre as a World Work 39

in Brussels, Jane Eyre took its place among other serialisations, short
stories, reviews, essays on history, the text of Alfred de Musset’s play
‘Louison’ and an essay on the Louvre by Théophile Gautier. In the two
newspapers, meanwhile, it appeared among round-ups of domestic
politics and items of economic and international news. Jane Eyre
was adapted for Le National by a man of letters, Paul Emile Daurand
Forgues, who was becoming increasingly prominent as a reviewer and
translator of British fiction, and whose pseudonym ‘Old Nick’ (a nick-
name for Satan) perhaps suggests the devilish liberties he felt entitled
to take as he mediated between the two literary worlds.*!

In shortening Jane Eyre for newspaper serialization, perhaps
under pressure of time,* Old Nick (inevitably) also altered its style
and genre. It becomes a letter — apparently one, extremely long letter
divided into 27 chapters — addressed to a ‘Mistress T......y’, whom
Jane, to begin with, calls her ‘digne et sévére amie’ (‘honoured and
austere friend’), but who, in the warmth of narration, becomes ‘ma
chére Elisabeth’ (‘my dear Elisabeth’) by the start of Chapter 2. The
chapters are all of fairly uniform, short length, one for each instalment
in Le National; this might also be felt to suit the idea of a letter being
written sequentially. We could decide that this reconfiguration of the
narrative loses the frank challenge of Jane’s voice which, in Bronté’s
English, throws itself equally at all readers. Yet the change also brings
Jane Eyre into the interpretive frame of the epistolary novel, a form
long established in France and employed by writers such as Rousseau
and Laclos: this might well seem a welcoming move to make when
introducing a text to a new culture. We can, then, view it as part of

mémoires d’'une gouvernante (Paris: L. Hachette, 1855). In the book version the
pseudonym is given with a hyphen, ‘Old Nick’.

41 On Forgues’s role as a mediator of English fiction in France, see Marie-
Frangoise Cachin, ‘Victorian Novels in France’, The Oxford Handbook of the
Victorian Novel, ed. by Lisa Rodensky (Oxford: Oxford University Press, 2013).
However Cachin mentions only the later publication of Old Nick’s version, in
book form.

42 Such pressures on C19th French translators are described in the section
on ‘Prose Narrative’, by Anne-Rachel Hermetet and Frédéric Weinman, in
Histoire des traductions en langue frangaise: XIXe Siécle 1815-1914, ed. by
Yvres Chevrel, Lieven D’Hulst and Christine Lombez (Paris: Verdier, 2012),
Pp. 537-664: see especially pp. 553-55, 600.

43 Jane Eyre. Mémoires d’une gouvernante (1re partie), Imité de Currer-Bell, par
Old Nick, Revue de Paris (Brussels), new series, 4 (1849) 119-79 (pp. 119-20,
129).
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the complex process of translation, not only into a language but into a
particular genre, medium and set of expectations.

Seeing the shift of narrative form in this way generates a kind
of heuristic counter-current. It makes us freshly aware of the
distinctiveness of Bronté’s choice precisely not to organise Jane Eyre
as an epistolary novel — or indeed as an impersonal, third-person
narrative like its closest precedent in English, Charles Dickens’s Oliver
Twist (1837-39) — but instead to create that compelling first-person
voice, which makes frequent addresses to an unspecified reader
without (puzzlingly, challengingly) having any explicit moment or
purpose for the narration. Part of the significance of Jane Eyre — or any
text —in a transnational and multilingual perspective is created by
the forms that it seems to be asking to take on, the shapes that it might
itself very well have adopted, but did not. In translation, these shadow
forms can step forward and impose themselves on the substance of
the text (we will see other examples in the chapters and essays that
follow). As they do so, they fulfil what might be described as a potential
latent in the source text while, in that very same action, giving salience
to the fact that the potential was not realised in the source text itself.
This paradoxical dynamic, of what might be called realisation through
what might equally be called betrayal, can be found in all translation,
and it is one of the engines that power the prismatic proliferation of
Jane Eyre, or any work. The existence of the Old Nick version must
have encouraged Noémi Lesbazeilles-Souvestre and her publisher D.
Giraud to repair Old Nick’s realisation/betrayal by producing her more
word-for-word translation in 1854, claiming ‘I’Autorisation de ’Auteur’
(‘the Authorisation of the Author’) — though no evidence has survived
to indicate whether or not any such authorisation was in fact given.
And the existence of her translation must in turn have encouraged a
rival publisher, Hachette, to re-issue the Old Nick version as a book
in 1855 in its ‘Bibliotheque des chemins de fer’ (‘Railway Library’),
re-asserting the interest of the different potentials that it fulfils.

Old Nick uses the epistolary voice to summarise some parts of
the novel, introducing a more detached tonality of ethical reflection,
while at the same time reproducing other sections very closely. Here
is an instance of the braiding of the two modes, from the young Jane’s
conversation with Helen Burns in Chapter 6. Bronté wrote:

‘But I feel this, Helen; I must dislike those who, whatever I do to please
them, persistin disliking me; I must resist those who punish me unjustly.
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It is as natural as that I should love those who show me affection, or
submit to punishment when I feel it is deserved.’

‘Heathens and savage tribes hold that doctrine, but Christians and
civilised nations disown it.’

Old Nick fuses the first sentence into a summary that represents
the immediately preceding exchanges too, before switching to close
translation:

J’essayai de démontrer a Helen que la vengeance était non-seulement
un droit, mais un devoir, puisqu’elle sert de lecon & quiconque l’a
méritée.

« 1l est aussi naturel de résister a 'injustice que de hair qui nous
hait, que d’aimer qui nous aime, que d’accepter le chatiment quand le
chatiment est équitable.

—Ainsi pensent les sauvages, et les paiens pensaient de méme,
répondit tranquillement Helen. Mais les chrétiens et les peuples
civilisés repoussent et désavouent cette morale.*

[I tried to prove to Helen that revenge was not only a right, but a duty,
since it serves as a lesson to whoever has deserved it.
‘Itis as natural to resist injustice as to hate those who hate us, to love
those who love us, and to accept punishment when punishment is fair.’
‘So think savages, and pagans think the same,” Helen replied calmly;
‘but Christians and civilised nations reject and disavow this morality.’]

The English Jane’s repeated ‘I feel’ is replaced by impersonal
statements of principle and justice, and her tolling ‘I's dissolve into
infinitive constructions: the novel of feeling is moved towards the
novel of philosophy. Inga-Stina Ewbank, in her pioneering and still
helpful survey of some of the early European Bronté translations, sees
this kind of adjustment as being simply a matter of loss, the imposition
of ‘a cooling layer between experience and reader’, reducing Jane’s
‘ardour’ and weakening her ‘force’.** Yet Old Nick finds other ways
of introducing intensity, adding the phrase about hating those who
hate us, and doubling ‘disown’ into both ‘repoussent’ (‘reject’) and
‘désavouent’ (‘disavow’). Other touches too suggest a translator
imagining his way into the scene and sensing how best to recreate it,
for the context at hand, with the linguistic and stylistic resources at his
disposal: for instance, the addition of the speech description ‘répondit
tranquillement Helen’ (‘Helen replied calmly’). Bronté is sparing of
such tags, having unusual confidence in the power of her dialogue to

44 Jane Eyre (1re partie), par Old Nick, 134.
45 Ewbank, ‘Reading the Brontés Abroad’, p. 88.
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make itself heard by her readers, almost like a play script. We could
accuse Old Nick — in the Ewbank vein of criticism — of lacking that
same daring; but equally, his insertion of the adverb underlines the
distinctiveness of Helen’s character, accentuating the difference
between her view of things and Jane’s.

As this brief analysis suggests, Old Nick’s version, despite its
abridgements, remains a perceptive work of translation. The same
holds true on the larger scale of the cuts he makes to the plot. For
the most part, what goes are sections that many readers would
probably choose to give up if they had to. Jane’s visit to Mrs Reed’s
deathbed is replaced by the receipt of a letter bearing the sad news,
and enclosing the note from her uncle John Eyre — which Mrs Reed
had suppressed — announcing his intent to make Jane his heir. So we
lose the perhaps slightly laboured satire of the grown-up Eliza and
Georgiana while the discovery that is needed for the plot is neatly
preserved. The long descriptions of the house party with the Ingram
and Eshton ladies are reduced to this:

Je ne vous les décrirai pas; a quoi bon? Avec des nuances plus ou
moins prononceées, c’était chez toutes ces fieres créatures le méme air
de calme supériorité, la méme nonchalance dédaigneuse, les mémes
gestes appris, la méme grace de convention.

[I won’t describe them: what would be the point? With more or less
distinctive nuances, all of these proud creatures had the same air of
calm superiority, the same disdainful nonchalance, the same studied
gestures, the same conventional grace.]*¢

The back story of Mr Rochester’s affair with Céline Varens is condensed
with a similar critical justification:
Je ne vos répéterai point cette histoire, apres tout assez vulgaire, d’un

jeune et riche Anglais séduit par une coquette mercenaire appartenant
au corps de ballet de 'Opéra. Il s’était cru aimé, il s’était vu trahi.

[I won’t rehearse this story, after all a pretty vulgar one, of a young,
rich Englishman seduced by a mercenary coquette from the corps de
ballet at the Opera. He had believed himself loved; he had seen himself
betrayed.]*

In these self-referential phrases (‘I won’t describe’, ‘I won’t rehearse’),
the narrative decisions of the French Jane about which bits of her

46 Jane Eyre. Mémoires d’'une gouvernante, Suite (1), imité de Currer-Bell, par Old
Nick, Revue de Paris (Brussels), new series, 5 (1849) 51-132 (p. 68).
47 Jane Eyre, Suite (1), par Old Nick, p. 51.
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experience to relate to her dear Elizabeth are merged with the
translatorial decisions of Old Nick vis-a-vis the English novel. The
letter-writer representing her life-story becomes a figure for the
translator representing his source. To echo a phrase from Theo
Hermans, this shows the translator exhibiting his ‘own reading’, and
marking its difference from other possible interpretations.*® As the
letter-writer chooses to concentrate on what seems most important,
so too does the translator; and as she has an eye to the expectations
of her readership, so too does he, for the sections cut include those
least likely to impress readers familiar with Balzac or Stendhal. The
most striking omission is the scene of Bertha’s incursion into Jane’s
bedroom at night, just before her planned wedding — especially
as the intimations of Bertha’s presence up to that point, as well as
the encounter with her after the interrupted wedding, are all fully
represented. It is possible to imagine a mix of reasons for this choice:
perhaps Old Nick felt the scene to be too melodramatic, and perhaps
he also felt it risked spoiling the surprise of the imminent final reveal.

Nevertheless, the main lines of the narrative remain, and many
key scenes such as the ‘red-room’ are attentively translated. Forcade,
in his 1848 review, had drawn attention to the way Jane and Mr
Rochester become progressively attached ‘de causerie en causerie,
de confidence en confidence, par I'habitude de cette camaraderie
originale’ (‘from chat to chat, from confidence to confidence, by the
habit of this unusual camaraderie’), and Old Nick seems to have felt
the same, for the intimate, jousting conversations between the pair
are what he most fully translates, and the developing stages of their
relationship are what he most closely tracks. Indeed, his tighter focus
enables suggestive structural echoes to emerge which may be muffled
in the fuller treatment of Bronté’s text. For instance, in Chapter 15 of
the source (which becomes Chapter 7 in Old Nick’s version), Jane saves
Mr Rochester from burning in his bed, after which the two of them
find it hard to part: ““Good night then, sir,” ... “What! ... not without
taking leave” ... “Good night again, sir” ... he still retained my hand
... I bethought myself of an expedient ... he relaxed his fingers, and
I was gone’.® In the next chapter she discovers, after a lonely day of

48 Theo Hermans, The Conference of the Tongues (Manchester: St Jerome, 2007),
p. 30: ‘each rendering exhibits its own reading and, in so doing, marks its
difference from other readings, other interpretations’.

49 JE, Ch.15.
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puzzled waiting, that Mr Rochester has in his turn departed, leaving
Thornfield to stay with a house party some distance away, and is not
expected to return at all soon. Reading Bronté’s English, it is possible to
be struck by and reflect upon this sequence of intimate lingering and
departure followed by larger-scale departure and lingering; but Old
Nick spotlights the connection with a repeated word. Of leaving Mr
Rochester’s bedroom, Jane writes ‘je le quittai’ (I left him); five pages
later she learns from Mrs Fairfax that, where Mr Rochester is staying,
he will be with the lovely Blanche Ingram, whom he ‘ne quitte pas
volontiers’ (‘never leaves willingly’).>® The surge of jealousy which, in
Old Nick as in Bronté, takes up the next few pages is heralded by this
verbal echo, which hints that Jane may be prey to gnawing thoughts
about the consequences of her act of leaving: if she had not left him,
perhaps he would not have left the house; or, since she did leave him,
perhaps he now will not leave Blanche.

Observing these changes of form and alterations of emphasis which
emerge through translation, it is possible to lament, with Ewbank,
that this is ‘not our Jane Eyre any longer’. Yet Ewbank’s phrasing, with
its confidently possessive first-person plural, reveals with unusual
clarity the nationalist tonality of this mode of translation criticism, in
which anything that strikes the critic as significantly different from
the source text is marked down as a loss. The assumption underlying
this familiar, though unrewarding, line of critique is that success in
translation is impossible, because success is taken to mean identity,
and translations are by definition different from their sources even
as they claim some form of sameness. But once you open yourself to
the recognition that the work, Jane Eyre, has an existence beyond its
first material embodiment in 186,299 particular words (not all of them
English words, as we will explore further in Chapter II), the kinds of
metamorphosis thatoccur asthe workre-emergesin differentlinguistic
forms can become more interesting. This Jane Eyre is not ‘our’ (English
readers’) Jane Eyre as idealised by Ewbank, but then the actual jane
Eyre that is read and lives on in the minds of real English readers
is not that either: it encompasses all sorts of varying perceptions,
obsessions, expansions and forgettings, as Lefevere pointed out. The
idea of there being a consistent, clearly recognisable ‘our Jane Eyre’
is a nationalist and class-based projection, a striking instance of the
regime of ‘homolingual address’ identified by Sakai. It is reinforced by

50 Jane Eyre, Suite (1) par Old Nick, 59, 64.
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the apparent material sameness of the book as it has been reprinted
over the decades in English (even though, as Paola Gaudio outlines in
Essay 2, there have also been notable textual variations in successive
editions): the apparent solidity of print on paper pushes out of view
the varied realisations that the work has in fact had in the imaginings
of generations of anglophone readers. As we saw with Jean-Michel
Adam, part of the excitement of working with translations is that they
provide visible evidence of that interpretive plurality which otherwise
remains, to a large extent, hidden in readers’ minds.

Nevertheless, one can sympathise with the shock felt by Charlotte
Bronté’s friend and fellow-novelist Elizabeth Gaskell when sent the
book of Old Nick’s version in 1855 by the publisher Louis Hachette.
She was startled by the ‘offensive’ pseudonym of the translator, and
distressed also by the degree of the abridgement:

Every author of any note is anxious for a correct and faithful translation

of what they do write; and, although from the difference of literary

taste between the two nations it may become desirable to abbreviate

certain parts, or even to leave them out altogether, yet no author would

like to have a whole volume omitted, and to have the translation of the
mutilated remainder called an ‘Imitation’.!

Here we can see, not only Gaskell’s loyalty to her friend, together
with her emotional investment in the book and her sense of her own
professional status, but also the power to provoke that the work of
translation, and especially the claim to count as a translation, can
possess. Gaskell feels the thrust of this claim even though, as she
notes, Old Nick’s version was advertised as being ‘imité’ (‘imitated’)
from Currer Bell, rather than ‘translated’; it was also — on its earlier
appearances in Le National and Revue de Paris — described as a
‘réduction’ (‘reduction’), not a translation. As we have been discovering,
the borderlines between these terms are in general porous and
contested; and they were conspicuously so in French literary culture in
the mid-nineteenth century. The prevailing definition of a translation
excluded reviews, as we have seen; but on the other hand there was
wide acceptance that translations, especially from non-romance
languages, needed a fair amount of licence to adapt their sources
to the norms of French, and the demands of the publishing market,
too, promoted abridgements and adaptations. Four years after his

51 Further Letters of Mrs Gaskell, ed. by John Chapple and Alan Shelston
(Manchester: Manchester University Press, 2000), p. 130.
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version of Jane Eyre, Old Nick translated Nathaniel Hawthorne’s The
Scarlet Letter: the text was no less cut and tweaked than his imitation
or reduction of Bronté’s novel, and the changes were welcomed by a
journal, the Revue britannique:
Plus d’'un passage nous a paru supérieur a l’original, car il fallait
pour le rendre une certaine adresse, lutter avec des phrases un peu

redondantes, préter enfin au romancier américain le gott qui lui fait
parfois défaut.??

[More than one passage struck us as being superior to the original,
because a certain dexterity was required to bring it across, to wrestle
with somewhat over-expansive sentences, and to lend the American
novelist the taste that he sometimes lacks.]

Yet this book was advertised on the title page as being, not reduced,
nor imitated, but ‘traduit par Old Nick’ [translated by Old Nick].>
Looking only at this French context, then, we already get a
vivid sense of the instability of the definition of ‘a translation’. In
consequence, we might choose to discount the markers ‘imité’ and
‘réduction’, and view Old NicK’s Jane Eyre as a translation — as I have
been doing — though we might equally choose to accept them, since,
after all, they were the terms adopted by him (or his publishers): this is
theline taken by Céline Sabiron in Essay 4 below. However, on thelarger
scale of transnational literary history, those labels, as well as Gaskell’s
protest, counted for nothing as Old Nick’s version was established as
a translation by later translators. During 1850-51, Spanish texts titled
Juana Eyre. Memorias de un Aya [Jane Eyre: Memoirs of a Governess]
appeared in several locations in South America: Santiago de Chile,
Havana and Matanzas in Cuba, and La Paz in Bolivia. The text was
initially serialised in newspapers (in El Progreso, Santiago; Diario de la
Marina, Havana; La Epoca, La Paz), though it also appeared in volume
form. The conduit for this speedy and distant proliferation of Jane
Eyres was a Paris-based publishing enterprise connected to the Correo
de Ultramar, a magazine which conveyed literary and fashion news
to Spanish-speaking countries globally.>* In 1849, ‘Administracion del
Correo de Ultramar’ published a Spanish translation of Old Nick’s

52 Quoted in Histoire des traductions, ed. by Chevrel, D’Hulst and Lombez, p. 609.

53 Nathaniel Hawthorne, La lettre rouge — A, trans. by Old Nick (Paris: Gabriel de
Gonnet, 1853).

54 See Diana Cooper-Richet, ‘La presse hispanophone Parisienne au XIXe siécle:
El Correo de Ultramar et les autres’, Cedille : revista de estudios franceses 16
(2019), 81-100 (pp. 81-84); Hernan Pas, ‘Eugene Sue en Buenos Aires: Edicidn,
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French version of Jane Eyre, crediting Old Nick (spelt ‘Oldt Nick’ on
the title page) as author and making no mention of Bronté.>® This
anonymous translation is the text that was reproduced in Chile, Cuba
and Bolivia. Through this process the English source has been erased,
and 0Old Nick’s French has become the ‘original’; but still, the Spanish
text is figuring as the translation of a novel called Jane Eyre.

In the Netherlands in 1849, and in Denmark and Saxony (a German
kingdom) in 1850, translations were published with subtitles that
echoed 0Old Nick’s, though now Currer Bell was credited as author:
Dutch, Jane Eyre, of Het leven eener gouvernante; Danish, Jane Eyre,
eller en Gouvernantes Memoirer; German, Jane Eyre: Memoiren einer
Gouvernante. Of these, the German publication, by Ludwig Fort, turns
out to be taken from Old Nick’s version; and so too does a Swedish
translation from 1850, even though it draws its subtitle from Bronté
and not Old Nick: Jane Eyre: en sjelf-biographie. So, across Europe and
South America in the first few years of the novel’s life, you could open
a book called Jane (or Juana) Eyre and be as likely to find a translation
of Old Nick’s text as of Bronté’s. This arrogation of Old Nick’s text to the
status of translation continued in the years that followed: for instance,
the 1857 Russian Dzhenni Eir, ili zapiski guvernantki [Jane Eyre, the
memoirs of a governess] was translated by S. I. Koshlakova from Old
Nick’s text.’¢ To Emmerich’s observation that ‘each translator creates
her own original’, we can now add that many factors collaborate in
the workings of literary history to determine the form of an original
and what counts as a translation of it.

These complex strands of what is (so far) only a tiny part of Jane
Eyre’s translation history show the importance of institutional and
material factors such as connections between publishers and the
physical movements of texts —what B. Venkat Mani has called
‘bibliomigrancy’.’’ Such factors include censorship: as we will see in
Essay 17 below, by Eugenia Kelbert, Vera Stanevich’s 1950 Russian

circulacion y comercializacidn del folletin durante el rosismo’, Varia histdria,
34 (2018), 193-225 (pp. 193-211).

55 My thanks to Jay Dillon who alerted me to the existence of this publication
which does not appear in any library catalogues or bibliographies: he
discovered the only known copy.

56 Full details of these translations are in our List of Translations below. I am
grateful to Eugenia Kelbert for the information about the Russian text.

57 B. Venkat Mani, Recoding World Literature: Libraries, Print Culture, and
Germany’s Pact with Books (New York: Fordham University Press, 2017),
passim.
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translation was cut by the Soviet censor, with passages relating to
Christianity especially being removed; and as Ana Teresa Marques dos
Santos and Claudia Pazos Alonso show in Essay 9, the 1941 Portuguese
translation by Mécia and Jodo Gaspar Simdes, which came out during
the dictatorship of Anténio de Oliveira Salazar, skipped passages that
express Jane’s desire for greater liberty. Meanwhile — as Andrés Claro
revealsin Essay 5 — in Barcelona, Spain, in 1943, the republican Juan G.
de Luaces was translating so as to hint at the rebellious energies in the
novel that could not be openly expressed under the regime of Francisco
Franco. As all three essays suggest, and as other work on translation
and censorship has also shown,* there is no hard distinction between
state coercion on the one hand and individual choices on the other.
Marques dos Santos and Alonso discuss an anonymous Portuguese
translator writing in 1926, i.e., before Salazar, who took ‘a liberdade de
cortar desapiedadamente tudo quanto pudesse impedir a carreira dos
eventos para o desenlace final’ [the liberty to cut ruthlessly everything
that could prevent the flow of events towards the final denouement].
This translator was not subject to state censorship, but was still feeling
societal pressures from outside as well as interpretive impulses from
within. The same is true of Zhou Shoujuan (f&¥%7%), Old Nick and the
anonymous 1904 Italian translator, as we have seen in this chapter.
Any act of translation involves some negotiation between what a
translator might wish to write and what is likely to be acceptable in
their publishing context.

Our glimpse of a small part of Jane Eyre’s complex life in translation
also reveals the productiveness of a prismatic approach; that is, of
recognizing that translation generates multiple texts which ask to
be analysed together.5® All the texts that I have mentioned so far,
all the texts discussed in the rest of this volume, and indeed all the
many translations that we do not have room to discuss —all are
manifestations of, and contributions to, the world work that Jane Eyre
has become and is becoming. As Clive Scott has put it:

The picture of the translational world that we want to generate is one

in which each translation is viewed not as a tinkering with a master-
copy, nor as a second order derivation, but as a composition, whose

58 For example, Guido Bonsaver, ‘Fascist Censorship on Literature and the Case
of Elio Vittorini’, Modern Italy, 8 (2003), 165-86; Kate Sturge, ‘Censorship
of Translated Fiction in Nazi Germany’, TTR: traductions, terminologie,
rédaction, 15 (2002), 153-69.

59 Prismatic Translation, ed. by Reynolds, pp. 1-18.
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very coming into existence is, as with the ST [source text] before it,
conditional upon its being multiplied, on its attracting variations, on its
inwardly contesting, or holding in precarious tension, its own apparent
finality.®

Each new translation establishes a relationship to Jane-Eyre-as-it-has-
been-hitherto, and especially to the aspects of the world Jane Eyre that
have been knowable to the translator: the source text they have used
(whether it is in English or, in the case of relay translation, another
language), and the related texts and ideas that have flowed into the
process of translation. At the very same moment, the new translation
becomes part of the world Jane Eyre, changing it, and also creating
a momentum that may help another translation into being, as Old
Nick’s version helped generate the texts that derived from it, such as
the Spanish translation that spread to South America and Lesbazeilles-
Souvestre’s rival French translation. This is somewhat similar to the
dynamic that reigns in English-language contexts (as we saw at the
start of this chapter) when the novel is discussed in reviews, academic
criticism, debates in book groups or conversations among friends,
each new opinion tending to generate another. But what is different
about those forms of response is their relationship to the idea of Jane
Eyre, which is constructed by the organizing power of genre. This
relationship is manifest both in their own rhetoric and in the way they
are received. They present themselves, and are taken, not as staking
a claim to be Jane Eyre but merely as saying something about it. They
therefore seem not threaten an idea of ‘the work itself’ as being
embodied in the printed words of the English book. In fact, new critical
interpretations do alter the words of Jane Eyre, but the difference they
introduce is invisible. Since Gilbert and Gubar, and since Spivak, the
novel has changed, for its words have become part of (we might say)
new languages — the languages of feminist and postcolonial critique.
Any critical intervention, or any version, has the power to transform
the novel in the same way. And such ‘new readings’, as we tend to
call them, even though they are in fact re-writings, are helped into
being by pervasive shifts in culture and language that are perpetual
and inevitable. As it is reprinted and re-read in English, Jane Eyre is in
fact being continuously translated. The form of the printed words and
punctuation may not alter (or not very much), but the language that

60 Clive Scott, The Work of Literary Translation (Cambridge: Cambridge
University Press, 2018), pp. 13-14.
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surrounds them changes, which is to say, the language that Jane Eyre
is taken as being ‘in’.!

Comparison with another kind of continuity through change can
help to illuminate the continuing and indeed expanding existence of
Jane Eyre through translation. In Reasons and Persons, the philosopher
Derek Parfit dismantles the view that personal identity is ‘distinct from
physical and psychological continuity’, a ‘deep further fact’ that must
be ‘all-or-nothing’. Instead, what matters are the links between past,
present and future experiences, connections such as ‘those involved
in experience-memory, or in the carrying out of an earlier intention’.
For me to continue being me, it is not necessary for anything to be
unchanged between me in the future and me now or as I was at any
point in the past: rather, there needs to be a sequence of bodily and
experiential links. For instance, no bit of hair on my head may be the
same as in my childhood, but it has replaced the hair that replaced
the hair (etc.) that I had in that distant period. Likewise, I may not
remember what I received for my tenth birthday, but I have a memory
of a time when I had a memory of a time when (repeat as often as
necessary) I could remember it. What follows is that there is no
absolute divide between me and other people, since many experiences
are shared. In a beautiful and famous passage, Parfit describes how
his sense of himself changed when he had reasoned his way from the
first to the second view: ‘when I believed that my existence was such
a further fact, I seemed imprisoned in myself. My life seemed like a
glass tunnel, through which I was moving faster every year, and at the
end of which there was darkness. When I changed my view, the walls
of my glass tunnel disappeared. I now live in the open air. There is
still a difference between my life and the lives of other people. But the
difference is less.’s

Of course, there are many distinctions to be drawn between a
person and a literary work, and also a great many intricacies to Parfit’s
argument beyond the sound-bite that I have given here. Nevertheless,
there are four aspects of his view that are comparable to the argument
I am making about texts and translations. The first is that selthood
can consist of a series of linked experiences together with physical

61 This formulation is indebted to George Steiner’s somewhat different idea that
‘when we read or hear any language-statement from the past ... we translate’,
After Babel, 3rd edn (Oxford: Oxford University Press 1983), p. 28.

62 Derek Parfit, Reasons and Persons (Oxford: Clarendon Press, 1984 [1987]),
p- 281.1 am grateful to Michael Reynolds for advice on this paragraph.
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continuity: in our case, Jane Eyre inheres in the networked experiences
of its readers, including the readers of its texts in translation which,
like all English editions, are joined by a sequence of physical links to
Bronté’s manuscript. Second is the recognition that identity is not ‘all-
or-nothing’: for us, the texts of Old Nick’s Jane Eyre or Zhou Shoujuan’s
K are linked enough to, and generate enough shared experiences
with, Bronté’s Jane Eyre to count as belonging to the same work, as
being an instance of it. Third is the overlap between experiences that
are mine and experiences that are those of other people: this is like
the overlap between Jane Eyre and works like Forcade’s review or
Wide Sargasso Sea which, while not being Jane Eyre, share some of its
features. Finally, there is what happens when you see things in this
way. Instead of there being a glass wall around an idealized English
Jane Eyre (‘our Jane Eyre’, as Ewbank put it), separating it off from
its translations which by definition will never match up to it, nor be
as good — instead of that isolationist and dismissive view — we can
now see that the translations share in the co-constitution of Jane Eyre,
enabling what Walter Benjamin, in ‘Die Aufgabe des Ubersetzers’ (‘The
Task of the Translator’), called its Fortleben or ‘ongoing life’.t®

The view of the work and its translations being presented here does
not reduce the significance of the text that Bronté wrote, nor scant her
genius in writing it. Rather, it offers a better description of the complex
mode of existence of a literary work, and of how translations relate to
it, than does the still-widespread, ‘common-sense’ conception, which
we saw embodied in the Berne Convention (as well as in Ewbank’s
essay), where what is in fact just one reading of the source text is
reified as ‘the original’ (‘our Jane Eyre’) and translations are expected
to reproduce it. Academic studies of literary translation nowadays
rarely assert this view explicitly, but it still pervades the practice and
language of critical discussion: forinstance, the introductiontoarecent,
large study, Milton in Translation, presents its chapters as bringing to
light ‘the keenness on translators’ parts to offer as faithful a rendition
as they see possible’, as aiming at ‘feasible degrees of equivalence’,
as singling out ‘aural effects ... that are lost in translation’ and as
assessing ‘translational infelicities’.** As Lawrence Venuti has been

63 Walter Benjamin, ‘Die Aufgabe des Ubersetzers.” Gesammelte Schriften, 7 vols
(Frankfurt a.M.: Suhrkamp, 1972), IV/j, p. 11.

64 Milton in Translation, ed. by Angelica Duran, Islam Issa and Jonathan R. Olson
(Oxford: Oxford University Press, 2017), pp. 9, 10, 11, 15.
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tireless in pointing out,% such attitudes are widespread elsewhere in
academia and in literary and media culture. But if you keep hold of the
fact that ‘there is no “work itself,” only a set of signs and a conjunction
of reading practices’, as the Canadian poet and translator Erin Moure
has said,® then you can allow yourself to recognize — with Parfit’s
help — that these signs and practices continue, via a series of links, into
the different-though-related signs and practices of the translations,
and the reading of them, and the other translations that will arise.
When it is seen like this, we can assert, with Antonio Lavieri, that:

La traduzione acquista una nuova legittimita, mostrando I'inesistenza
di un significato transcendentale, resistendo all’ideologia della
trasparenza della scrittura, della lingua e del traduttore, diventando
oggetto di consocenza che, interrogandosi, interroga e trasforma il
senso.%’

[Translationacquires anewlegitimacy, demonstrating the non-existence
of a transcendental signified, resisting the ideology of the transparency
of writing, of language and of the translator, and becoming an object
of knowledge which, questioning itself, questions and transforms the
meaning.]

And we can realize, with Henri Meschonnic, that both the work
and its translations consist of a perpetual and mutually generating
‘mouvement’ [movement], so that °‘les transformations dune
traduction a ’autre d’'un méme texte’ [the transformations from one
translation to another of the same text] are ‘a la fois transformations
de la traduction et transformations du texte’ [at the same time
transformations of the translation and transformations of the text].®
Each translation is an instance of this larger movement by which the
work, the world Jane Eyre, is constituted.

The translations that T have discussed so far question and transform
Jane Eyre in various ways. They ask what matters more and matters
less in the plot, as shown by the cuts made by Zhou Shoujuan and Old
Nick, translating with different generic commitments for the benefit

65 Most recently in Lawrence Venuti, Contra Instrumentalism: A Translation
Polemic (Lincoln: University of Nebraska Press, 2019).

66 Erin Moure, My Beloved Wager: Essays from a Writing Practice (Edmonton:
NeWest Press, 2009), p. 174.

67 Antonio Lavieri, Translatio in fabula : La letteratura come pratica teorica del
tradurre (Roma: Riuniti, 2007), p. 37.

68 Henri Meschonnic, ‘Le texte comme mouvement, et sa traduction comme
mouvement’, Le texte en mouvement, ed. by Roger Laufer (Saint-Denis: Presses
universitaires de Vincennes, 1987).
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of their disparate readerships in different cultures and times. They
reveal elements of ideological distinctiveness and challenge, as with
the varying excisions made in the Soviet Union and Portugal under
Salazar. They give a view of the directness of Jane’s style, as it would
come through to the ‘mothers and girls’ targeted by the ‘Agreeable
Library’ in Milan in 1904. And there is the particular emotional and
dramatic contour from ‘leaving’ to ‘not leaving’ that Old Nick creates
with verbal repetition in the aftermath of the fire in Mr Rochester’s
bedroom. Such transformations show us something about prevailing
reading practices in the cultural moments when they occurred,
as well as about the individual sensibilities of the translators who
created them. And they change Jane Eyre itself. Taking inspiration
from Parfit, we can talk of both physical (textual) elements and reader
experiences that turn out to have either greater or lesser persistence
in the ongoing life of the work; and we can see how new elements and
experiences can emerge from earlier ones without destroying Jane
Eyre’s identity. Such changes matter also to the work as it inhabited
its first contexts of composition and reception. Those contexts are
often assumed to be monocultural and monolingual; but, as we have
seen, the novel was being read in Germany, the Netherlands, Belgium,
France, Russia, Denmark, Chile, Cuba, Bolivia and Sweden — as well
as North America and no doubt elsewhere — in the three years after it
came out in London; the review that Bronté most liked was in French;
and, as I will explain in Chapter II, Bronté’s own linguistic repertoire
included French, German and Yorkshire languages (or, as I prefer to
say, modes of languaging): it is not quite right to say that Jane Eyre
was first written ‘in English’. Even if we take the most restricted
possible conception of interpretive context — what the Bronté family
themselves might have made of the novel as they sat at home in the
parsonage at Haworth — it is not possible to say with certainty that
any transformation through translation makes visible something that
was not already in Jane Eyre for them, as it was first transformed in
their own imaginations as they read it.

The same is true at the level of verbal detail. This will be evident in
many of the essays that follow, and will be the focus of my discussion
in Chapters IV-VII; but here is a small example. Near the start of the
novel, the young Jane has been attacked by her cousin John Reed, and
has fought back against him. He has ‘bellowed out loud’ and Mrs Reed
has arrived with the servants Bessie and Abbott. The fighting children
are parted, and Jane hears the words:
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‘Dear! dear! What a fury to fly at Master John!”

‘Did ever anybody see such a picture of passion!’

The phrase ‘picture of passion’ feels as though it might be proverbial;
but the Literature Online database suggests that it may have appeared
only once in English-language literature before this moment.®® In
context, it sounds like a colloquial idiom, more likely to be uttered by
Abbott or Bessie than by Mrs Reed. And indeed Mrs Reed chimes in
next, in her commanding tones: ““Take her away to the red-room, and
lock her in there.” If we focus on ‘a picture of passior’, as uttered in
Bessie’s or Abbott’s voice, what image do we think it conjures? What
do we see and hear? Is the tone sharply disapproving? — or might it
include a touch of warmth towards the child? — or even of wonder?
How is Jane being viewed? — as understandably emotional? — or
incomprehensibly aggressive? We can air such varying possibilities,
and different readers might incline to one more than the others; but
translations give us a visible spectrum of views. Here are some of
them:

He1986 NXT2 nam®wn nnnn oys on°k1 [{ra’item pa’am temuna
meshulhevet ka-zot} Did you ever see such an ecstatic picture?]

1t1974 Si € mai vista una scena cosi pietosa? [Have you ever seen such
a pitiful scene?]

F1964 semblable image de la passion! [similar image of passion!]
Sp1941 {Con cuédnta rabia! [With so much rage!]

Por1951 Se j4 se viu uma coisa destas!... E uma ferazinha! [Have you
ever seen a thing such as this one?... She’s a little beast!]

R1950 dTakas 3;100a y BeBOUYKH! [{Etakaia zloba u devochki} What
malice that child has!]

F1946 pareille image de la colére [such an image of anger]

Por1941 Onde é que ja se viu um monstro destes?! [Have you ever
seen a monster such as this one?]

F1919 pareille forcenée [such a mad person / a fury]

R1901 Bugbab-1 KTO-HUOYAHL O00HOE 6biteHHoe co3aHie!
[{Vidiel li kto-nibud’ podobnoe bieshennoye sozdanie} Has anyone
seen such a furious (lit. driven by rabies) creature!]

69 InJames Fenimore Cooper’s Home as Found (Philadelphia: Lea and Blanchard,
1838). Proquest (Chadwick-Healey) Literature Online, https://www.proquest.
com/lion
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Did ever anybody see such a picture of passion!

R1849 KT0 651 MOT'E BOOOPA3UTh TaKyH0 CTPAIIHYI0 KapTUHYy! OHa
rotroBa 6blIa pacTep3aTh U 3aAyIIUTh 6bgHaro Manbuuka! [{Kto by
mog voobrazit’ takuiu strashnuiu kartinu! Ona gotova byla rasterzat’
i zadushit’ biednago ma”chika} Who could have imagined such a
terrible sight/picture! She was ready to tear the poor boy apart and
strangle him!]

1t1904 Avete mai visto una rabbiosa come questa? [Have you ever
seen a girl as angry as this one?]

Por1926 Ja viu alguem tal accesso de loucura! [Has anyone ever seen
such a madness fit?]

He1946 ?11 1112 nI8BN07 0210 07X X7 [{hera’e adam me-olam
hitpartsut kegon zo} Has anyone ever seen an outburst like that
one?]

Sp1947 ;Habrése visto nunca semejante furia? [Have you ever seen
such fury?]

It1951 Non s’¢ mai vista tanta prepotenza! ['ve never seen such
impertinence]

SI1955 jeza [fury]
S11970 ihta [stubbornness]

A1985 5 18 oo Jleaidl 13a Jis gy of coyal $¥5:8 Ja [{hal quddira li ayy imr?’
an yara mithla hadha al infial} Was anyone ever destined to see
such a reaction]”

Thismomentwill be discussed inmore detail in Chapter IV below, where
you will also be able to watch the translations and back-translations
unfolding as an animation. Of course, the back-translations do not
exactly reproduce the translations they represent, any more than the
translations themselves exactly reproduce Bronté’s text. But they do
serve to give an impression of the imaginative suggestiveness of the
phrase (as we will see in Chapters IV-VII, very many phrases in the
novel are suggestive in a similar way). We might say that what we
are seeing here is a snapshot of the different linguistic and cultural
circumstances in which the translations were made — and, certainly,
any one of these quotations could be subjected to a discrete critical

70 Details of the translations quoted can be found in the List of Translations.
The key in the array indicates the language and the year of publication:
for instance, A1985 means the Arabic translation published in 1985, which
appears in the List of Translations as ,! ;..~/Jane Eyre, tr. by Munir al-Baalbaki
(Beirut, Dar Al-Tlm Lil-Malayin).
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analysis to elucidate its significances in its immediate contexts. But
this word cloud also shows us what we might call the potential of the
source text — all those meanings which, as Sakai has explained, we
cannot know are in the text until after they have been articulated by
translation. Word upon word, each translator changes Bronté’s text by
saying what it is for them.

As we scan the array of translations, we are inevitably struck by the
differences between languages. This, after all, is why the translations
have had to be made. But we can also notice continuities: ‘rabbiosa’
in Italian and ‘rabia’ in Spanish; ‘passion’ in English and ‘passion’ in
French. Indeed, given the substantial presence of French in jane Eyre,
which I will explore in Chapter II, I am not even sure that ‘passion’, as
Bronté wrote it, should be defined as an English word. As we watch
the novel being remade across language difference via translation it
becomes clear that a view of languages as internally homogeneous and
separate from one another, with translation operating between these
distinct entities, is inadequate for understanding the phenomenon
before us. Prismatic Jane Eyre enjoins a refreshed understanding
of language difference and of how it relates to translation — an
understanding that we will pursue in Chapter II.
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I1. The World Work in Language(s)

Matthew Reynolds

Yu JongHo (% &<) translated Jane Eyre into Korean twice. The
first version, published in 1970, ‘used ornate and literary Chinese
vocabulary’ — as Sowon S. Park explains — while the second, which
came out in 2004, was in ‘more up-to-date modern Korean’.! Something
similar happened in Croatia, on roughly the same timeline: Giga GraCan
and Andrijana Hjuit’s 1974 translation (researched by Sasha Mile
Rudan) was modernized by Gracan in 2008 to incorporate linguistic
forms that had come into being since the country’s independence in
1991.2 As these episodes make clear, the substance that a translation is
done into (its ‘target language’, in the idiom of Translation Studies) is
not a fixed entity but a fluid medium. Sometimes it mutates fast — as
in Korea and Croatia — but it is always changing to some degree.
What is more, the culture that a translation is published into is rarely,
if ever monolingual, while — as we began to see in Chapter I — the
borders that can be used to distinguish languages from one another,
and so differentiate ‘monolingual’ from ‘multilingual’, are themselves
hazy and porous. How can our thinking about language, and about
translation, best grasp this complex, shifting linguistic terrain which
world works like Jane Eyre inhabit and traverse?

One stark instance of translation in a multilingual context,
discovered by Ulrich Timme Kragh, is a 2011 Jane Eyre published in
Chengdu, Tibet, in which an abridged Chinese version by Daming Li [
Z=KBA] and Jing Li [Z24#] is reprinted in parallel text with its Tibetan
translation by Sonam Lhundrub. Readers with varying degrees of
competence in one language, or the other, or both are all catered for
by this publication. There is another, though less visible, layering of
languages in the anonymous 1904 translation published in Milan,

1 See Sowon S. Park’s entry on Yu JongHo in the appendix ‘Lives of Some
Translators’, below.
2 Publication details are in our List of Translations below.

© 2023 Matthew Reynolds, CC BY-NC 4.0 https://doi.org/10.11647/0BP.0319.03
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which one might loosely say is ‘in Italian’, though it is so closely based
on the French of Noémi Lesbazeilles-Souvestre (1854) as to be more
of a linguistic blend. Here is a small example, from the novel’s second
sentence:

We had been wandering, indeed, in the leafless shrubbery an hour in
the morning

Le matin, nous avions erré pendant une heure dans le bosquet dépouillé
de feuilles

La mattina, avevamo errato per un’ora nel boschetto spogliato di foglie®

Observe the closeness, in both structure and vocabulary, of the second
translation to the first, and in particular the proximity of ‘errato ...
nel boschetto spogliato di foglie’ to ‘erré ... dans le bosquet dépouillé
de feuilles’ (both of which might be back-translated word for word as
‘wandered in the copse stripped of leaves’). Now note the difference in
the phrasing from a selection of later Italian translations:

In verita, nella mattinata, avevamo girato un’ora nel boschetto squallido
(1925)

A dir vero, la mattina, eravamo state a gironzare per un’ora tra le piante
spoglie (1935)

La mattina, avevamo camminato per un’ora su e giu per il boschetto
spoglio (1946)

Veramente alla mattina avevamo fatto una breve passeggiata di un ora
nel bosco spoglio (1950)

Avevamo, & vero, camminato per un’ora nell’albereta ormai spoglia
(1951)

La mattina, invece, avevamo errato un’ora per le macchie spoglie (1956)

Il mattino, e vero, eravamo andati vagando per un’ora nella brughiera
spoglia (1974)

La mattina avevamo vagabondato per un’ora nel boschetto spoglio
(1996)

Avevamo gia vagato tra gli arbusti spogli per un’ora al mattino (2013)

In realta, la mattina avevamo vagato per un’ora tra gli alberi spogli
(2014P)

3 JE, Ch. 1; trans by anon. (Milan: Treves, 1904); trans by Noémi Lesbazeilles-
Souvestre (Paris: D. Giraud, 1854).
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Al mattino, in realta, avevamo gironzolato per un’ora tra gli arbusti
spogli (2014S)*

Of course, Standard Italian and Standard French, as closely related
romance languages, have a lot of linguistic material in common. Italian
syntax and lexis can overlap with French and not sound foreign in the
least — as ‘mattina’ overlaps with ‘matin’ and ‘ora’ with ‘heure’ pretty
consistently throughout the translations. Nevertheless, it is clear
that the translator and publisher of the 1904 Milan Jane Eyre were
prepared to print a significantly more Frenchified kind of language
than appears in the later translations. The concept of ‘linguistic
repertoire’ can help us describe this phenomenon: it means the range
of language actually ‘exhibited in the speaking and writing patterns
of a speech community’, rather than that prescribed by grammar
books and dictionaries.> So we can say that the linguistic repertoire
exhibited in the 1904 translation includes a mix of elements. The
same is likely to have been true of the repertoires of many readers,
since the translation was published in northern Italy, long open to
French culture, only three decades after the formation of the Italian
state, when the standardization of the Italian language was not as
comprehensive as it has become today.

The history of Italian since the country’s unification in 1870 is
a textbook instance of the general truth that, as the historian Eric
Hobsbawm pointed out, standard national languages are ‘almost
always semi-artificial constructs’.® In the early years of the new state,
fewer than 10% of its inhabitants spoke Italian, and a long process of
education has been needed to disseminate the official, standardized
form of the language, though, even now, very many Italians think of
themselves as being bilingual across the standard language and their

4 JE, Ch. 1; trans by Elivira Rosa (Milan: Sonzogno); trans by C. Marazio
(Milan: A. Barion, 1935); trans by Lucilla Kanizsa Jacchia (Rome: Perrella,
1946); trans by Berto Minozzi (Milan: Cavallotti); trans by G. Pozzo Galeazzi
(Milan: Rizzoli, 1951); trans by Lia Spaventa Filippi (Rome: R. Casini, 1956);
trans by Ugo Dettore (Milan: Garzanti, 1974); trans by Luisa Reali (Milan:
Mondadori, 1996); trans by Berenice Capatti (Milan: Rizzoli, 2013); trans by
Monica Pareschi (Vicenza: Neri Pozza, 2014); trans by Stella Sacchini (Milan:
Feltrinelli, 2014).

5 Joshua Fishman, The Sociology of Language (Rowley, Mass.: Newbury House,
1972), p. 48.

6 E. ]J. Hobsbawm, Nations and Nationalism since 1780: Programme, Myth,
Reality (Cambridge: Cambridge University Press, 2012), p. 54.
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local dialect.” We can see related shifts in usage leaving tiny traces
in our Jane Eyre translations. Between 1904 and the 1920s and 30s,
the form ‘avevamo errato’ [we had wandered] must have come to
seem, though not incorrect, not quite idiomatic in this context, at
least to the ears of most of the translators — perhaps too recherché
or poetical, or simply too French. The words that seemed best suited
both to the imagined scene and to publication in print had become
different: ‘girato’ (wWhich we might back-translate as ‘wandered’ or
‘taken a turn’); ‘gironzare’ (more like ‘wandered around’) along with
the related ‘gironzolato’; ‘camminato’ (straightforwardly ‘walked’);
‘fatto una breve passeggiata’ [gone for a short stroll]; and finally,
becoming established as the go-to translation for ‘wandered’ over the
last 50 years or so, ‘vagando’/‘vagato’, or the semantically very similar
but more resounding ‘vagabondare’. This group of choices shows
phrasing that feels idiomatically Italian branching off from phrasing
that overlaps with French (where ‘erré’ remained a common choice
for translators at this point),® though the one exception (‘errato’, 1956)
reveals the continuing soft border between the languages. A more
consistent difference is that, since 1904, no Italian translator has felt
the need to write, in the manner shared with French, ‘spogliato di
foglie’ (‘stripped of leaves’): the one word ‘spoglio’ (or an equivalent)
becomes enough. (Another crux in the line, how best to render into
either language the very English garden feature that is a ‘shrubbery’,
raises the different issue of realia in translation, which I will not go
into here).®

These instances give us an idea of the variable linguistic terrain
through which translation operates. Languages change, mingle and pull
apart, and translation participates in those processes. It can collaborate
with the growing standardization of a language, reinforcing, by its
choices, the boundary between what is taken to belong to that language

7  VittorioColetti,‘Storiadellalingua’,EnciclopediaTreccani,https://www.treccani.
it/enciclopedia/storia-della-lingua_%28Enciclopedia-dell%27Italiano%29/

8 For instance, JE trans by R. Redon & J. Dulong (Lausanne: ]J. Marguerat and
Editions du Dauphin, 1946); trans by Charlotte Maurat (Paris: Le Livre de
Poche, 1964); trans by Dominique Jean (Paris: Gallimard, 2008).

9 See Javier Franco Aixela, ‘Culture-Specific Items in Translation’, Translation,
Power, Subversion, ed. by Roman Alvarez and M. Carmen-Africa Vidal
(Clevedon: Multilingual Matters, 1996), pp. 52-78, and Alla Kharina, Realia in
Literary Translation: A Quantitative and Qualitative Study of Russian Realia
in Norwegian and English Translations (Norwegian Open Research Archives,
2019), https://www.duo.uio.no/handle/10852/70895
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and what is not. Evidence from corpus-based studies that translations,
in general, display less lexical variety than source texts bears witness
to this role: translators often prefer words that seem unsurprising so
as to demonstrate their obedience to the norms of the language they
are translating into.!° But translation also reveals the work that is
continually involved in the maintenance of a standard, and therefore
draws attention to the unruly diversity of actual and possible usages
with which standardization is always in conflict. It has the power to
make unusual choices, even if it does not exercise it often. As Lydia H. Liu
has shown in her discussion of interplays between English and Chinese,
when languages come into contact, translators venture ‘hypothetical
equivalences’ which may then become solidified through repeated
usage and end up in bhilingual dictionaries.!! In our Italian samples, as
‘vagato’/‘vagando’ comes to dominate translation of ‘wandered’, we
can see a tiny instance of the re-adjustment of equivalences between
languages that keeps on happening, even centuries after the first Italian-
English dictionaries, as the languages continue to interact and change.
And translation contributes to such changes — indeed, in the case of
Chinese, the encounter with English and other European tongues caused
substantial alterations to lexical, grammatical and discursive norms:!?
we will see how this relates to Jane Eyre translations in Essay 12 below,
by Yunte Huang. Translation, then, cannot be understood as bridging
differences between languages that are each internally consistent and
separate from one another. Rather, as Mike Baynham and Tong King
Lee have suggested, its work is that of ‘managing difference’— both
the differences that can distinguish one language from what is defined
as another, and those within such languages, which are themselves
inevitably heterogeneous and changing.!®

A theory of translation, then, needs to start from a point that is
conceptually prior to the organization of linguistic variety into

10 Vilma Pépai, ‘Explicitation: A Universal of Translated Text?’, Translation
Universals: Do they Exist?, ed. by Anna Mauranen, and Pekka Kujaméki
(Amsterdam and Philadelphia: John Benjamins, 2004), pp. 143-64 (pp. 157-
59); Sergiy Fokin, ‘TTR Changes in Different Directions of Translation’,
Translation Journal, 17 (2013), https://translationjournal.net/journal/63ttr.
htm

11 LydiaH. Liu, Translingual Practice: Literature, National Culture and Translated
Modernity — China, 1900-1937 (Stanford, Ca.: Stanford University Press,
1995).

12 Liu, Translingual, pp. 153-54.

13 Mike Baynham and Tong King Lee, Translation and Translanguaging (London
and New York: Routledge, 2019), p. 9.
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countable languages conceived as different from one another. It cannot
take the separation of languages as a given, and must feel the weight
of the argument, made by Robert Young, that ‘the idea of a language
as a discrete entity was a concept devised by European philologists’.
Young gives the telling example of G. A. Grierson, a philologist and
civil servant who was tasked with producing a Linguistic Survey
of India at the end of the nineteenth century. Grierson realised that
colonial subjects in India thought of themselves, not as speaking
separate languages, but rather as participating in something more
like a dialect continuum. As he wrote: ‘it thus follows that, while
the dialect-names in the following pages have been taken from the
indigenous nomenclature, nearly all the language-names have had
to be invented by Europeans’.’ Grierson’s predicament is repeated
wherever languages, or rather what we are henceforth going to have
to call language(s)’, are studied. The linguist Tore Janson has observed
that ‘there are few generally accepted rules or criteria for deciding
when two ways of speaking should be regarded as being the same
language and when they should be seen as two separate ones’.> The
word ‘few’ turns out to be an overstatement, for it transpires from his
discussion that there are in fact no such generally accepted rules or
criteria:

People who understand each other are usually regarded as speaking the
same language, and those who speak the same language are supposed
to understand each other. But here, there are many exceptions. For
example, Swedes and Norwegians usually understand each other
without difficulty, but Swedish and Norwegian are regarded as different
languages. On the other hand, many Americans from the Midwest do
not understand Londoners, and vice versa, but they are supposed to be
using the same English language.'¢

Janson therefore brings in his own preferred test, which is to ask what
speakers themselves think. As we have seen with G. A. Grierson, this
approach does not necessarily yield the desired answers, and Janson
hits an even tougher difficulty in the case of the Khoisan people of
Southern Africa:

14 Robert J. C. Young, ‘That Which is Casually Called a Language’, PMLA, 131
(2016), 1207-21 (pp. 1208, 1216).

15 Tore Janson, Speak: A Short History of Languages (Oxford: Oxford University
Press, 2011), pp. 23-24.

16 Janson, Speak, p. 24
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When it comes to the Khoisan languages, it is not possible to ask. The
speakers in some cases have no names at all for their languages, nor of
course for dialects. So, this whole line of reasoning is without meaning
for them until the Westernized way of thinking about languages has
been taken over into their culture.?”

It turns out that this ‘Westernized way of thinking’ did not take shape
until a fairly late moment in European history. For instance, the
medieval poet Dante, even though he would afterwards be hailed by
nineteenth-century nationalists as father of ‘the Italian language’, did
not himself think that he spoke or wrote Italian: ‘Dante did not think
of Latin as one language and Italian as a completely different one,
which is the common view nowadays. In his mind there really existed
only one language, which manifested itself either as written Latin or
as one of the written popular languages’ — those popular languages
included what we would now call French and Provencal, as well as
all the various dialects that made up what we would now call Italian.®

As the idea of there being ‘a language’ starts to crystallize (in Italy,
Janson sees this happening among a small circle of literati in the
century after Dante) it becomes codified in writing, with some texts
held up as examples, together with the construction of grammars and
dictionaries.'® But this process does not — of course — encompass the
great variety of language as it is actually used in a given area, above
all in speech. As Alastair Pennycook has put it: ‘the codification of
languages is not so much a process of writing down what already exists
asitisaprocess of reducinglanguages to writing’. This means that there
is —always and everywhere — a yawning, indeed unbridgeable gap
between languages as they are recorded and known, and the actual
language-use of people to whom the codified languages are attributed.
It follows that — in Pennycook’s words — ‘the notion of [a] “language”
does not refer to any real object’.?* Working from a different range of
references, Naoki Sakai reached the same conclusion: ‘the unity of
[a] language is like a regulative idea. It organizes knowledge, but it

17 Ibid.

18 Janson, Speak, p. 124.

19 Hayley Davis, ‘Typography, Lexicography, and the Development of the Idea of
‘Standard English’, Standard English: The Widening Debate, ed. by Tony Bex
and Richard J. Watts (London and New York: Routledge, 1999), pp. 69-88.

20 Alastair Pennycook, ‘The Myth of English as an International Language’,
Disinventing and Reconstituting Languages, ed. by Sinfree Makoni and
Alastair Pennycook (Bristol, Blue Ridge Summit: Multilingual Matters, 2006),
pp. 90-115 (pp. 92, 98).
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is not empirically verifiable’.?* Nevertheless, as Pennycook cautions,
‘the effects of repeated construction and reconstruction’ of the idea of
there being such a thing as a language ‘are very real’: ‘these inventions
have a reality for the people who deal with them’.?? They have reality,
for instance, for any anyone told by state powers that their way of
speaking does not correspond to ‘the language’, and that they need to
change it. And they have reality for translators.

Translators of novels are typically writing for publication in
print, in a state market. Certainly this is the case for all the Jane Eyre
translators we discuss in the these pages. And so they are subject to the
sociopolitical linguistic pressures that bear on that medium, as we saw
with the Korean and Croatian translations at the start of this section.
Yet what translators are translating into is not only the written form of
a language, destined for the regulated arena of print publication. They
are also translating Jane Eyre into a context of reception, a readership;
and the readership for a translation —indeed, for any book —is
always multilingual, as the Tibetan and Chinese parallel text can serve
to remind us. This fact needs emphasizing because, as John C. Mather
has pointed out: ‘though language diversity is an everyday social fact
everywhere, most countries recognize only a small number of “national”
languages and “official” languages’.?* Such limited recognition seems
especially to prevail in the study of literary texts, where what Suresh
Canagarajah has defined as ‘monolingual orientation’ is sustained by
the generally monolingual and predominantly national structuration
of the academic disciplines of literature and languages.?* But, in fact,
printed texts, however regulated their language, always enter into the
minds of readers who — however thoroughly schooled they may or
may not have been — necessarily bring diverse linguistic repertoires
to the collaborative work of reading. And so it is that Juan G. de Luaces,
translating into the highly policed, printed language of Franco’s Spain,
could angle his words so as to enable readers to catch the egalitarian
spark of Jane Eyre (as Andrés Claro shows in Essay 5 below); and so it

21 Naoki Sakai, ‘How Do We Count a Language: Translation and Discontinuity’,
Translation Studies, 2 (2009), 71-88 (p. 73).

22 Pennycook, ‘The Myth’, 98.

23 John C. Maher, Multilingualism: A Very Short Introduction (Oxford: Oxford
University Press, 2017), p. 6.

24 Suresh Canagarajah Translingual Practice: Global Englishes and Cosmopolitan
Relations (London and New York: Routledge, 2012), p. 1; see Mary Louise Pratt,
‘Arts of the Contact Zone’, Profession (1991), 33-40 (p. 38), and the discussion
in Chapter I above.
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is also that several translators under the Islamic Republic in Iran could
signal connections between Jane Eyre and a banned genre of romance
writing, as Kayvan Tahmasebian and Rebecca Ruth Gould show in Essay
8. When they negotiate the expectations of their publishing markets,
translators have the power to make something new happen out of the
mix of language(s) that they are working with. As we have begun to
see, and will see more fully in the pages that follow, this can happen (or
indeed not happen) in a multitude of ways.

The theory of translation that I have been advancing, and the
practice of critical scholarship that is presented in this publication,
puts translation at the centre of the study of world literature. That is
where it should have been at least since David Damrosch launched
the latest phase of world-literary theorisation in 2003, with his
celebrated announcement that ‘I take world literature to encompass
all literary works that circulate beyond their culture of origin, either in
translation or in their original language’.? But this founding utterance
did not in fact start an academic vogue for the linguistically informed,
textually alert and materially grounded study of the circulation of
texts through many languages via translation. Indeed, ‘astonishing
as it may seem’ — as Mary Louise Pratt has said — ‘language has
not been a category of analysis in the now vast academic literature
on globalization’.?® Instead, there has been an air of shadow-boxing
about many of the trend-setting publications that have emerged
from the United States academy, with a theoretical commitment to
the importance of translation matched by a lack of attention to it in
practice. Rebecca Walkowitz’s Born Translated: The Contemporary
Novel in an Age of World Literature, for instance, sets out to approach
‘world literature from the perspective of translation’, only then to
restrict its attention to the thematization of translation in ‘anglophone
works’.?” As Damrosch recognises in a 2020 update to his programme,
‘we need to develop better ways of working both with original texts
and in translation’.?® The present publication hopes to offer an

25 David Damrosch, What is World Literature? (Princeton, NJ: Princeton
University Press, 2003), p. 4.

26 Mary Louise Pratt, ‘Comparative Literature and the Global Languagescape’, A
Companion to Comparative Literature, ed. by Ali Behdad and Dominic Thomas
(Oxford: Wiley-Blackwell, 2011), pp. 273-95 (p. 274).

27 Rebecca Walkowitz, Born Translated: The Contemporary Novel in an Age of
World Literature (New York: Columbia University Press, 2015), p. 44.

28 David Damrosch, Comparing the Literatures: Literary Studies in a Global Age
(Princeton, NJ: Princeton University Press, 2020), p. 177.
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example of one such ‘better way’, and so to join the several admirable
instances of what Emily Apter has called ‘a translational model of
comparative literature’® which do in fact exist, even if they have
perhaps tended to flourish in parts of the world other than the United
States. The pioneering Reception of British and Irish Authors in Europe
series, founded by Elinor Shaffer, dates back to 2002; Barbara Cassin’s
Vocabulaire Européen des Philosophies is from 2004 and Michael
O’Neill’s Polyglot Joyce: Fictions of Translation from 2005. Among
more recent work is the expansive research dossier on Les Mysteres
urbains au XIXe siecle: Circulations, transferts, appropriations edited
by Dominique Kalifa and Marie-Eve Thérenty (2015), the Multilingual
Locals and Significant Geographies project led by Francesca Orsini
which focuses on North India, the Maghreb and the Horn of Africa
(2016-21); as well as the varied research presented in Migrating Texts:
Circulating Translations around the Ottoman Mediterranean (2019),
edited by Marilyn Booth, or Translation and Literature in East Asia:
Between Visibility and Invisibility by Jieun Kiaer, Jennifer Guest and
Xiaofan Amy Li (2019), or Translation and World Literature, edited by
Susan Bassnett (2018).3° All this research — and there is much more
that could be cited — addresses the complexity of what happens when
texts circulate through language(s) and across cultures. The present
publication hopes to boost that company, drawing on the resources
of multiplicitous cultural and linguistic expertise, digital media and
collaborative close reading to give as full an account as we can of what
it means for one novel, Jane Eyre, to inhabit a world of language(s).

Jane Eyre as a World Work in Language(s)

What it is for Jane Eyre to be a world work in language(s) will become
more apparent in the chapters and essays to come. It will never be fully
evident, however, even when or if every word and every visualisation
hasbeen digested. What we offer is — and could only ever be — a partial

29 Emily Apter, Against World Literature: On the Politics of Untranslatability
(London and New York: Verso, 2013), p. 42.

30 LesMystéresurbains auXIXe siécle: Circulations, transferts, appropriations is at
https://www.medias19.org/publications/les-mysteres-urbains-au-xixe-siecle-
circulations-transferts-appropriations; Multilingual Locals and Significant
Geographies is at http://mulosige.soas.ac.uk/; The Reception of British and Irish
Authors in Europe is at https://www.bloomsbury.com/uk/series/the-reception-
of-british-and-irish-authors-in-europe/. For full details of the books listed in
in this paragraph, see the list of Works Cited at the end of this chapter.
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anthology of views. Each discussion grasps only some aspects of the
phenomenonitaddresses (asis always the case with any critical analysis).
And the languages, contexts and translations that we treat are only a
sample of those in which Jane Eyre exists. It follows that Jane Eyre cannot
be known as a world work in language(s), but only approached with the
awareness that that is what it is. Any instance, or group of instances, that
we are able to study belongs to the larger network of continuities that
embody the world work Jane Eyre; but that larger network necessarily
exceeds our grasp. Any reader of Jane Eyre for pleasure — or any other
motive —is in a similar position. Hence, as we saw in the Introduction,
the need to accept an ontology of incompleteness, of the kind advocated
by Francis B. Nyamnjoh: ‘incompleteness as a social reality and form of
knowing generative of and dependent on interconnections, relatedness,
open-endedness and multiplicities’.3!

In this, the case of Jane Eyre is far from unique. Many texts, having
originated in English or another language, have gone on to exist in a
similar number and variety of translations. The kind of study that we
offer here could be repeated for each of them. Yet, though the broad
traits of the phenomenon may recur, the detail in each case is of course
different, including the question of how the originary source text — the
text in which any work begins its life — relates to and is changed by
what the work goes on to become. As we have seen, the idea of
‘potential’ has a complex temporality. We cannot be sure what potential
any text has to generate other texts until after it has done so. By the
same token, translations do not just change the world work, whose
ongoing life they sustain by their existence as instances of it. They also
change the originary source text, because they reveal in it the latent
potential that has been realised in them. We have visualised this
progressive realisation through space and time in the interactive maps
that form part of this publication. I will present them fully in
Chapter IIL, but it may be helpful, in thinking about potential, to open
the . Take a moment to watch the translations unfold
through time, then press the pause button at the
bottom left of the map, and slide the cursor all the
way to the left, to a moment in 1847 before any
translations have started to appear. You can feel the
shadow of their incipience. The potential that they
will realise must already be there, as we know

31 Francis B. Nyamnjoh, Drinking from the Cosmic Gourd: How Amos Tutuola
Can Change our Minds (Mankon, Bamenda, Cameroon: Langaa Research &
Publishing, 2017), p. 2.
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because, from our point of view in the present, its realisation has
already happened.

How does the originary Jane Eyre change in the light of this
futurity? Our sense of the structure of the text, and our impression
of the power of different moments, is likely to be affected by the
re-shapings that we have encountered so far in this volume, as well
as those that lie ahead. The figure of Bertha Rochester may take on a
somewhat different force as it foreshadows its re-workings in South
America, India, Egypt and Lebanon. There is also the question of how
the world of language(s) imagined in the novel relates to the world of
language(s) through which the novel makes its way. When seen from
the perspective of its translational afterlives, the novel’s own concern
with translation assumes new prominence; above all, the strange scene
when, having fled Thornfield, and been reduced to homelessness and
hunger at Whitcross, Jane reaches an isolated house where, looking
through a window, she sees, in a kitchen, ‘two young, graceful women’
dressed in mourning: they seem strangely familiar to her, though she
has never seen them before. What follows is startling, so I will quote
at length:

A stand between them supported a second candle and two great
volumes, to which they frequently referred, comparing them, seemingly,
with the smaller books they held in their hands, like people consulting
a dictionary to aid them in the task of translation. This scene was as
silent as if all the figures had been shadows and the firelit apartment a
picture ... When, therefore, a voice broke the strange stillness at last, it
was audible enough to me.

‘Listen, Diana,” said one of the absorbed students; ‘Franz and old
Daniel are together in the night-time, and Franz is telling a dream from
which he has awakened in terror — listen!” And in a low voice she read
something, of which not one word was intelligible to me; for it was
in an unknown tongue — neither French nor Latin. Whether it were
Greek or German I could not tell.

‘That is strong,” she said, when she had finished: ‘I relish it” The
other girl, who had lifted her head to listen to her sister, repeated, while
she gazed at the fire, a line of what had been read. At a later day, I
knew the language and the book; therefore, I will here quote the line:
though, when I first heard it, it was only like a stroke on sounding brass
to me — conveying no meaning:—

‘““Da trat hervor Einer, anzusehen wie die Sternen Nacht.” Good!
good!’ she exclaimed, while her dark and deep eye sparkled. ‘There you
have a dim and mighty archangel fitly set before you! The line is worth a
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hundred pages of fustian. “Ich wage die Gedanken in der Schale meines
Zornes und die Werke mit dem Gewichte meines Grimms.” I like it!’3?

Jane is cold, wet through, exhausted and all but starving, and yet her
attention is held (and goes on being held long after the extract I have
given) by this living picture of two people engaged in translation.
Stranger still, the scene is manipulated so that she can hear their
words even though they are spoken in a ‘low voice’ and she is on the
other side of a closed, glass window, in the open air, on a ‘wild night’.
So some authorial magic has been sprinkled over the scene, dislodging
it from the constraints of realism. But then, despite this fantastical
dissolution of a barrier, a new obstruction appears, for what Janeis able
to hear she cannot understand, no more than ‘sounding brass’ (itself
a quotation from a translation, the King James version of the Bible).*
Yet this obstruction too is overcome, though only partially, by another
piece of implausible narrative manipulation: ‘at a later day, I knew
the language and the book; therefore, I will here quote the line.’ Quote
it, yes; but translate it? — no, thereby dividing the novel’s readership
both in 1847 and since. A few will know German and recognise the
quoted text; others may be able to read the German words but not
know that they are from Friedrich Schiller’s lurid, powerful romantic
drama Die Rduber (The Robbers, 1781), and in particular from a vision
of the Last Judgement that has come to the villain, Franz, in a dream:
‘then one stepped forth who, to look upon, was like a starry night ...
[and another figure said:] “I weigh thoughts in the scale of my wrath
and deeds with the weight of my fury”. Perhaps most readers will
neither recognise the source nor understand much or any of the
language, unless they are using a modern edition that translates these
words from a classic English novel into English.

The relevance of Die Rduber to Jane Eyre is hazy. The play includes a
loving couple cruelly pushed apart, and a fractured family, so perhaps
Bronté felt it to be a nightmarish pre-echo of her own narrative,
haunting it, and making an only semi-comprehensible appearance,
like a miniature textual counterpart to the similarly gothic figure of
Bertha Rochester. And perhaps this scene of the Last Judgement is a
foreshadowing of St John Rivers, who is about to appear, and who,

32 JE, Ch. 28.
33 I Corinthians 13. 1.
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before long, will be reading out a parallel passage of the Bible.3*
Probably more important than the particular text quoted, however, is
the fact that an act of translation should be happening here, and that
it should be so foregrounded by the narrative peculiarities that I have
noted. The two young women, who are to become Jane’s friends, and
later turn out to be her cousins, welcome Die Réuber, a strange textual
visitation from a wild imaginative world, and make the effort to
comprehend it; and a moment later they will welcome Jane, a strange
human visitation from a wild experiential world, and make the effort
to comprehend her. So the framing of the scene suggests a comparison
between attending to texts through translation and attending to
people through kindness and understanding. In a letter, Bronté had
made a similar analogy, describing the minds of others as being like
‘hieroglyphical scrolls’, a ‘hidden language’ that needed ‘construing’,*
and the same suggestion is brought into our scene by the ‘sounding
brass’ quotation from the Bible. The whole verse from which it is taken
is as follows: ‘though I speak with the tongues of men and of angels, and
have not charity, I am become as sounding brass, or a tinkling cymbal’.
It is thanks to charity (now often translated ‘love’) that Jane is taken
into the house, and comes in time to learn German, and presumably to
discover also from her cousins what it was that they were reading on
this fateful night. Her incomprehension at the window points forward
to understanding later on, when Jane, currently excluded from the
sisterly community of translation, will be translated into it.

This use of translation, and its thwarting, to foreshadow a later
translingual and affective community is in tune with the general
orientation towards future fluency that is created by the book’s
narrative structure. As she grows up, Jane encounters many obstacles
to understanding and self-expression; but they are all mitigated by
our knowledge as readers that she must in the end have achieved
both, as they are continually manifested in the narrative that she has
written. Attention to the diversity of language(s) is key to this from the
beginning. Critical discussion has noted the marked spatial dynamics
ofthe opening pages, the way they articulate a performance of selfhood
among constraints as Jane is first excluded from the family group,

34 Revelation 21, in JE, Ch. 35. See the discussion by Léa Rychen in Essay 14,
below.

35 The Letters of Charlotte Bronté, 2 vols, ed. by Margaret Smith (Oxford and
New York: Oxford University Press, 1995-2000), i, p. 128.
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then secludes herself in the window seat, and later is shut up in the
‘red-room’ — a succession of positionings that anticipate both her own
individualistic disposition and the confinement of Bertha Rochester
(to which it is uneasily related).’® But attention has not been given to
the strife of language(s) that is no less marked in this sequence: the
haughtily formal tones of Mrs Reed (‘she regretted to be under the
necessity of keeping me at a distance’); the bullying schoolboy jargon
of her son (‘Boh! Madame Mope!’); the momentary escape offered by
the pictures of remote, northern shores in Bewick’s History of British
Birds, together with the evocative writing that accompanies them,
including a quotation from James Thomson’s poem The Seasons:

Where the Northern Ocean, in vast whirls
Boils round the naked, melancholy isles
Of farthest Thule ....%7

Then there is the comparatively friendly, colloquial discourse of Mrs
Reed’s servant Bessie, and the folksy ballads that she sings (‘My feet
they are sore, and my limbs they are weary’); the attentive professional
accents of the apothecary, Mr Lloyd; and the sanctimonious preaching
of Mr Brocklehurst: ‘all liars will have their portion in the lake burning
with fire and brimstone’.3® And there is French, first this surprising
instance as Jane is carried off to the ‘red-room’:

The fact is, I was a trifle beside myself; or rather out of myself, as the
French would say.*

And later in Bessie’s account of the accomplishments attained by
young ladies who went to school:

She boasted of beautiful paintings of landscapes and flowers by them
executed; of songs they could sing and pieces they could play, of purses
they could net, of French books they could translate; till my spirit was
moved to emulation as I listened.*

At the prospect of being able to translate, Jane’s spirit is moved.
Here too, as in the later scene with German, translation heralds the
prospect of joining a community of accomplished self-expression.

36 Gayatri Chakravorty Spivak, A Critique of Postcolonial Reason: Toward a
History of the Vanishing Present (Cambridge, Mass.: Harvard University Press,
1999), p. 119.

37 JE,Ch.1.

38 JE,Ch.3,Ch.4.

39 JE,Ch.2.

40 JE,Ch. 3.
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And this provides a solution to the puzzle posed by that odd phrase
‘as the French would say’ a chapter earlier. Why bring in what the
French would say? Because the narrator has become someone whose
repertoire includes French and who, as E. C. Gaskell noted of Charlotte
Bronté in her celebrated biography:

would wait patiently searching for the right term, until it presented
itself to her. It might be provincial, it might be derived from the Latin;
so that it accurately represented her idea, she did not mind whence
it came; but this care makes her style present the finish of a piece of
mosaic.

The young Jane’s powerlessness is salved by the mature Jane’s skill
with words, skill that draws from a multilingual repertoire.

The warm, almost utopian affect attaching to translation and
language-learning continues at Lowood school, for instance when
Jane has tea with Helen and Miss Temple:

... they seemed so familiar with French names and French authors: but

my amazement reached its climax when Miss Temple asked Helen if

she sometimes snatched a moment to recall the Latin her father had
taught her, and taking a book from a shelf, bade her read and construe

a page of Virgil; and Helen obeyed, my organ of veneration expanding

at every sounding line.*

The unusual adjective ‘sounding’ there signals a link to the scene of
Schiller-translation later in the book with its ‘sounding brass’; and
there is another link too. In the later scene, Jane describes Schiller’s
uncomprehended German ‘as being in an unknown tongue — neither
French nor Latin’ — so, though we have heard nothing of Jane’s going
on to study Latin at Lowood, she must have done. French, on the other
hand, we do hear about: it becomes her passport to employment at
Thornfield Hall, to conversation with her French pupil Adéle and with
Adele’s maid Sophie, and to easy participation in the French world of
reference that Mr Rochester has at his disposal. Elaine Showalter and
Emily Eells have studied the presence of French in the novel, noting
that it is associated with ‘sexual response’ (Showalter), as well as with
‘freedom of speech’, being an ‘outsider’, ‘sympathy’, ‘discipline’ and
even ‘smoking’ (Eells).®® These two perceptive studies are significant

41 E. C. Gaskell, The Life of Charlotte Bronte, ed. by Elisabeth Jay (London:
Penguin, 1997), p. 234.

42 JE,Ch.8.

43 FElaine Showalter, ‘Charlotte Bronté’s Use of French’, Research Studies 42
(1974), 225-34 (p. 228); Emily Eells, ‘The French aire in Jane Eyre’, Cahiers
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in showing that ‘bilinguality is an important aspect’ of Bronté’s style;
but the range of associations uncovered by Eells pushes against
Showalter’s claim (which provides the methodological basis for both
essays) that ‘French language and allusions to French literature
function symbolically’.#* The assumption here is that Jane Eyre
presents a language-world of Standard English, to which Standard
French is added for strategic signifying purposes. But the novel’s
linguistic landscape is more complex than that, as we have begun to
discover. Roy Harris’s word ‘languaging’ can help us to describe what
we are seeing. As Nigel Love explains, languaging’ is ‘a cover term for
activities involving language: speaking, hearing (listening), writing,
reading, “signing” and interpreting sign language’, and it is preferable
to phrases like ‘using language’ or ‘language use’ because it does not
imply ‘that what is used exists in advance ofits use’.* Jane Eyre explores
arange of language(s), and of the languaging practices which generate
it/them, all of which take on distinctive tonalities and connotations
in particular circumstances. What can be defined as ‘the French
language’ is prominent among them, but, crucially, it is used in a way
that fragments that definition: there is what Eells herself recognises
to be the ‘franglais’ of little Adele (‘Mademoiselle, I will repeat you
some poetry’), and there are also many indeterminate forms that are
pieced into the mosaic of Bronté’s style —not only ‘out of myself’
but also ‘translate currently’ (from ‘couramment’), or ‘auditress and
interlocutrice’ (in Mr Rochester’s voice — ‘interlocutrice’ is a French
form which it seems likely he pronounces with an English accent),
together with very many phrases that, though not alien to English, are
a bit unusual, and have perhaps been helped into existence by the
presence of French in Bronté’s translingual imagination: for example,
‘brilliant fire’ (less common in English than ‘feu brillant’ in French),
or ‘curtains hung rich and ample’ (‘ample rideau’ was an ordinary
French collocation).*

victoriens et édouardiens, 78 (2013), n.p.

44 Showalter, ‘French’, p. 225.

45 Roy Harris, The Language Myth (London: Duckworth, 1981), p. 36; Nigel Love,
‘On Languaging and Languages’, Language Sciences 61 (2017), 113-47 (p. 115).

46 JE,Ch.8, Ch.14.Information about the currency of the phrases comes from the
databases Literature Online and Gallica. Céline Sabiron offers a fuller account
of what she calls the ‘signifying linguistic spectrum’ of French and English
in Essay 4 below, as well as of the challenges it has posed to translators into
French.
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This borderless Franco-English languaging coincides with an
attention to the fractures that can open up within ‘English’. They
appear in the narrative voice, as here:

It was a very grey day; a most opaque sKky, ‘onding on snaw,” canopied
all; thence flakes fell at intervals, which settled on the hard path and on
the hoary lea without melting.

The words in inverted commas are not Standard English but northern
and Scottish dialect; but it is impossible to know whether they came
onto the page from Bronté’s everyday conversational soundscape in
Haworth, her village in Yorkshire, or as a literary allusion to Sir Walter
Scott’s novel The Heart of Midlothian.*” Either way, though separated
from their surrounding language by the inverted commas (which
are also present in Bronté’s manuscript),*® the words are woven into
it stylistically through the phonetic harmonies they join (‘opaque ...
onding ... canopied’, ‘snaw ... all ...fell ... intervals ... hoary’), as well
as by their lexical kinship to ‘hoary lea’ which, though not markedly
dialectal, has a similarly mixed rural and literary pattern of usage.*
Just as with her writing across the French-English continuum, Bronté
shows dialect appearing in the voices of her characters as well as in the
narrative she writes through Jane. For instance, immediately after the
quotation from Schiller at Moor House, the servant Hannah, who is also
in the kitchen, chips in:
‘Is there ony country where they talk i’ that way?’ asked the old woman,
looking up from her knitting.
‘Yes, Hannah — a far larger country than England, where they talk
in no other way.’
‘Well, for sure case, I knawn’t how they can understand t’ one t’
other: and if either o’ ye went there, ye could tell what they said, I
guess?
‘We could probably tell something of what they said, but not all ...

As in the case of ‘onding on snaw’, difference is created and bridged
at the same time: the divergent spelling marks Hannah’s speech
as something that Diana and Mary, and indeed Jane, would not
themselves utter; and yet they are all perfectly able to understand

47 JE, Ch. 4. Jane Jack and Margaret Smith note the parallel to Scott in their
edition of Jane Eyre (Oxford: Oxford University Press, 1969), p. 584.

48 Bronté’s fair-copy manuscript of Jane Eyre is Add MS 43474, available online
at http://www.bl.uk/manuscripts/FullDisplay.aspx?ref=Add_MS_43474

49 Judging from the citations in the Oxford English Dictionary.

50 JE,Ch.28.
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it, and to recognise it as one of the ways people talk in ‘England’.
Again, this exploration of disparity within what can be defined as
a national language —what Bakhtin called the ‘heteroglossia’ of
‘socio-ideological contradictions’ and differing ‘points of view on the
world’®! — is opened up by, and compared to, the difference between
that language and what can be defined as a different one, German.
‘How they can understand t’ one t’ other’ is a question that bears
on everyone in the novel, and it is foregrounded by the attention to
linguistic diversity in what is shown as being — to adopt Naoki Sakai’s
terms — a world not of ‘homolingual’ but of ‘heterolingual’ address,
that is, one where it is recognised that ‘heterogeneity is inherent’ in
any communicative situation.>

Bronté’s style gives substance to this recognition as it draws from
the continuum of French, Standard English and dialects, as well as
exhibiting other eclectic features, as critics have recognised ever
since the earliest reviews. Margot Peters points to Bronté’s ‘deliberate
and flagrant practice of inverting the normal order of the English
language’, and Stevie Davis suggests that her knowledge of German
may have helped this into being (in the same way as we have seen
French influence her phrasing).’® While the inversions do not
typically reproduce German word order exactly, it is plausible that
the encounter with German may have opened up Bronté’s feeling for
how words could be put together. Certainly, the shape of the stand-out
inversions transfers more happily into Marie von Borch’s 1887 German
translation than into Lesbazeilles-Souvestre’s French translation of
1854 or the anonymous Italian translation of 1904. For instance, from
the very first page:

Me, she had dispensed from joining the group.

Mich hatte sie davon dispensiert, mich der Gruppe anzuschliefien.
[Me had she from this dispensed ...]

51 M. M. Bakhtin, The Dialogic Imagination: Four Essays, ed. by Michael Holquist,
tr. by Caryl Emerson and Michael Holquist (Austin, University of Texas Press,
1981), pp. 291-92.

52 Naoki Sakai, Translation and Subjectivity: On Japan’ and Cultural Nationalism
(Minneapolis: University of Minnesota Press, 1997), p. 8.

53 Margot Peters, Charlotte Bronté: Style in the Novel (Madison: University
of Wisconsin Press, 1973), p.57; Jane Eyre, ed. by Stevie Davies (London:
Penguin, 2006), p. xxxii. For discussion of Bronté’s style in the early reviews,
see Critical Heritage, ed. by Allott, pp. 79, 116.
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Elle m’avait défendu de me joindre a leur groupe.
[She me had forbidden ...]

Ella mi aveva proibito di unirmi al loro gruppo.
[She me had forbidden ...]%*

Then there is Bronté’s prolific citation from and reference to other
texts, not only the anglophone ones most commonly noticed by
scholars in the discipline of English literature, such as Bunyan’s The
Pilgrim’s Progress, the King James version of the Bible, and various
works by Sir Walter Scott, as well as psychological texts and American
slave narratives; but also the German of Schiller (as we have seen)
and several works in French, including George Sand’s Indiana (1832),
Bernardin de St Pierre’s Paul et Virginie (1788) — which had been given
to her by her adored French teacher in Brussels, M. Heger — and the
Charles Perrault version of the folk tale Barbe bleue [Bluebeard] (1697).
Considered as an aspect of style, Jane Eyre’s blending and layering
of languages, together with its plurilingual intertextuality, create an
expressive medium that presents human languaging as a landscape
of heterogeneity.

This heterogeneity involves class and power, so it also becomes a
crucial element in the novel’s social drama. And from this perspective
there turns out to be a striking disparity between Jane’s (and Bronté’s)
eclectic practice as a writer and her more tightly bordered linguistic
performances as a character. When Jane has been brought into Moor
House and gets into conversation with Hannah, she takes care to
entrench the class difference between them, speaking ‘with a certain
marked firmness’ and moving to ‘shake hands’ only once the disparity
of status has been firmly established.’® A few weeks later, when she
takes charge of a nearby village school, her pupils present her with
language difference almost as marked as in the encounter with
Schiller: ‘they speak with the broadest accent of the district. At present,

54 JE,Ch.1;MarievonBorch,JaneEyre, die Waise von Lowood, eine Autobiographie
(1887), quoted from TextGrid Repository (2012), n.p. https:/hdLhandle.
net/11858/00-1734-0000-0002-454D-2; JE, trans by Noémi Lesbazeilles-
Souvestre; JE (Milan, 1904), p. 10.

55 Sally Shuttleworth, Charlotte Bronté and Victorian Psychology (Cambridge:
Cambridge University Press, 2004); Julia Sun-Joo Lee, The American Slave
Narrative and the Victorian Novel (New York and Oxford: Oxford University
Press, 2010), pp. 25-52.

56 JE,Ch.29.
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they and I have a difficulty in understanding each other’s language.’’
Her response, in line with her duty as a teacher, is to train them in
Standard English, along with ‘neat and orderly manners’.>® When she
gives up the school, having come into her inheritance, she reveals the
nationalist pride, and indeed prejudice, that are associated with this
endeavour. She rejoices that her best scholars have become:

... as decent, respectable, modest, and well-informed young women as

could be found in the ranks of the British peasantry. And that is saying

a great deal; for after all, the British peasantry are the best taught, best

mannered, most self-respecting of any in Europe: since those days I

have seen paysannes and Bauerinnen; and the best of them seemed

to me ignorant, coarse, and besotted, compared with my Morton girls.>

The same ideology transpires in her attitude to Adéle, of whom we
are told that ‘as she grew up, a sound English education corrected in a
great measure her French defects’.%’ Jane’s xenophobia appears most
viciously in her response to Bertha Rochester, who is pushed beyond
the border between human and animal, described as a ‘clothed hyena’
standing ‘tall on its hind feet’, and as possessing a mode of languaging
that is past, not only comprehension, but even recognition as language:
‘it snatched and growled like some strange wild animal’.®

So there is an incongruity between the connotations of the novel’s
style and the behaviour of its protagonist: that is, between two modes
of engaging the aesthetics and politics of language. In the first, a mode
of textuality, it is possible for Bronté to welcome the heterolingualism
that I have described, because she is producing a work of writing,
destined to circulate in the comparatively open interpretive arena of
printed literature. But in the second, a mode of individual performance,
Jane — as a character — has to be much more guarded in how she
behaves with language, because her identity, her status and indeed
her ability to survive depend on it. This conflict between the world
of language(s) as it can be represented by the narrator, and that same
world as it has to be inhabited by the protagonist, provides a powerful
instance of what Firdous Azim has called ‘the difficulties in being Jane
Eyre, that is, the difficulties of a sovereign femininity placed within a
system of patriarchy’, which — she says — are overlooked when the

57 JE,Ch.31.
58 JE, Ch. 32.
59 JE, Ch. 34.
60 JE, Ch. 38.
61 JE, Ch. 26.
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novel is simply labelled ‘an imperialist text’.6? In the narrative, Bertha’s
powerful languaging, her ‘mirthless’, ‘tragic’ and ‘preternatural’
laugh, her ‘eccentric murmurs’ and her cry, a ‘fearful shriek’ such as
the ‘widest-winged condor on the Andes’ might have sent out ‘from
the cloud shrouding his eyrie’ can be deployed to suggest feelings
that Jane is barred from expressing in her own person, with the
connection being hinted at by successive sparks of phonetic play, as
here in the word ‘eyrie’.%® But Jane-the-character cannot accept any
of this as significant language, even though Bertha is perfectly well
able to speak words, as we know from her brother Mr Mason: “she
said she’d drain my heart”.* Mr Mason’s own accent is described as
‘somewhat unusual, — not precisely foreign, but still not altogether
English’,%5 but we cannot know whether Bertha’s speech is similar or
whether she might have used a kind of language that could be defined,
like her identity, as ‘Creole’.5¢ In any case, her languaging asks to be
seen together with Schiller’s German, Adéle’s Franglais, Hannah’s
Yorkshire, and all the other varieties of speech performance, as a
presence — though in her case a significantly occluded one — in the
heterolingual landscape of the work.

Susan Meyer, Deirdre David and Carolyn Berman have thoroughly
traced the complications of Jane Eyre’s involvement with Empire, the
way it partially faces and partially evades its wrongs — not least in
Jane and Mr Rochester’s wounded seclusion at the end, in a society
of two, living on funds (both his and hers) whose colonial origins
have been made plain, in a house, Ferndean, where Mr Rochester
had considered confining Bertha but chose not to because (he said)
it was too unhealthy.®” Meanwhile, St John Rivers pursues his severe

62 Firdous Azim, The Colonial Rise of the Novel: From Aphra Behn to Charlotte
Bronte (London and New York: Routledge, 1993), p. 196.

63 JE, Ch. 11, Ch. 12, Ch.20.

64 JE, Ch. 20. Kevin Stevens notes this contradiction in ‘““Eccentric Murmurs”:
Noise, Voice and Unreliable Narration in jane Eyre’, Narrative, 26 (2018),
201-20 (p. 207).

65 JE,Ch.18.

66 Stevens suggests that ‘as the daughter of a wealthy merchant from Jamaica,
Bertha would likely speak French (and possibly English), perhaps inflected
with an accent or an influence of Creolized French or English’ (““Eccentric
Murmurs™, p. 207).

67 Carolyn Vallenga Berman, Creole Crossings: Domestic Fiction and the Reform
of Colonial Slavery (Ithaca, NY: Cornell University Press, 2018), pp. 122-43;
Deirdre David, Rule Britannia: Women, Empire and Victorian Writing (Ithaca,
NY and London: Cornell University Press, 1995), pp. 77-117; Susan L. Meyer,
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imperial mission. The language-world of the book is inflected by these
complexities and speaks to them, not only in the representation of
Bertha’s utterances, but also in St John’s requirement that Jane give up
German and start learning ‘Hindostanee’ so as — it turns out — to be
able to help him in his missionary endeavours. As Ulrich Timme Kragh
and Abhishek Jain argue in Essay 1 below, the possibility of going to
India can be read as creating an inspiring prospect for Jane; all the
same, this is the one experience of language-learning and translation
that she does not enjoy.*®® It is another instance, and a stark one, of
the politics of language behaviour being negotiated by the protagonist
within the heterolingual world created by the work.

Pheng Cheah has argued that literature ‘opens a world’ by giving
shape to its temporality through narrative.® It should be added that
literature opens a world of language(s). In Jane Eyre, that world is
one in which multiple linguistic performances are recognised, in all
their divergence from one another, as well as in the continuity that
joins them. In this textual mode of representing heterolingualism,
any utterance, from a shriek to a phrase of Schiller, is welcome as a
contribution to the mosaic of Bronté’s style. But to move through that
world as a character is different: it is to be subjected to the political and
social pressures thatdivide ‘correct’ from ‘incorrect’, the standard from
the dialectal, and national languages from one another, and which can
fix class identity from the pronunciation of a syllable. In this layered
language-world of Jane Eyre, we can perceive a conflict not unlike
that discovered by Edouard Glissant in the ‘poétique forcée’ (‘forced
poetics’) of Caribbean writing: ‘a la fois conscience de la presence
contraignante du francais comme arriére-fond linguistique et volonté
délibérée de renoncer au francais’ [at the same time an awareness of
the constraining presence of French as a linguistic background and
the deliberate wish to reject French].” The language politics that Jane
negotiates are not as violent as those Glissant describes. Nevertheless,
as a character, she must take care over the social constraints on

‘Colonialism and the Figurative Strategy of Jane Eyre’, Victorian Studies 33
(1990), 247-68 (the point about the ‘atmosphere of Ferndean’ is on p. 267).

68 Lesa Scholl points out that St John uses language-learning as a means of
control, in Translation, Authorship and the Victorian Professional Woman:
Charlotte Bronté, Harriet Martineau and George Eliot (Farnham, Surrey &
Burlington, VT: Ashgate, 2011), p. 33.

69 Pheng Cheah, What is a World? On Postcolonial Literature as World Literature
(Durham and London: Duke University Press, 2016), p. 311.

70 Edouard Glissant, Le discours antillais (Paris: Gallimard, 1997), p. 409.
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behaviour in language; while, as a narrator, she has more freedom to
channel her — or her author’s — eclectic repertoire, one that mixes
the local and the transnational like the language-world in which
Bronté lived, a world where she had become a writer of novels through
intensive exercises in French composition, done in Brussels; where
her sister Emily sat in the kitchen at Haworth (like the ladies at Moor
House) ‘studying German out of an open book, propped up before her,
as she kneaded the dough’; and where her friend Mary Taylor’s father
‘spoke French perfectly ... when need was; but delighted usually
in talking in the broadest Yorkshire’.”* The language of Bertha the
Creole is largely excluded from this repertoire, as we have seen, and
indeed gains its significance from the vehemence of that exclusion;
nevertheless, Glissant’s later theorisation of Creole language can also
serve as a description of the language-world of Jane Eyre: ‘la langue
créole apparait comme organiquement liée a ’expérience mondiale
de la Relation. Elle est littéralement une conséquence de la mise
en rapport de cultures différentes’ [the Creole language appears
as organically linked to the global experience of inter-relation. It
is literally a result of the interplay between different cultures].”
While showing the constraints on Jane’s linguistic performance as a
character, Jane Eyre also brings into being the more plural linguistic
landscape within which she has to define herself. The world of Jane
Eyre’s writing is broader than the channel of Jane Eyre’s speech.

This aspect of the novel grows in prominence when we look back at
its originary text from the vantage point of its continuing life through
translation. We cannot say, bluntly, that jane Eyre’s heterolingual
language-world has helped to cause its prolific re-making through
language(s); for other, very differentbooks have been noless frequently
translated. But it does affect, and is affected by, the dynamics of that
remaking. The novel’s continuing life is the continuation of something;
and that something is changed by the continuation to which it has
given rise. It is safe to say that no individual translation matches the
language variety of the text that Bronté wrote. Like Jane the character,
the translations are all subject to sociolinguistic constraints that inhibit
such a performance. But, looked at together, they of course exceed its

71 Charlotte Bronté and Emily Bronté, The Belgian Essays: A Critical Edition,
ed. and trans. by Sue Lonoff (New Haven and London: Yale University Press,
1996), p. xxii; Gaskell, Life, pp. 105, 116.

72 Glissant, Le discours, p. 411.
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variety, and massively so. In this sense, the translations extend — and
will go on extending — the heterolingualism of the source.

The four essays that follow this chapter focus on several crucial
aspects of this dynamic, developing different angles on the practice
and theory of translation as they do so. In Essay 1, Ulrich Timme
Kragh and Abhishek Jain offer a comprehensive account of Jane Eyre’s
afterlife in the many languages of India, also presenting a theory of
translation built on Indian knowledge traditions which is in some ways
in dialogue with the theory I have outlined: this essay is necessarily
long, given the large and complex cultural context that needs to be
sketched, and the thirteen languages that come into the discussion.
Paola Gaudio, in Essay 2, shows how Bronté’s eclectic style has given
rise to persistent textual variants in English editions which have
then expanded through translation; giving examples from Italian,
she asks how our understanding of translation might shift when the
source text itself is variable. In Essay 3, Yousif M. Qasmiyeh traces the
novel’s re-materialisations in Arabic, where its linguistic intensities
have given rise to a distinctive focus on voice and touch, drawing
attention to the importance of sound, not only in a radio version but
also in translations for print. And Céline Sabiron, in Essay 4, explores
the difficulties that French translators have found in rendering the
Franco-English linguistic continuum that I have described in this
chapter: what are the possibilities for translation when French has to
be translated into French?
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1. Jane, Come with Me to India
The Narrative Transformation of
Janeeyreness in the Indian Reception of
Jane Eyre

Ulrich Timme Kragh and Abhishek Jain!

Jane Eyre on India: The Indian Motif as a
Suspense Juncture

‘I want you to give up German and learn Hindostanee.”? These words
are spoken by Mr St John Rivers to Jane Eyre as he tries to convince
her to become closely involved in his linguistic and theological
preparations for leaving England to go on a Christian mission. The
quoted passage is one of the several commentaries on India scattered
throughout the novel, which, taken together, create a composite of
an Indian motif, the full significance of which has hitherto remained
unexplored. Its paucity in Brontéan studies detracts not only from
understanding the complexities of the literary characters in Jane Eyre
but more importantly from the exploration at hand of the South Asian
reception of the novel across the configurations of the oeuvre of the
Indian adaptations and translations. In what follows, an elucidation of

1 The research leading to these results has received funding from the
European Research Council under the European Union’s Seventh Framework
Programme (FP7/2007-2013), ERC Grant Agreement no. 615574, the NAMO
Project ‘Narrative Modes of Historical Discourse in Asia.”’ The authors wish to
thank Prof. Matthew Reynolds, Prof. Sowon Park, and the other participants
of the Prismatic Jane Eyre project for the collaboration that led to the writing
of this essay. Words of gratitude go to the three anonymous reviewers for
their important critiques. Profuse appreciation is extended to Prof. Charles
Lock as well as Prof. Peter G. Friedlander for their astute feedback and to
Prof. Meera Ashar for her insightful remarks and suggestions.

2 JE,Ch. 34.
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the Indian motif will begin by identifying the Indian elements in the
novel and be expanded upon by a theoretical appraisal of its narrative
function that relies on indigenous Indian narratological theory.

As it turns out, Mr Rivers is hoping to marry Jane so that she may
accompany him on his oriental journey as a missionary helpmeet and
fellow labourer, a conductress of Indian schools, and a helper amongst
Indian women.® Dutiful as she is, Jane consents to studying Hindustani,
an archaic linguistic term referring to modern Hindi, Urdu, and to
some extent Indo-Persian spoken throughout much of northern India.*
Already fluent in French, the British-born Jane abandons learning
German and pursues the study of Hindustani for two months. One
passage describes how she sits ‘poring over the crabbed characters
and flourishing tropes of an Indian scribe’.’

Soon thereafter, Mr Rivers purchases a one-way ticket on an
East Indiaman ship, bidding farewell to his native England with a
foreboding sense of never returning:

‘And I shall see it again,” he said aloud, ‘in dreams when I sleep by the

Ganges: and again in a more remote hour — when another slumber
overcomes me — on the shore of a darker stream!’®

Before leaving for Calcutta,” he finally proposes to Jane, saying ‘Jane,
come with me to India’,? and although she initially embraces the idea
of joining him on this Christian quest, in the end she cannot give her
heart to Mr Rivers. The marriage never comes to be and Jane does

3 JE,Ch.34.

4 On the term Hindustani as a British colonial linguistic label conceived of by
the British Raj as a communal language, see Debarati Goswami, ‘Charlotte
Bronte’s “Imagined” Indianness: Homogenized Othering as a Mimetic
Response in Jane Eyre’, Rupkatha Journal on Interdisciplinary Studies in
Humanities, 7 (2015), 114-22 (p.118). In general, the names for Indian
languages have throughout the present essay been given in their standard
English forms; thus, Apabhramsa, Asamlya, Banla, Gujaratt, Hindt, Hindustant,
Kannada, Malayalam, Marathi, Nepali, Oria, Pafjabi, Prakrta, Samskrta,
Tamil, and Telugu have been rendered as Apabhramsha, Assamese, Bangla,
Gujarati, Hindi, Hindustani, Kannada, Malayalam, Marathi, Nepali, Odia,
Punjabi, Prakrit, Sanskrit, Tamil, and Telugu respectively.

5 JE,Ch. 34.

JE, Ch. 34.

7  The toponym Calcutta can be inferred from a later conversation, when Mr
Rivers’s sister Diana says to Jane (JE, Ch. 34): ‘You are much too pretty, as well
as too good, to be grilled alive in Calcutta.’ Nowadays the city Calcutta has
been renamed Kolkata.

8 JE,Ch. 34.
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not set out to ‘toil under eastern suns, in Asian deserts’.? Instead, she
leaves his home in the English countryside and, in a dramatic turn of
events, goes back to her true love, the male protagonist Mr Edward
Rochester, whom she finally marries in the book’s closing chapter.

Indubitably, the Indian motif is by no means central to the novel in
its first twenty-six chapters, which narrate Jane’s childhood and her
life as a young adult serving as a governess at Mr Rochester’s estate,
Thornfield Hall. Yet, as the plot unfolds throughout the remaining
twelve chapters, India gradually emerges as a place of particular
imagination and it is possible to discern its significance at a crucial
turn of events, marking a watershed in the narrative. Having, in
Chapter 27, discovered the secret life of Mr Rochester and broken
off their marriage engagement, Jane wanders away into a new
circumstance in her haphazard encounter with the three siblings of
the Rivers family throughout Chapters 28 to 33. It is in this new setting
of separation from Mr Rochester that India — in Chapter 34 — enters
the story with full force.

In the last part of the book, India initially appears in Chapter 32,
where the eastern land is brought into focus by Jane in a conversation
that she is having with Mr Rivers, as he prepares to set out for the
far reaches of the British Empire. Jane has drawn a portrait of Miss
Oliver and she offers to make a similar one for Mr Rivers to take on
his voyage:

Would it comfort, or would it wound you to have a similar painting?

Tell me that. When you are at Madagascar, or at the Cape, or in India,
would it be a consolation to have that memento in your possession?*?

Here, Jane for the first time mentions India as the ultimate destination
of Mr Rivers’s voyage, alongside the Cape of South Africa and the
island of Madagascar in the Indian Ocean as intermediary ports of
call along the traditional shipping route to the Indian subcontinent
prior to the opening of the Suez Canal in 1869, twenty-two years
after the publication of Bronté’s book. Thus, unwitting of its looming
momentousness, Jane for the first time broaches the topic of India.
The Indian theme then returns emphatically in Chapter 34, this
time raised by Mr Rivers appertaining to Jane. As he, for priestly
reasons, beseeches Jane to accompany him on the missionary journey
as his wife, India becomes concretised as the fundamental object of

9 JE, Ch. 34.
10 JE, Ch. 32.
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a life-altering decision for Jane. The subcontinent crystallises as a
potential destination of escape from the amorous tragedy that she
earlier underwent with Mr Rochester. Consequently, Asia becomes a
realm in which she might live out a utopian form of religious self-
sacrifice unto death. Torn, she reflects on Mr St John Rivers’s proposal:

Of course (as St. John once said) I must seek another interest in life to
replace the one lost: is not the occupation he now offers me truly the
most glorious man can adopt or God assign? Is it not, by its noble cares
and sublime results, the one best calculated to fill the void left by uptorn
affections and demolished hopes? I believe I must say, Yes — and yet I
shudder. Alas! If I join St. John, I abandon half myself: if I go to India,
I go to premature death. And how will the interval between leaving
England for India, and India for the grave, be filled? Oh, I know well!
That, too, is very clear to my vision. By straining to satisfy St. John till
my sinews ache, I shall satisfy him — to the finest central point and
farthest outward circle of his expectations. If I do go with him — if I do
make the sacrifice he urges, I will make it absolutely: I will throw all
on the altar — heart, vitals, the entire victim. He will never love me;
but he shall approve me; I will show him energies he has not yet seen,
resources he has never suspected. Yes, I can work as hard as he can, and
with as little grudging.!*

India is no longer merely an outer place in the story. By becoming a
trope forming a religious-idealist alternative to Jane’s former English
life of servitude, it is an occasion for the female protagonist gradually
to fulfil an inner realisation of a newfound power and independence,
which in the end permits the plot’s complication to unravel.

Ultimately, in Chapter 35, Jane rejects Mr Rivers’s marriage
proposal and abandons the prospect of going to India. At this moment
of inner strength gushing forth, she intuitively feels that her true love,
Mr Rochester, is calling her from afar, and in Chapter 37 she then
travels back to Thornfield Hall, while Mr Rivers sets out for India
alone. Thereupon, the Indian motif recedes into the background, only
to return at the very end of the novel. In the book’s closing paragraphs,
Jane adopts a changed narrative perspective of reminiscing from the
future to recount what later became of Mr Rivers in India, which
underscores the Indian theme as a figuration of surrender and
personal realisation:

As to St. John Rivers, he left England: he went to India. He entered on
the path he had marked for himself; he pursues it still. A more resolute,

11 JE, Ch. 34.
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indefatigable pioneer never wrought amidst rocks and dangers. Firm,
faithful, and devoted, full of energy, and zeal, and truth, he labours for
his race; he clears their painful way to improvement; he hews down
like a giant the prejudices of creed and caste that encumber it. He may
be stern; he may be exacting; he may be ambitious yet; but his is the
sternness of the warrior Greatheart, who guards his pilgrim convoy
from the onslaught of Apollyon.['?] His is the exaction of the apostle,
who speaks but for Christ, when he says — ‘Whosoever will come after
me, let him deny himself, and take up his cross and follow me.” His is the
ambition of the high master-spirit, which aims to fill a place in the first
rank of those who are redeemed from the earth — who stand without
fault before the throne of God, who share the last mighty victories of
the Lamb,[**] who are called, and chosen, and faithful.

St.John is unmarried: he never will marry now. Himself has hitherto
sufficed to the toil, and the toil draws near its close: his glorious sun
hastens to its setting. The last letter I received from him drew from my
eyes human tears, and yet filled my heart with divine joy: he anticipated
his sure reward, his incorruptible crown. I know that a stranger’s hand
will write to me next, to say that the good and faithful servant has been
called at length into the joy of his Lord. And why weep for this? No fear
of death will darken St. John’s last hour: his mind will be unclouded, his
heart will be undaunted, his hope will be sure, his faith steadfast. His
own words are a pledge of this —

‘My Master,” he says, ‘has forewarned me. Daily He announces
more distinctly, — ‘Surely I come quickly!” and hourly I more eagerly
respond, — ‘Amen; even so come, Lord Jesus!’*

It is remarkable that such should be the very last words of the novel.
Ending the whole book with a Christian pronouncement of devoted
service to God by the lone English missionary in India who ‘labours
for his race, ... clears their painful way to improvement [and] ... hews
down like a giant the prejudices of creed and caste that encumber it’ is
a token of the unexpected prominence of India in the book’s narrative.

Literary merits aside, Bronté’s construction of India is by no means
straightforward and warrants cautious scrutiny. On the one hand, from
a contemporary postcolonial perspective, Bronté’s India could well be
seen as an entirely orientalist topos of the heathen presented as being
in dire need of moral improvement and social progress.'> Targeted for

12 The names Greatheart and Apollyon are literary references to John Bunyan’s
Christian allegorical novel The Pilgrim’s Progress from This World, to That
Which Is to Come (1678).

13 The Lamb, i.e., ‘the Lamb of God’, is a Christian metaphor for Jesus Christ.

14 JE, Ch. 38.

15 For a general introduction to colonial and postcolonial studies, see Ania
Loomba, Colonialism/Postcolonialism (New York: Routledge, 2015, 3rd edn).
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Christian proselytisation, this Indian Other is to be stripped of what is
perceived as its baseless religious beliefs and backward social system.®
On the other hand, from a literary historicist perspective, Bronté’s
colonial India could be seen as indispensable to the intercultural
poetics at play in the novel’s literary portrayal of England in the mid-
nineteenth century. The author is evidently familiar with several
Indian goods and sporadically employs allusions to Indian mercantile
imports, such asrubber, fabric,and ink, embedded in the dailylanguage
used by the novel’s characters.!” Bronté’s literary allusions to India
represent an England saturated by the economic and cultural infusions
flowing from its colonial empire. They concord with the historical
epoch, when the British colonial trade with India was booming and
the Indian languages, religions, and literature had begun to impose a
cultural allure on the British mindset, pictured in the story by Jane’s
foray into her brief study of Hindustani. In fact, the very first English
translations from the Indian classical Sanskrit literature had already
been published by Sir Charles Wilkins in the 1780s, half a century
before Bronté wrote Jane Eyre,'® and the first British chair of Sanskrit
Studies had been established at Oxford University in 1833 — a decade
and a half prior to Bronté’s book — by an endowment from Lt. Colonel
Joseph Boden, who had served in colonial India. By the 1840s, when
Bronté wrote her novel, contemporaneous English literature was
thick with portrayals of India and Indian elements, as encountered in
the Indian-born English author Thackeray’s novel Vanity Fair (1848).

16 For a most recent and thorough overview of the broader postcolonial
criticism of Jane Eyre, see Rachel Willis, ““A Man is Nothing without the Spice
of the Devil in him”: Jane Eyre and Edward Rochester Navigate an Imperially-
Inscribed Masculinity’, Otherness: Essays and Studies, 6 (2018), 244-59.

17 JE, Chs. 14, 17, and 33. The novel’s mention of Indian ink (Ch. 33) has been
a point of theoretical observation in the postcolonial critiques of Jane Eyre;
see Susan L. Meyer, ‘Colonialism and the Figurative Strategy of Jane Eyre’,
Victorian Studies, 33 (1990), 247-68 (p.267); Susan Meyer, “Indian Ink”:
Colonialism and the Figurative Strategy of Jane Eyre’, in her book Imperialism
at Home: Race and Victorian Women’s Fiction (Ithaca: Cornell University
Press, 1996), pp. 60-95; and Partha Sarathi Mandal, Preyona Bhowmik, and
Debojyoti Roy, ‘Jane Eyre and its Heteroglossia, Colonialism, Class Struggle,
Racial Otherness and the Significance of the British Empire’, International
Journal of English, Literature and Social Sciences, 5 (2020), 190-203 (p. 202).

18 Sir Charles Wilkins, Bhagvat-geeta, or Dialogues of Kreeshna and Arjoon
(London: Nourse, 1785), and The Heetopades of Veeshnoo-Sarma, in a Series
of Connected Fables, Interspersed with Moral, Prudential and Political Maxims
(London: Nourse, 1787).
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It is unknown whether Charlotte Bronté possessed a deeper
familiarity with India and its culture. India in her novel is primarily
an important place for Christian mission, as reflected in the apparent
reason for Jane’s study of Hindustani.!®* This Christian depiction of
India aligns with some of the early efforts at culturally translating India
to the British audience, which were presented as being driven by a
religious calling, seen, for instance, in Lt. Colonel Boden’s endowment
to Oxford University for the Sanskrit chair being explicitly intended to
serve ‘the conversion of the Natives of India to the Christian Religion,
by disseminating a knowledge of the Sacred Scriptures amongst them
more effectually than all other means whatsoever’.2

While Bronté’s portrayal of India certainly is culturally one-sided
and religiously hegemonic, there nevertheless is a more profound facet
to the Indian motif pertaining to its key function within the novel’s
plot. The nineteen-year-old Jane’s fateful encounter with Mr Rivers,
her two-month endeavour to study Hindustani under his tutelage, and
finally her expressed yet ultimately unrealised wish to accompany him
to India as a fellow missionary cannot be reduced to mere expressions
of a fervent Christian calling intrinsic to Jane’s character. Rather, these
elements in the storyline, along with the reappearance of Mr Rivers
and his Indian mission at the very end of the book, suggest that the
novel’s Indian motif holds a deeper significance aimed at expressing
how Jane gradually opens up her young mind to the broader world
and the possibilities it holds for her. It offers a way of fulfilling her

19 For an in-depth study of the roles that Victorian women had in Christian
mission in India, see Valentine Cunningham, ““God and Nature Intended
You for a Missionary’s Wife”: Mary Hill, Jane Eyre and Other Missionary
Women in the 1840s’, in Women and Missions: Past and Present, ed. by Fiona
Bowie, Deborah Kirkwood, and Shirley Ardener (New York: Routledge,
1993), pp. 85-105. For a history of Protestant mission and related colonial
governmental policies, see Arthur Mayhew, Christianity and the Government
of India: An Examination of the Christian Forces at Work in the Administration
of India and of the Mutual Relations of the British Government and Christian
Missions 1600-1920 (London: Faber & Gwyer Limited, 1929).

20 Endowment document for the Oxford University chair in Sanskrit Studies,
cited by Richard Gombrich, On Being Sanskritic: A Plea for Civilized Study
and the Study of Civilization (Oxford: Clarendon Press, 1977), p. 5, and by
Gillian Evison, ‘The Orientalist, his Institute and the Empire: The Rise and
Subsequent Decline of Oxford University’s Indian Institute’ (bodleian.ox.ac.
uk, 2004). Lt. Colonel Boden’s proselytising intent was later removed from
Oxford University’s statutes in 1881, changing the purpose of the Sanskrit
chair to simply ‘deliver lectures and give instruction on the Sanskrit Language
and Literature’; see Gombrich, On Being Sanskritic, p. 21.
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inner restlessness and deeply felt need for seeing the world that she
had already entertained while residing as a governess at Thornfield
Hall:

...Ilonged for a power of vision which might overpass that limit; which
might reach the busy world, towns, regions full of life I had heard of
but never seen.?!

Consequently, the narrative function of the Indian motif serves as
a transformative condition of Jane’s character that subsequently
triggers in her the telepathic voice of Mr Rochester, which ultimately
induces her to return and marry him.

Such plot transitions are commonly interpreted in English literary
criticism through the traditional narrative theory of Aristotelian
thought. This foundational model espouses plot transitions as driven
exclusively by agentive characters and consequently places the action
of the plot at its centre. For this reason, it is necessary to consider a
theoretical model that would shift the focus from the action to the
dramatic purposes of non-agentive motifs. This methodological
shift would allow for comprehending Bronté’s narrative strategy
of letting an outer condition — the possibility of participating in an
Indian mission, a non-agentive element — alter Jane’s character. By
employing a classical Indian model of narratology derived from the
dramaturgy of Bharata Muni, a theory of the dramatic purposes of
non-agentive motifs may be developed, and applied to Jane Eyre and
its non-action-based Indian elements.

In the standard Aristotelian model of narrative, a mythos (u060g
plot)isanimitation of a praxis (mpd&ig action) that may be said to consist
of five parts: (1) the exposition, (2) the rising action, (3) the climax, (4)
the falling action, and (5) the dénouement (unravelling) accompanied
by revelation.?? In the final chapters of Jane Eyre, the climax of the
plot can be identified as Mr Rochester’s attempt to marry Jane, which

21 JE,Ch.12.

22 See Gustav Freytag, Die Technik des Dramas (Leipzig: S. Hirzel, 1863). In terms
of this fivefold Aristotelian division of the plot, it is, moreover, notable that Jane
Eyre likewise can be divided into five stages as an allegory for the pilgrim’s
five stations presented in Bunyan’s The Pilgrim’s Progress; see Kalyani Ghosh,
‘Charlotte Bronté: A Re-Assessment’ (doctoral thesis, University of Burdwan,
1991), pp. 181-90. For an Indian adaptation of The Pilgrim’s Progress, see
Mary Martha Sherwood, The Indian Pilgrim; or, The Progress of the Pilgrim
Nazareenee (Formerly Called Goonah Purist, or the Slave of Sin) from the City
of the Wrath of God to the City of Mount Zion. Delivered under the Similitude of
a Dream (Wellington, Salop: F. Houlston and Son, 1818).
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fails when it is brought to light that he still is bound by an earlier
marriage to the mentally ill Bertha Mason from the West Indies. The
falling action follows with Jane’s hurried departure from Thornfield
Hall and her being taken in by the Rivers family, far away from Mr
Rochester. The dénouement is then put in motion with the telepathic
voice calling Jane back to Mr Rochester, whereby the plot’s agon (aywv
complication) conclusively unravels when she returns and discovers
that Thornfield Hall has burned down and Bertha has perished, while
the now blind and widowed Mr Rochester has survived, which sets
Jane free to marry him.

While these narratological constituents of Aristotelian plot analysis
account for the characters’ actions, they do not allow a narrative
function to be ascribed to the Indian motif, which is not driven by the
dramatic action. In Aristotle’s model, the motif can be understood only
as a minor intensifying context within the falling action, for which
there is no Greek term. This limitation originates from the Aristotelian
emphasis on the plot being exclusively the dramatic action, which
can only be performed by the characters in the drama. Given that the
utopian trope of India is not a character, the Aristotelian model cannot
ascribe any action to the trope. Consequently, the Indian trope falls
outside the explanatory scope of standard narratology. In spite of its
evident transformative influence on the main storyline, the Indian
motif becomes diminished in a traditional narratological analysis
when it is demoted to an entirely passive yet suspenseful outer
circumstance in the drama.

The ardent reader of Jane Eyre, therefore, might wish to revisit
the Indian motif when called by a different classicist voice, that of
the dramatologist Bharata Muni resonating from ancient India. For
when the storyline of Jane Eyre is viewed through the alternative
narratological lens of the Bharatic tradition of the Natyasastra
(A Treatise on Drama) of Indian dramaturgy, whose theoretical focus
lies primarily on the plot’s sandhi (If& junctures) rather than on its
imitation of a praxis (action), it all of a sudden becomes possible to
uncover the deeper significance of the Indian ingredients within the
plot.

23 For the Bharatic plot theory, see Bharata Muni’s classical treatise Natyasastra,
Ch. 19. Sanskrit edition by M. Ramakrishna Kavi, Natyasastra of Bharatamuni
with the Commentary Abhinavabharatt by Abhinavaguptacarya, 4 vols, 2nd
revised edn, ed. by V. M. Kulkarni and Tapasvi Nandi (Vadodara: Oriental
Institute, 2003), III, pp. 1-52. English translation by Manomohan Ghosh, The
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In the Bharatic narratology, the itivrtta (3fdgea plot) is divided
into five broad action-oriented avastha (379%1 stages) that are tied
together by five sandhi (junctures). The part of the story between
Jane’s departure from Mr Rochester until her return to him can, in the
Bharatic schema, be identified as the penultimate juncture known as
vimarsa (famsf suspense), which is a crisis characterised by deceit, anger,
or an obstacle that causes hesitation and doubt in the protagonist.? It
is within this transitional phase of the plot, the vimarsasandhi (famefsifer
suspense juncture), that Bronté introduces the Indian motif.

The suspense juncture generally serves to tie together the plot’s
middle stage with its final resolution. In the case of Jane Eyre, the
suspense juncture contains a longer subplot of its own, namely the
story of Jane’s stay with the Rivers siblings and in particular her
platonic relationship with Mr Rivers. In the Bharatic narratology, such
a subplot is called a pataka (qatet pennant), since it is a story within the
story, which tapers out just like the triangular shape of a pennant flag.
The pennant type of subplot is defined as an episode that is integral to
the main plot, given that it helps to drive the main plot forward. It is
marked by having its own distinct artha (374 objective), which differs
from the overall objective of the main plot.?®

While the pennant subplot encompasses Jane’s encounter and
relationship with Mr Rivers, its artha (objective) is the Indian motif,
i.e., Mr Rivers’s proposition for Jane to go with him to India. This artha
of the subplot represents an alternative to the artha of the main plot,
which is Jane’s marriage to Mr Rochester. In relation to the larger
plot structure, the subplot’s Indian motif correspondingly signifies an
opening up within Jane towards the possibility of a new objective, a
different life elsewhere. Although Jane decides not to go to India, it is
the maturation of her character brought about by the alternative of the
Indian motif that closes the suspense juncture in the plot and propels
Jane into the final plot stage, namely the so-called phalayogavastha

Natyasastra: A Treatise on Hindu Dramaturgy and Histrionics ascribed to
Bharata-Muni, 2 vols (Kolkata: The Royal Asiatic Society of Bengal, 1950-61), I
(1950), pp. 380-400. The expression Bharatic is here intended as an adjectival
form of Bharata Muni, the ascribed author of the Natyasastra, parallel to the
English expression Aristotelian used for characterising the classical European
plot theory.

24 Natyasastra, verse 19:42.

25 Natyasastra, verse 19:24.



1. Jane, Come with Me to India 103

(werdTaEe stage of reaching the result), which is represented by her
return and marriage to Mr Rochester.

In the Bharatic narrative model, the phalayogavastha ends with
another sandhi (juncture) of its own, the fifth juncture called nirvahana
(Fdgut closure). The nirvahanasandhi (RagurEf closure juncture) is, in
the classical Bharatic schema, said to have fourteen possible forms.?
In the case of Jane Eyre, two of these forms of closure can be identified,
namely bhasana (999 a closing speech) and grathana (g9 a tying
together of the action). The bhdasana is the above-cited narration found
in the novel’s three final paragraphs that recount what later became
of Mr Rivers. The grathana is the re-emergence of the topos of India in
the antepenultimate paragraph of the novel, echoing the Indian motif
of the suspense juncture. The fact that Bronté returns to the Indian
motif at this concluding point creates a narrative bridge between the
living vision of Jane’s India and the dying reality of Mr Rivers’s India,
solidifying the author’s overarching resolution to make India a focal
point of the plot. Correspondingly, the link between the objective of the
vimarsasandhi (suspense juncture) and the two narrative expressions
of the nirvahanasandhi (closure juncture) reveals the centrality of the
Indian motif for the entire novel.

India on Jane Eyre: The Narrative
Transformations of the Indian Motif

In the Aristotelian theory of poetics, a turning point defines the
moment in a play when the dramatic action begins to unravel, in Greek
referred to as peripeteia (meputétela reversal). Jane, come with me to
India’ engenders such a peripeteia by initiating the gradual return of
Jane to Mr Rochester while simultaneously precluding Jane from ever
arriving on Indian soil.?’

In a paradoxical turn of events, Jane nevertheless has been
transposed to India, and not by Charlotte Bronté, but by the Indians
themselves. Jane first touched Indian soil in 1914 dressed in native
sarl (9Tt saree) and speaking Bengali as she stepped onto the literary
scene in the Indian novel Sarla. In the ensuing popular reception
of Jane Eyre in India, Jane has ever since lived multifarious lives

26 Natyasastra, verses 19:65-67.

27 Cf. the Jane Eyre sequel novel A Marble Column by Cicely Havely (published
independently, 2019), wherein Jane, Mr Rochester, and Adele travel to India
to meet Mr Rivers.
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through numerous adaptations and translations of Bronté’s novel
into disparate regional Indian languages. Nonetheless, in the Indian
academic reception since the 1980s, Jane Eyre has forever remained
a novel to be read in English, never contemplated with regard to its
Indian motif, and invariably confined to the discursive English realm
of modern social and literary theory.

As will be argued below, highlighting these different linguistic
pathways through a chronological survey of the literary and
cinematographic adaptations of the novel, juxtaposed with Jane Eyre’s
academic reception and circulation in India, uncovers a state of irony
in the significance of the Indian motif articulated with a Bharatic
narratological awareness. For when the English novel is translocated
specifically to India, the Indian motif loses its force and is replaced by
other literary devices, signalling a narrative transformation.

In 1914, the Christian schoolteacher Nirmmala Bala Soma (=&t
3«1 3T ) published the Bengali novel Sarla (3% Sarla) in 188 pages.?®
It was self-published by the author and printed by N. Mukherjee at
Gupta, Mukherjee & Co.’s Press in Calcutta. Soma had been educated
at the renowned Bethune women’s college in Kolkata and went on to
obtain a master’s degree in English from the University of Calcutta.
The novel, written in Bangla language, i.e., Bengali, is a literary
adaptation of Jane Eyre which recasts the story into the Bengal region
of colonial India. The book consists of thirty chapters, most of which
are just four to five pages in length. With a storyline and prose texture
closely resembling Bronté’s Jane Eyre, it tells the story of the Indian
female protagonist Ms. Sarla, a faithful rendering of Jane, from her
upbringing as an orphan into her life as a young adult. Sarla works as
a governess for Mr Sacindrakumar Bandyopadhyay with whom she
gradually becomes romantically involved. Having discovered that he
is bound by an existing marriage to the insane wife Unnadini, Sarla
runs away and is accepted into the Christian family of Mr Sarat Babu
and his two sisters. After Sarla, with Mr Sarat’s help, has obtained a
large inheritance from a deceased uncle, Mr Sarat proposes to her,
asking her to join him on travels to do Christian work. She rejects the
proposal and instead returns to marry Mr Bandyopadhyay, who, after
a fateful fire, is now widowed and blind. Ten years later, Mr Sarat

28 A short introduction by Olivia Majumdar along with a digitised facsimile
edition of the original Bengali book is available at the British Library Online,
Early Indian Printed Books section.
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passes away, having lived an austere, solitary existence devoted to
God. Sarla briefly praises him as a most heroic and devout Christian,
whose desires she never fulfilled.

In a short epilogue on the last page of the book, Soma remarks that
she does not claim originality for her novel and does not consider it a
translation. Without mentioning Jane Eyre explicitly, the author notes
that the story of Sarla is based on an unnamed English work, deviating
from the original in many places. For instance, the novel does not
contain the colonial dimension of Englishmen traveling to their Indian
colony, but it retains the religious aspect of Christian mission in India.
Being quite close to Bronté’s novel yet altered in certain ways, Soma’s
literary work can best be described as an anurtipan (37%4vr adaptation)
of Jane Eyre. An adaptation, whether literary or cinematographic,
is characterised by the reproduction of a prototypical story in a
recognizable fashion while adding certain new elements of its own.
Soma’s novel never became widespread in India. The writer was not
well-known and the book was published independently in just a small
number of copies without ever being reprinted. Sarla remains the first
Indian adaptation of Jane Eyre and also the version that stands the
closest to Bronté’s original.

Three decades after Soma’s literary adaptation, the 1950s mark
the period when jane Eyre was introduced to a broader Indian
audience. Just a few years after India had gained independence from
British colonial rule in 1947, which took place precisely a century
after Bronté’s publication of Jane Eyre in 1847, the first Indian
cinematographic adaptation appeared in 1952, followed the next year
by the first abridged translation into an Indian language, namely the
Tamil translation of 1953. The first cinematographic adaptation was
the Hindi-Urdu Bollywood film Sangdil (fée J;.Q Stone-Hearted),”
bearing the English subtitle An Emotion Play of Classic Dimensions.
Produced and directed by Ar. Si. Talvar (b. 1910), it was shot at the
Eastern Studios and Prakash Studios in Mumbai*® The film stars
the actress Mumtaz Jaham Begham Dehlavi (1933-1969, stage name

29 Some Hindi speakers though understand the title Sarngdil to mean true-
hearted, which reflects another, more common meaning of the adjective sang
as ‘true’ in Hindi.

30 Ar. Si. Talvar, Sangdil, released by Talvar Films in 1952, screenplay by
Ramanand Sagar, photography by Prakas Malhotra, music by Sajjad Hussain,
and lyrics by Rajindar Krsna.
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Madhubala) in the female lead role of Kamla and Muhammad Yasuf
Khan (b. 1922, stage name Dilip Kumar) in the male lead role of Sankar.

Although Sangdil displays many elements detectable from the
original novel, in his screenplay Ramanand Sagar (1917-2005)* takes
many liberties in constructing the female and male protagonists. The
major difference is that while Jane and Mr Rochester first become
acquainted as adults in Bronté’s narrative, the film portrays Kamla
and Sankar as living in the same household since early childhood.
Sankar’s father adopts Kamla after the death of her father, a close
friend of his, and secretly usurps Kamla’s inheritance, leaving her to
the cruelty of his wife, who treats her like a servant. After the death of
Sankar’s father, the stepmother sends Kamla to an orphanage. On the
way to the orphanage, Kamla manages to escape and is adopted by a
group of Hindu pujarin (g priestesses) living in a local Siva temple,
where she grows up. Later in the film, the childhood friends Kamla and
Sankar are gradually reunited as adults, when Kamla visits Sankar’s
new estate in order to carry out religious worship as a devadast (3agrEh)
performer of Hindu sacred dance.?

A series of events then unfolds, which is highly reminiscent of the
second half of Bronté’s novel with certain alterations. When Kamla
leaves Sankar on their wedding day as she discovers that he already is
married to the insane woman $11a, she returns to the temple where she
grew up in order to pursue a wholly celibate life as a Hindu priestess.
There is, accordingly, no character in the film matching Mr Rivers
and consequently Kamla is never exposed to the element of having to
learn a foreign language nor of having to go abroad as a missionary.
Instead, while Kamla places her personal belongings one by one into
a sacrificial fire during a purification ritual aimed at fully devoting
herself to the new religious life of a renunciate, Safikar’s estate is set
ablaze by $1la and burns to the ground, with $ila being consumed by
the fire. When, during the ritual, Kamla is asked by the high priestess

31 Ramanand Sagar went on to become an acclaimed Indian director famous for
creating a TV serial adaptation of the classical Indian epic Ramayana (1987)
in 78 episodes, which has been rated as the most-watched television series in
the world, setting another world record when it re-aired in 2020.

32 On the tradition of female devadast performers, see Anne-Marie Gaston,
‘Dance and the Hindu Woman: Bharatanatyam Re-Ritualized’, as well as,
Saskia C. Kersenboom, ‘The Traditional Repertoire of the Tiruttani Temple
Dancers’, both in Roles and Rituals for Hindu Women, ed. by Julia Leslie
(Rutherford: Fairleigh Dickinson University Press, 1991), pp.149-71 and
Pp. 131-47 respectively.
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whether she still has an attachment to anyone in the world, she
internally hears Sankar’s voice calling her name and realises her
strong bond to him. Kamla interrupts the ritual and returns to her
beloved Sankar, who has by then become blind and widowed.

Sangdil, which was an Indian box office hit, can certainly be
considered an adaptation of Jane Eyre, in that it thoroughly rewrites
the prototypical story of the English novel while retaining some
familiar elements. The film is, though, not much further removed from
the original than, for instance, the 1934 Hollywood movie adaptation
of Jane Eyre directed by Christy Cabanne, starring Virginia Bruce and
Colin Clive, which likewise makes many omissions and changes of its
own to the story.3® Sarngdil may thus be said to belong to a film genre
similar to that of its literary ancestor, with the proviso that the change
of medium from text to screen naturally involves transformations that
transcend the strictly narrative aspect of the literary genre.* This is
particularly evident in the film’s inclusion of several song and dance
segments, as is characteristic of most Bollywood films, such as the
celebrated song Dharti se diir gore badlom ke par (43t & g TR aT&all o IR
Far from the Earth, Across the White Clouds).

Some of the creative modifications of narrative found in Sangdil
were perhaps culturally necessitated when placing the story in an
Indian setting inhabited by Indian characters. One such requisite is
Kamla’s upbringing as a temple priestess, because this is a profession
that allows her as an adult to enter Sankar’s estate. It would have
been improbable for Kamla to come to the estate as a governess, since
Indian unmarried women normally did not hold such positions in the
nineteenth century.

Other changes in the storyline may have been motivated by literary
concerns aimed at opening up the story to the Indian audience, which
may have served to draw the film into intertextual connections with

33 Christy Cabanne, Jane Eyre, released in the United States by Monogram
Pictures in 1934, produced by Ben Verschleiser, and screenplay by Adele
Comandini.

34 For a general discussion of cinematographic adaptation practices, including
Jane Eyre filmizations with reference to further theoretical literature, see
Erik Svendsen, ‘Genre and Adaptation in Motion’, in Genre And ..., ed. by Sune
Auken, Palle Schantz Lauridsen, and Anders Juhl Rasmussen, Copenhagen
Studies in Genre vol. 2 (Copenhagen: Ekbétana, 2015), pp. 221-50, and Papiya
Nabi, ‘From Texts to Films: Adaptations of Pride and Prejudice, Jane Eyre and
Great Gatsby across the 20th and the 21st Centuries’ (master’s thesis, BRAC
University, Bangladesh, 2016), pp. 9-18.
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distinctively Indian literary genres. In particular, the reunion of Kamla
and Sankar in the middle of the film made possible by their childhood
friendship echoes a beloved Indian literary device of abhijfiana (3=
recognition). Famous across India from the Sanskrit poet Kalidasa’s
(4th-5th centuries) classic drama Abhijfianasakuntala (The Recognition
of Sakuntala), this literary theme is a transformation of the lovers’
estrangement into their mutual recall and subsequent conjugal union.
The film innovatively draws on Kalidasa’s story to infuse Jane Eyre
with a new potent reason for the love to unfold.

Sangdilis the Indian adaptation that portrays its female protagonist
in the most powerful way, because it entirely leaves out any Mr Rivers
character and instead has Kamla seek an independent religious life as
a Hindu renunciate priestess. Kamla’s decision to return to Sankar is
not based on having been offered an alternative marriage to another
man. It instead flows from her inner awakening that she still has
an emotional connection to Sankar, which she wishes to confront
and eventually pursue. In this version, there is no manifest colonial
aspect and the story’s religious dimension has been transformed from
Christian to Hindu, and transposed onto Kamla.

In 1959, Jane emerged in yet another Indian adaptive guise.
The lauded South Indian writer Nila Dévi (Qes» @3¢, b. 1932) from
Bengaluru, Karnataka, published the Kannada novel Bedi Bandavalu
(23e® oBRL The Woman Who Came out of Need) in 240 pages. This
was the second Indian book adaptation of Jane Eyre. The book was
published by Mohana Prakasana in Mysuru.** Analogous to the earlier
Bengali novel by Soma, Dévi recasts Bronté’s story into an Indian
setting, keeping the plot close to the storyline of the English novel.
The female protagonist Indu takes up a position as a private teacher
for a young girl at the estate of Mr Prahlada. The story then unfolds
along the lines of the English novel, although all of the dialogue has
been rewritten and Indu is a softer, less individualistic character than
her British counterpart. Having left Mr Prahlada’s estate upon the
discovery of a mad wife in the attic, Indu is taken in to the home of
Mr Narayana and his two sisters. He is a young Brahmin, who works
at a Hindu temple and is involved in distributing herbal medicine
to the local rural community. When offered a job at a textile mill in

35 The authors wish to thank Professor Emeritus B. A. Viveka Rai, Mangalore
University, for drawing our attention to Dévi’s novel and for his help in
discussing the book and its filmization.
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faraway Ahmedabad in the Indian state of Gujarat, he proposes to
Indu and asks her to accompany him. She rejects his proposal. At this
moment, she remembers Mr Prahlada and is overcome with longing.
Soon thereafter, she telepathically hears Prahlada crying out her name
as he is blinded in a fire that burns down his estate, whereupon she
returns and marries him. Mr Narayana does not reappear in the story.

While the Kannada novel resembles Soma’s earlier Bengali work in
the manner in which it adapts the English novel into an Indian setting,
the Kannada version entirely lacks the Christian dimension, which
remains prominent in the Bengali adaptation. The novel is the first
Indian adaptation to replace, or at least substantially downplay, the
religious mood of Jane Eyre in favour of a secular choice. Mr Narayana
proposes marriage to Indu, not for the sake of religious mission,
which traditionally is a relatively unimportant aspect of Hinduism,
but instead with the secular prospect of moving for his new job at a
textile mill. The novel presents Indu as finding independence through
her new position as a schoolteacher, and by the financial security
that she obtains from getting an inheritance, without suggesting any
inner transformation taking place within Indu that could explain her
decision to return to Mr Prahlada. In this sense, Indu’s character is
slightly weakened in the Kannada novel.

In 1968, a decade after the publication of Dévi’s Bedi Bandavalu, the
novel was picked up and filmed under the same title Bédi Bandavalu
(23e® wow=eh The Woman Who Came out of Need) by the South Indian
director Si. Srinivasan.®* The Kannada language film features the
actress Candrakala (1950-1999) as Indu and the actor Kalyan Kumar
(1928-1999) as Prahlada. The filmization entails several minor changes
to the story of the Kannada novel. A new element is the interspersed
comic relief provided in the film by the supporting character Krsna,
a male servant at the estate, played by the South Indian comedian
Bangle Sama Rav Dvarakanath (stage name Dvarakis, b. 1942). Another
narrative difference from the Kannada novel is that Indu in the film
serves as the governess not for one but for four girls at the estate. The
film deals only briefly with Indu’s stay at the Narayana family and
Mr Narayana does not propose marriage to Indu. Instead, he asks her
about her general intentions to marry, which causes her to remember

36 Si.Srinivasan, Béedi Bgndavalu, released by Srinivasa Arts Prodaksans in 1968,
produced by Ti. En. Srinivasan, photography by Vijaya Nafijappa, and music
by Ar. Sudarsanam.
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Prahlada. Finally, the ending of the film differs slightly from the novel.
When Indu discovers that Prahlada has turned blind, she wishes to
destroy her own eyesight with a lit candle. She is prevented from doing
so by a doctor who enters the scene just in time to assure her that
Prahlada’s sight can be restored with surgery at a hospitalin Bengaluru.
The film ends with Prahlada and Indu driving away for Bengaluru in
the back of a jeep. In terms of filmic adaptative transformations, like
Sangdil, the Kannada film includes several genre-altering song and
dance routines not found in the Kannada novel, thereby imbuing the
film with an added feature of the musical genre. Some of these are the
song Elu svaravu seri (0¢b 303 Re¢d Uniting the Seven Musical Notes)
performed by the playback singer Pi. Susila (b. 1935) and the amorous
tune Nirinalli aleya unigura (Qed3€) e983ad evord3 Rings of Waves in
the Water) performed by Susila and Pi. Bi. Srinivas (1930-2013).

Character-wise, the filmization of Bédi Bandavalu weakens Indu’s
role even further. It omits both Indu’s employment as a schoolteacher
and Mr Narayana’s marriage proposal, and as a result it does not give
Indu any concrete choice of another way to fulfilment. Indu finds
financial independence through an inheritance, but is uncertain
about what to do with her life. Her hesitancy builds up in the scene
when Mr Narayana inquires about her general plans to marry, which
causes her to remember and long for Mr Prahlada. Indu undergoes no
emotional transformation at all and returns to Mr Prahlada when, in
her solitude, she realises that her heart belongs to him.

In the following year, 1969, after the commercial success of Beédi
Bandavalu, a remake of the film was produced in the Tamil language
entitled Canti Nilaiyam (Fmhd Mlemevwild A Peaceful Home)
directed by Ji. Es. Mani.*” Remarkably, it is the only production of
the five Indian cinematographic adaptations made in colour. The
film script was rewritten for the Tamil version by the screenwriter
Citralaya Kopu (pen name Catakopan, 1959-1990) in a decidedly more
melodramatic form, leading the plot even further away from the
storyline of Bronté’s Jane Eyre. The film features Vacuntara Tevi (stage
name Kaficana, b. 1939) in the female lead as Malati and Kanapati
Cuppiramaniyan Carma (stage name Jemini Kanécan, 1920-2005) in
the male lead as Pacukar. Malati is hired as a governess at Pacukar’s

37 Ji. Es. Mani, Canti Nilaiyam, released by Jém Muvis in 1969, produced by Ji.
Es. Mani and Es. Es. Vacan, written by Citralaya Kopu, cinematography by
Marcus Bartley, and music by Em. Es. Visvanatan.
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estate to look after four girls and one boy, all of whom are very rowdy
and naughty. The developing romance between Pacukar and Malati is
haunted by Pacukar’s mad wife, Janaki, who lives hidden in the attic.
Janakr’s role is, though, relatively minor, since the plot’s main conflict
has been shifted to Pacukar and Janaki’s brother Palu, correlative to
Bronté’s character Richard Mason, the brother of Bertha Mason. Palu
aggressively pressures Pacukar to pay him money in order to settle an
old family feud. Long ago, Pacukar’s father was wrongfully accused of
murder and the legal settlement forced Pacukar to marry the insane
Janaki. Pacukar’s family was required to pay compensation, part of
which Pacukar still owes Palu. When Palu interrupts the wedding of
Malati and Pacukar, Malati runs away on foot. Pacukar and Palu have
a dramatic fist fight, during which Janaki sets the house on fire. Malati
does not manage to get far, since one of the children runs after her
and is hit by a car, whereupon Malati rushes back to bring the child
to a hospital. Janaki and her atrocious brother both perish in the fire,
while Pacukar survives with his sight intact. The film ends happily
with Pacukar, Malati, and the children reunited at the family table
in the still-standing and now peaceful house, which has survived the
fire. The Tamil version tends to reduce the female protagonist Malati’s
emotional independence to the extent that she only briefly escapes
on foot, whereupon she immediately has to return to help the injured
child, leaving Malati no time or possibility to reflect on seeking a new
life of her own.

In the same year, 1969, that Ji. Es. Mani released the Tamil film
Canti Nilaiyam, the director Pi. Sambasivaravu created his debut film,
the Telugu thriller Ardharatri (e8&o°&6 Midnight).*® While not exactly
an adaptation but rather an appropriation of Jane Eyre that is here
recast in a completely different filmic genre of suspense, this cloak-
and-dagger Telugu film contains the Jane-Eyre-inspired themes of an
orphan woman and a mad wife, two characters already well-known to
Indian cinemagoers from the earlier Jane Eyre adaptations.* The film
starts with a murder and a prison escape. It then tells the story of a
young orphan woman, Sarala, a name reminiscent of the Bengali Sarla
character from the 1914 novel by Soma. The female lead is played by

38 Pi. Sambasivaravu, Ardharatri, released by Haidarabad Muvis in 1969,
produced by Pi. Gangadhararavu, script by Arudra, and music by Mastar
Vénu.

39 In Telugu, the novel Jane Eyre is known as Jén Air (£ 6).
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the actress Bharatl Visnuvardhan (b. 1948). After being expelled from
her childhood home by a mean stepmother, Sarala is hit by a car and
is taken into the household of the driver, a childless rich man named
$ridhar, played by the actor Kongara Jaggayya (1926-2004). Sarala looks
after Sridhar and a romance develops between them. Every midnight
the house is haunted by a strange female presence emerging from a
cottage in the garden, which terrifies the household’s male servants.
Intrigued by the mysterious phenomenon, Sarala unsuccessfully tries
to find out what lies behind the apparition. When Sridhar and Sarala
are to be married, their wedding is interrupted by the antagonist
Kesav. He reveals that Sridhar already is married to the mad woman
Rani, Kesav’s sister, who lives in the mysterious cottage in the garden.
Onto the scene steps Sridhar’s long-lost father, who escaped from
prison at the beginning of the film. The father discloses that Késav long
ago murdered Rani’s boyfriend, referring back to the murder shown
at the beginning of the film. The fatal event drove Rani insane. Késav
managed to pin the murder on Sridhar’s father, which in turn forced
his son, Sridhar, to marry the traumatised Rani. In a dramatic twist of
events, Késav sets the garden cottage on fire, in which he and Sridhar
get into a fight to the death. Rani saves Sridhar from being killed by
Kédav. Badly hurt in the fire, she dies from her wounds while lying on
the ground calling out the name of her beloved murdered boyfriend.
The police arrive and arrest Késav and his thuggish servant. The last
scene shows Sridhar and Sarala as a married couple.

In 1972, a Telugu cinematographic remake of the 1969 Tamil film
canti Nilaiyam was released under the similar title Santi Nilayam (z°o&
Qecso, A Peaceful Home) directed by Si. Vaikuntha Rama Sarma.® It
features the actress Afijalidévi (1927-2014) in the role of Malati.

The two Indian novels and five cinematographic renditions,
starting with the Bengali novel Sarla in 1914 up to the Telugu film
Santi Nilayam in 1972, can all be characterised as widely differing
from the English Jane Eyre in terms of their outer setting, culture,
religion, and language, while sharing certain elements with Bronté’s
storyline and the typological features of its characters. None of these
works explicitly acknowledges its indebtedness to Jane Eyre and yet,

40 Si. Vaikuntha Rama Sarma, Santi Nilayam, released by Annapiirna Sini
Entarpraijes in 1972, screenplay by Si. Vaikuntha Rama Sarma, and music
by Es. Pi. Kodandapani. Only the songs excerpted from the film are currently
available online for viewing.
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in spite of all the narrative transformations introduced in the Indian
books and films, a reader or viewer familiar with Bronté’s novel would
undoubtedly be able to pinpoint the resemblances. In particular, the
motifs of the orphan girl, the romantic relationship with the estate
owner, his hidden mad wife, and the portentous fire are repeated
points of similitude.

Their common denominator of relocating the story to an India
inhabited by Indian characters creates a quaint sense of fictionalised
displacement. The new native soil, however, is extrapolated not
through cultural comparison but by a hybridised substitution of
English manner and tongue with Indian demeanour and vernacular
in a Western-inspired mise en scéne. Through this narrative process of
metonymic transposition, the sari-clad acculturated Janes amplify the
subsidiary Indian features of Bronté’s novel into their preponderant
trait, nonetheless with one inadvertent consequence for the anticipated
metamorphosis of Jane’s character. The full transference of the story to
India causes the Indian motifin Bronté’s novel, with its specific function
as a transformative transition of peripeteia in the plot’s dénouement, to
be rendered mute. Depriving the Indian Janes — Sarla, Kamla, Indu,
Malati, and Sarala — of the opportunity to go on a Christian mission
to India with the Mr Rivers characters circumscribes the story’s
vimarsasandhi (suspense juncture) that in Bronté’s novel enabled Jane
to realise her sovereign self. Facing this inherent dilemma, the authors
of the Indian adaptations are forced to provide their Jane characters
with alternatives for finding closure after the betrayal they suffer
from the Mr Rochester personas — Bandyopadhyay, Sanikar, Prahlada,
Pacukar, and Sridhar — which inevitably leads to the progressive
weakening of Jane’s internal character.

Diminishing the Indian Janes inexorably brings the otherwise
obscure figure of Bertha Mason to the fore as a catalyst for unravelling
the plot. The desperation and madness of the wife in the attic
becomes a prominent feature, especially in the 1969 Telugu thriller
Ardharatri, wherein the female protagonist Sarala is portrayed as an
extraordinarily passive individual unable to react even when learning
that her suitor is already married. To resolve the plot’s consequent
impasse, the mad Rani is made to stop the villain brother from killing
Sridhar by sacrificing herself in the flames. In this sense, Ardharatri
could be regarded as the ultimate adaptation of Jane Eyre, since it is
here that the mad Rani’s suppressed rage and not Sarala’s dullness and
indecisiveness becomes the actual dramatic device for the dénouement.
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The character of the mad wife Bertha Mason with its gothic
determinism has been a topic of enduring fascination for academic
Bronté studies in South Asia. Remarkably, the discourse on madness
in Indian scholarship focusses on Jane Eyre solely as a Victorian novel
to be scrutinized in English, never beheld through the prism of the
Indian adaptations and translations. In their discussion, South Asian
scholars have relied primarily on the Western classics of feminist
theory and postcolonial critique while entirely leaving out literary
and cinematographic adaptations in Indian languages.** Therefore,
when India’s leading scholar on the Bronté sisters, Kalyani Ghosh,*
examines the figure of Bertha, she does so in terms of an argument
largely drawn from the feminist analysis put forth earlier by the
American literati Sandra Gilbert and Susan Gubar.** Ghosh argues
that Bertha is an archetypal figure of hunger, rebellion, and rage, who
has been victimised and repressed under a patriarchal social order,
highlighting a degree of affinity between Bertha and Jane as to their
entrapment in their inner and outer imprisonments.** In a similar
vein, Ratna Nandi maintains that Bertha’s volcanic rage is a projection
of Jane’s fiery nature, representing a forbidden female expression, the
explosiveness of which symbolises a destructive end to the despotic
rule of man.*

41 One minor exception is a mention in passing of the 1952 Bollywood film
Sangdil in Nabi, ‘From Texts to Films’, p. 52.

42 Ghosh’s scholarship on Brontéan literature includes her doctoral thesis
‘Charlotte Bronté: A Re-Assessment’, published under the title The Novels of
Charlotte Bronté: A Reassessment (Kolkata: Papyrus Publishers, 2003), and
the following articles: ‘Satire in Charlotte Bronte’s Shirley’, Punjab Journal
of English Studies (Amritsar, 1995); ‘The Last Fragments of Charlotte Bronte:
Some Inconclusive Conclusions’, Dibrugarh University Journal of English
Studies, 12 (1996-1997), 77-84; ‘The Poetry of Anne Bronte’, Pegassus (Kolkata,
2010); and ‘Romanticism with a Difference: Anne Bronte’s The Tenant of
Wildfell Hall’, Heteroglossia (2014).

43 Sandra Gilbert and Susan Gubar, The Mad Woman in the Attic: The Woman
Writer and Nineteenth-Century Literary Imagination (New Haven: Yale
University Press, 1979).

44 Ghosh, ‘Charlotte Bronté: A Re-Assessment’, p. 211.

45 Ratna Nandi (Guha Mustaphi), ‘Narrativizing Female Consciousness:
Re-Reading the Fictional Texts of the Bronté Sisters’ (doctoral thesis,
University of Calcutta, 2008), pp. 100 and 107. For further references to
gender studies in Jane Eyre by Indian scholars, see Jitendra Singh, ‘The
Novels of Bronte Sisters: A Study in the Theme of Feminism’ (doctoral
thesis, Chhatrapati Shahu Ji Maharaj University, 2002); Deetimali Barua,
‘The Victorian Family: An Analysis of the Role of the Family in the Victorian
Novel with Special Reference to the Bronté Sisters’ (doctoral thesis, Gauhati
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Already in 1957, the Indian-Canadian scholar Devendra P. Varma
observed that Bronté’s idea of the hidden mad wife seems to have
been borrowed from a comparable motif in Ann Radcliffe’s gothic
novel A Sicilian Romance (1790).% It needs to be remarked that the
ubiquitous character of the mad wife in all seven adaptations speaks
to the power of the ancient Indian trope of female madness present
throughout centuries of classical Indian literature, with its prototype
in Princess Amba from the ancient Hindu epic Mahabharata.*” This
most famous scorned mad woman in the Indian literary tradition is
the quintessential figure of female resistance to male repression and
ultimate self-sacrifice on the altar of revenge. When the love and life
of Princess Amba have been ruined after a violent intervention by the
male anti-hero Bhisma, Amba wanders the earth in a state of madness
and pursues extreme religious renunciation in search of vengeance.
By committing religious suicide, she returns in a reincarnation as
Sikhandin, becoming an instrument for the hero Arjuna to slay Bhisma
on the epic battlefield of Kuruksetra. In contrast, in the context of
Indian Buddhist narratives, the thread of madness is a common literary
device allowing female protagonists to escape from the clutches of
unwanted arranged marriages and pursue alternative lifestyles as
religious mendicants for the sake of enlightenment, exemplified by
the female Buddhist saint Laksmi in the twelfth-century biography by
Abhayadattasri. Feigning insanity, Princess Laksmi deters her suitor
from marrying her and thereby avoids a marriage with an unvirtuous

University, 2006); Shukla Banerjee, ‘Portrait of Women in the Novels of
Charlotte Bronté&’ (doctoral thesis, Pt. Ravishankar Shukla University, 2014);
Deepika Elizabeth, ‘Re-Visioning Women’s Writing: A Study of George Eliot’s
The Mill on the Floss and Charlotte Bronté’s Jane Eyre’ (doctoral thesis,
University of Madras, 2015); Ahmed Taher Abdu Nagi, ‘Victorian Gentlemen
and the Concept of Masculinity in the Novels of Charlotte Bronte and Jane
Austen’ (doctoral thesis, Swami Ramanand Teerth Marathwada University,
2016); and Abhinav Bhardwaj, ‘Echoes of Jane Eyre in the Novels of Margaret
Atwood’, Contemporary Literary Review India, 7.2 (2020), 1-11. For a broad
treatment of Jane Eyre by an Indian scholar, see S. N. Singh, Charlotte Bronte:
A Thematic Study of Her Novels (Delhi: Mittal Publications, 1987).

46 See Devendra P. Varma, The Gothic Flame, being a History of the Gothic Novel
in England: Its Origins, Efflorescence, Disintegration, and Residuary Influences
(London: Arthur Barker, 1957), p. 200.

47 On the figure of Amba, see Lavanya Vemsani, Feminine Journeys of the
Mahabharata: Hindu Women in History, Text, and Practice (Cham, Switzerland:
Palgrave Macmillan, 2021), pp. 175-92.
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prince, who through his indulgence in hunting breaks the fundamental
Buddhist ethic of non-violence.*®

While the relocation of Jane Eyre to India in the literary and
cinematographic adaptations may evoke such classic Indian literary
portrayals of insanity, it at the same time eradicates the overt colonial
implications of madness first pointed out by the Indian-American
Gayatri Chakravorty Spivak in her highly influential postcolonial
critique of the English novel.* Spivak views Bronté’s Bertha as
involving the construction of a self-immolating colonial subject who
had to kill herself for the glorification of the coloniser’s social mission,
thereby allowing Jane to realise her role as ‘the feminist individualist
heroine of British fiction’.>° She notes that the underlying imperialistic
staging of Bertha’s role remains obscure unless the reader is familiar
with the British colonialist history of legal manipulation surrounding
the former Hindu practice of widow self-immolation.’® In 1829,
eighteen years prior to the publication of Bronté’s Jane Eyre, following
a long political campaign in both Britain and India, the British
government in India banned widow self-immolation, which Spivak
maintains was a law imposed primarily for the sake of the colonial
government to mandate itself as the protector of the Indian people
against themselves.>

Spivak’s postcolonial critique has been bolstered by the Bangladeshi
feminist scholar Firdous Azim.® Azim extends Spivak’s earlier
appraisal by asserting that the rise of the entire Western genre of the
novel served an outright imperialistic purpose aimed at silencing and
excluding women as well as persons of colour. Her analysis of Jane
Eyre is — like Spivak’s — centred on the figure of Bertha Mason as

48 On Laksmr’s feigned insanity, see Ulrich Timme Kragh, ‘Appropriation and
Assertion of the Female Self: Materials for the Study of the Female Tantric
Master Laksmi of Uddiyana’, Journal of Feminist Studies in Religion, 27 (2011),
85-108 (pp. 92-94).

49 Gayatri Chakravorty Spivak, ‘Three Women’s Texts and a Critique of
Imperialism’, Critical Inquiry, 12 (1985), 243-61.

50 Spivak, ‘Three Women’s Texts’, p. 251.

51 For the Indian practice of satt (widow self-immolation), see Julia Leslie, ‘Suttee
or Satl: Victim or Victor’, in Roles and Rituals for Hindu Women, ed. by Julia
Leslie (Rutherford: Fairleigh Dickinson University Press, 1991), pp. 175-91.

52 Spivak, ‘Three Women’s Texts’, p. 259.

53 Firdous Azim, The Colonial Rise of the Novel: From Aphra Behn to Charlotte
Bronte (London: Routledge, 1993).
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Jane’s antithesis, her binary Other, who in a colonialist sense embodies
attributes of savagery, madness, and sexuality.>

In the adaptations, strikingly the Indian Bertha characters do not
hail from the West Indies and their stories do not entail the same
imperialist subtext as found in Bronté’s work. Hence, the postcolonial
critiques of the English novel raised by Spivak and Azim cannot
be transferred outright to these adaptations. Nevertheless, the
psychological antithesis between Bertha and Jane remains present
throughout all the adaptations, magnifying the image of the mad wives’
rage proportionately as the Jane characters diminish in independence
and strength in the later Indian film adaptations.

An issue closely related to the theme of madness is Bronté’s use
of literary imagery. In a sophisticated feminist deconstruction of
Jane Eyre, the Indian scholar Sonia Sarvipour,’ relying on Elaine
Showalter’s feminist poetics,® argues that the abundant images
of dark corridors, locked rooms, and barely contained fires are
significant examples of a unique female literary style characterised
by recurrent themes of imprisonment, hidden rooms, and fantasies of
mobility.5’ She contends that such tropes are suggestive of a thick mist
of female repression, which enveloped the lives of Victorian women,
and that Bronté’s language fundamentally is a masculine form of
prose in spite of its frequent use of feminine figuration and imagery.
Ultimately, Sarvipour defines this multivalence as a literary mode
of unreadability or undecidability, which she argues lies at the very
heart of feminist writing.

54 Azim, The Colonial Rise, pp.175-83. For further feminist studies on Jane
Eyre by Indian scholars, see Seema Jauhari, ‘Female Self Assertiveness:
A Study in the Novels of Charlotte Bronté, Emily Bronté, and George Eliot’
(doctoral thesis, Chhatrapati Shahu Ji Maharaj University, 1992); B. Janaki,
‘The Variegated Voices: Feminine Consciousness in Selected Novels of Jane
Austen, Charlotte Bronté and Anita Brookner’ (doctoral thesis, Dayalbagh
Educational Institute, 2008); and Sharmita Lahiri, ‘Jane Eyre: A Unique Vision
of Feminism’, The Atlantic Literary Review (New Delhi), 12 (2014), 15-26.

55 Sonia Sarvipour, ‘Aspects of Feminism in the Bronte Sisters’ Novels’ (doctoral
thesis, Savitribai Phule Pune University, 2011).

56 See Elaine Showalter, A Literature of Their Own: British Women Novelists from
Bronté to Lessing (Princeton: Princeton University Press, 1977).

57 On the related gothic interpretations of such elements, see Varma, The
Gothic Flame, p. 200; Brian M. Mendonca, ‘Irrationality in the Novels of Ann
Radcliffe and Charlotte Bronté’ (doctoral thesis, Central Institute of English
and Foreign Languages, 1997); and Aparajita Hazra, ‘Elements of the Gothic
in the Brontes’ (doctoral thesis, University of Burdwan, 2004).
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The diverse ways in which the Bertha character has been portrayed
in the popular adaptations versus how she has been conceived of in
the scholarly reception in India illustrates that there exists a dialectic
tension between the adaptations within the popular reception and
the scholarly critiques within the academic debate. The popular
adaptations voice the narratives in Indian vernaculars and Indianize
the characters, whereas every academic study limits the story to its
English source text, discussing it primarily in the framework of Western
discourse.>® The opposition between the popular and academic forms
of reception is embedded in a particular politics of language and
audience, whereby Indian scholars, writing for an educated English
readership, are primarily in dialogue with research by non-Indian
scholars, giving minimal cross-reference to the work by their Indian
academic peers. They deliberate, acquiesce, or expostulate without
heeding the prevailing adaptations and translations of Jane Eyre in the
Indian regional languages.

The politics of language and audience can only be understood
against the backdrop of the nature of the broader status of the English
language, the circulation of English classics, and their presence in
higher education in India. For to read a literary classic directly in
English signals on the subcontinent a cosmopolitan standing, and
accordingly every Indian city has a number of well-stocked bookstores
specialising in English literature, such as the store chains Crossword
Bookstore or Sapna Book House, each of which is sure to have a copy
of Jane Eyre in its section of English classics. The considerable acclaim
received today by the major works of nineteenth-century English
literature imported to India is closely linked with the high social status
and widespread use of the English language throughout South Asia in
spite of, as well as because of, the language’s colonial history on the
subcontinent. In short, English ‘is the “master language” of the urban
nouveaux riches’.® The English language functions governmentally
and often practically as an unofficial lingua franca between the
different speakers of the twenty-two Indian languages officially
endorsed in the Indian Constitution, for which reason learning English

58 For a critical analysis of Bronté’s Jane Eyre read from the perspective of
an Indian-American heritage student, see Sangeeta Parashar, “Not Fit to
Associate with Me”: Contradictions of Race, Class, and Gender in Charlotte
Bronté’s Jane Eyre’ (master’s thesis, Iowa State University, 1999).

59 Robert J. Zydenbos, A Manual of Modern Kannada (Heidelberg: Cross-Asia
Ebooks, 2020), p. xv.
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and achieving cultivation in English literature are of economic and
cultural importance both to the state and the individual.

As evidenced in the Indian system of education, an extraordinary
seventeen percent of Indian children attend schools where English is
the main medium of instruction, while the remaining pupils receive
five to ten English language classes per week within the frame of a
primary school education in Hindi (49%) or other Indian regional
language (33%).° English literature and its classics are indisputably
valuable to Indians, although this statement must be read with the
caveat in mind that India has a highly prolific production of Indian
English literature involving its own English classics, to mention but
a few, the writings by the Indian poets and novelists Mulk Raj Anand
(1905-2004), R. K. Narayan (1906-2001), Raja Rao (1908-2006), A.
Salman Rushdie (b. 1947), Vikram Seth (b. 1952), Amitav Ghosh (b.
1956), S. Arundhati Roy (b. 1961), and Kiran Desai (b. 1971). The British
Victorian literature, to which Jane Eyre belongs, is without doubt just
one among several forms of English literary classics in India.

The popularity of Jane Eyre as an English classic throughout India
is demonstrated by its wide distribution and presence in school
curricula. Aside from the many print and e-book English editions
available on the continent from large multinational publishers,
such as Penguin, HarperCollins, and Macmillan India, the novel has
frequently been reprinted in English by a number of smaller domestic
Indian publishers, including Atlantic Publishers and Distributors
(New Delhi), Om Books (Hyderabad), Maple Press (Noida), Rupa
Publications (New Delhi), Rama Brothers India (New Delhi), and
Gyan Publishing House (New Delhi). Indian publishers have likewise
brought out several abridged English versions of the novel, some of
them illustrated, mainly intended for the children and student book
market, e.g., those published by S. Chand Publishing (New Delhi) as part
of their ‘Great Stories in Easy English’ series, Har-Anand Publications
(New Delhi), and Om Kidz Books (Hyderabad) in their ‘Om Hlustrated
Classics’ series.

60 Human Resource Development Ministry, answer to parliament, 2016. The
percentage of English-medium schools differs widely from state to state
within the Indian federation. The states with the highest proportion of
English-medium schools are Jammu-Kashmir (99.9%), Kerala (49.2%), Delhi
(48.6%), Andhra Pradesh (44.1%), and Tamil Nadu (40.6%); see The Times
of India, September 28, 2015, ‘Children Attending English-Medium Schools:
2008-14".
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In the system of higher education, Jane Eyre appears frequently on
the curricula of English departments at many Indian universities. The
book is a standard component of the undergraduate course ‘Analysis
of English Literature’, where it is read alongside Charles Dickens’
Great Expectations (1861), D. H. Lawrence’s Sons and Lovers (1913),
and William Golding’s The Lord of the Flies (1954), albeit not always in
its entirety and typically in the form of excerpts.5!

In spite of the omnipresence of the novel in English throughout India
and its primary importance to Indian academic discourse, it could be
argued that the cinematographic adaptations in Indian vernaculars
supersede the permeability of Jane Eyre across social strata, because
an English-clad Jane stays perpetually aloof and exotic. While the
English Jane Eyre is widespread, it is no match for the familiarity with
the story effected by the box-office hits of the Indian film adaptations
delivered in several major regional languages. Adaptation is thus the
literary form that most eminently captures acculturation. Jane Eyre
in India is accordingly not exclusively a literary classic in English or
an Indian translation, but through its literary and cinematographic
adaptations the Jane character has metamorphosed from a British
governess to a polyglot South Asian maiden. The creative license
exercised by the novelists and filmmakers to adjust and transform the
story whilst retaining the recognizability of the original comprises the
hallmark of these adaptations.

Jane Eyre in Anuvad: The Substance of
Janeeyreness

Translation is, in a sense, the opposite of adaptation. While adaptation
stands out through a difference to the original due to its distinctive
feature of modifying the plot, the setting, or the medium, translation
has conventionally been qualified by an expectation to reproduce the
source text so adequately that the text itself becomes fully meaningful
in the target language, whether it be an interlingual or intralingual

61 Salma Ahad, ‘English Studies in Kashmir: An Examination of the Relationship
between Undergraduate English Courses and Literary Studies in English at
the M. A. Level’ (doctoral thesis, University of Kashmir, 2002), pp. 86 and 90.
For a broader postcolonial critique of English literary education in India, see
Vishwanathan Guari, Masks of Conquest: Literary Study and British Rule in
India (Oxford: Oxford University Press, 1989).
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rendering.®? This understanding of translation, which has been termed
semantic equivalence, remains common to contemporary academic
traditions across the West and India, despite the critique levelled
against the idea in more recent Translation Studies.5®

As will be argued, defining translation by equivalence, as opposed
to the modification that is characteristic of adaptation, accidentally
hides and suppresses many thriving forms of South Asian translational
performativity. In light of this, to be able to discern the distinct
qualities of the multifarious Indian translations of Jane Eyre presented
below, it is first necessary to digress into the historical forms of Indian
translational practices. Using these as a frame, it will be possible to
arrive at a suitable definition of translation that may uncover a unique
episteme of literary criticism for Indian translation theory.

Atits very foundation, Indian civilisation is not culturally anchored
ininterlingual translation, unlike its European counterpart. In Europe,
intellectual cultivation has been built on the edifice of translation,
at first through Latin translations of the ancient Greek texts during
the Roman Empire and subsequently through the Latin and later
vernacular translations of the Bible.** Europe — with its borrowed
cultural roots transplanted through careful translation from Greek,
Hebrew, Aramaic, Syriac, and Arabic — turned translation into such
an art of significance and exactitude that it could unequivocally be

62 Thetermsource textrefersto the original work that the translation is intended
to represent, whereas the term target language denotes the language into
which the translation renders the text. For the contrasting terms interlingual
and intralingual, see Roman Jakobson’s seminal article ‘On Linguistic Aspects
of Translation’, in On Translation, ed. by Reuben A. Brower et al. (Cambridge,
MA: Harvard University Press, 1959), pp. 232-39 (p. 233).

63 Thetermsemantic equivalence derives from Jakobson, ‘On Linguistic Aspects’,
pp. 233ff. For critiques of translation interpreted as equivalence, see, for
instance, the notion of ‘translingual practice’ in the broader phenomenon of
cross-cultural translation discussed by Lydia H. Liu in Translingual Practice:
Literature, National Culture, and Translated Modernity: China, 1900-1937
(Stanford: Stanford University Press, 1995); the issue of incommensurability
and the notion of ‘the schema of co-figuration’ in Naoki Sakai, ‘Translation’, in
Theory, Culture & Society, 23 (2006), 71-86; the critique of the terms ‘original’
and ‘source text’, along with the view of translation as interpretive iteration
in Karen Emmerich, Literary Translation and the Making of Originals (New
York: Bloombury, 2017); and the prismatic approach to translation studies
with its view of translation as involving change and difference presented in
Matthew Reynolds (ed.), Prismatic Translation (Cambridge: Legenda, 2019).

64 For the formative role of translation in the Roman Empire, see Denis Feeney,
Beyond Greek: The Beginnings of Latin Literature (Cambridge, MA: Harvard
University Press, 2016).



122 Prismatic Jane Eyre

considered a keystone in the historical formation of Europe’s many
vernacular political and cultural identities, in the building of the
modern European nation states, and in the wider European colonialism
across the globe.®® The Christian Protestant Reformation of the early
sixteenth century, for instance, coincided with the Latin and German
Bible translations by Erasmus of Rotterdam and Martin Luther,%
while the Early Modern English language itself often is defined as
commencing in 1611 with the printing of the King James Bible, a new
English translation of the Christian scripture. Even the most recent
global technological advances in digital machine translation in the
twenty-first century have had their quantitative linguistic basis in the
exactitude of the digital data corpus of the documents translated by
the administrations of the European Union and the United Nations.
There is absolutely no comparable instance prior to modernity
of any major text translated interlingually into an Indian language
having a similar cultural impact on India, at least not if translation is
understood narrowly as involving ‘equivalence’ in the sense in which
translation was defined in 1959 by the influential Russian-American
linguist Roman Jakobson, namely as a process of substituting linguistic
codes entailing ‘two equivalent messages in two different codes’.®’
There are, however, a few minor texts that were imported from
outside of India in premodernity that continue to be influential. These
include Persian and Arabic texts that were translated into Sanskrit and
Indian vernaculars from the sixteenth century onwards, mostly into
the South Indian Dakani and Tamil languages as well as the Northeast
Indian Middle Bengali language, as represented by the Bengali poets
Alaol (‘Alawal, 1607-1673) and Abdul Hakim (‘Abd al-Hakim, ¢.1600-
€.1670).% The translations are literal in nature and, anachronistically,

65 On the intricate relations between language, nation, colony, and translation,
see Antoine Berman, L’épreuve de létranger: Culture et traduction dans
UAllemande romantique (Paris: Gallimard, 1984), pp. 250-78; Naoki Sakai,
Translation and Subjectivity: On Japan and Cultural Nationalism (Minneapolis:
University of Minnesota Press, 1997); Susan Bassnett and Harish Trivedi
(eds.), Post-Colonial Translation: Theory and Practice (London: Routledge,
1999); and Matthew Reynolds, Translation: A Very Short Introduction (Oxford:
Oxford University Press, 2016), pp. 21-23.

66 See Peter Mack, A History of Renaissance Rhetoric 1380-1620 (Oxford: Oxford
University Press, 2011), p. 76.

67 Jakobson, ‘On Linguistic Aspects’, p. 233.

68 For an example of a Persian text translated into Sanskrit, see the Kashmiri
court-poet Srivara’s (fifteenth to sixteenth centuries) Sanskrit translation
Kathakautuka of the Persian narrative poem Yusuf u Zulaykhd composed
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this trait of semantic equivalence qualifies them as falling within the
ambit of the modern Indian term anuvad (31ga1g translation), which
was introduced into Hindi in the late nineteenth century as a response
to the English concept of translation.®® This is significant, because
these seventeenth-century translations predate the introduction of the
modern translational practices promulgated by Christian missionaries
and European colonialists from the eighteenth century onwards.

It is worth mentioning that, parallel to these developments, in India
itself other translations marked by semantic equivalence sprang up in
the non-Islamic Jain communities in Western India, represented by
poets such as Banarsidas of Agra (1587-c.1643) and the contemporary
Hemraj Pande, who translated entire texts from Sanskrit into
Brajbhasa, an early form of the Hindi language that evolved from

by ‘Abd al-Rahman Jami (1414-1492 CE) in Luther Obrock, ‘Srivara’s
Kathakautuka: Cosmology, Translation, and the Life of a Text in Sultanate
Kashmir’, in Jami in Regional Contexts: The Reception of ‘Abd al-Rahman
Jamvs Works in the Islamicate World, ca. 9th/15th-14th/20th Century, ed. by
Thibaut d’Hubert and Alexandre Papas (Leiden: Brill, 2019), pp. 752-76. On
Dakani literature, adaptation, and translation, see David John Matthews,
‘Dakani Language and Literature: 1500-1700 A. D.’ (doctoral thesis, School
of Oriental and African Studies, University of London, 1976), pp. 99-101, 125,
137-39, 157-58, 257, and 277. On a sixteenth-century translation from Persian
into Tamil of the Book of One Thousand Questions of Abdullah ibn Salam
(Kitab Masa’il Sayyidt ‘Abdallah Bin Salam), see Ronit Ricci, Islam Translated:
Literature, Conversion, and the Arab Cosmopolis of South and Southeast Asia
(Chicago: The University of Chicago Press, 2011), pp. 98-128. For the Middle
Bengali translations by Alaol and ‘Abd al-Hakim, see the two lemmata by
Thibaut d’Hubert in the Encyclopedia of Islam, 3rd edn, ed. by K. Fleet, G.
Krédmer, D. Matringe, J. Nawas, and E. Robson, III (Leiden: Brill, 2013). For
Hindi translations of Persian medical works during the late seventeenth to
early eighteenth centuries, see Peter G. Friedlander, ‘Before Translation?’,
in Translation in Asia: Theories, Practices, Histories, ed. by Ronit Ricci and
Jan van der Putten (Manchester: St Jerome Publishing, 2011), pp.45-56
(pp. 52-54). For a brief mention of the known cases of translations from
Arabic into Persian produced on the Indian subcontinent, see Ricci, Islam
Translated, p. 39. The authors wish to thank Prof. Thibaut d’Hubert at the
University of Chicago and Prof. Sunil Sharma at Boston University for their
advice on the cases of Persian and Arabic translations into Indian languages.

69 For the nineteenth-century history of anuvad, see Friedlander, ‘Before
Translation?’, pp.54-55. Friedlander demonstrates that the Hindi word
anuvad is attested in the sense of ‘translation’ in the writings of the author
and Hindi language reformer Bharatendu Hari$candra (1850-1885) during
the early 1870s. However, as also confirmed by Friedlander (p.55), an
exhaustive and precise determination of when the Sanskrit term anuvada
first became appropriated as the modern Indian term for English ‘translation’
is still wanting.
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Prakrit and Apabhramsha.” As for foreign major works of high
cultural impact, it was first in modernity that they were transmitted
into Indian languages. In this regard, the Bible translated into Tamil
in 1706 and the Qur’an translated into Bengali in 1886 and then into
Urdu in 1902 stand out.

While, in premodern times, there was no import of foreign
cultures into Indian educational and intellectual institutions through
interlingual translation, there nevertheless was a historic opposite
movement of translation flowing out of India having far-reaching
impact. From the second to the fifteenth centuries, interlingual
translation of texts for the export of Indian religions and literature
was prevalent, with numerous works written in Sanskrit and other
Indian languages being translated into foreign languages. Thousands
of Indian Buddhist scriptures and commentaries were translated into
East and Inner Asian languages, in particular Chinese and Tibetan.™
Moreover, from the sixth century onwards, a number of literary and
religious works were translated into Persian and Arabic, including
story collections, poems, epics, and Hindu mystical works.”?

70 See John E. Cort, ‘Making It Vernacular in Agra: The Practice of Translation
by Seventeenth-Century Jains’, in Tellings and Texts: Music, Literature and
Performance in North India, ed. by Francesca Orsini and Katherine Butler
Schofield (Cambridge: Open Book Publishers, 2015), pp. 61-105 (pp. 77-88).

71 Onthe nature and history of translation of Indian Buddhist texts into Chinese,
see Jan Nattier, A Guide to the Earliest Buddhist Translations: Texts from
Eastern Han i and Three Kingdoms —[& Periods (Tokyo: The International
Research Institute for Advanced Buddhology, Soka University, 2008). On
some of the complexities of the translation concept in relation to the Chinese
Buddhist canonical texts, see Toru Funayama, ‘Masquerading as Translation:
Examples of Chinese Lectures by Indian Scholar-Monks in the Six Dynasties
Period’, Asia Major, 19 (2006), 39-55. On the translation of Indian texts into
Tibetan, see Cristina Scherrer-Schaub, ‘Translation, Transmission, Tradition:
Suggestions from Ninth-Century Tibet’, Journal of Indian Philosophy, 27
(1999), 67-77.

72 On the sixth-century Persian translation of the Sanskrit Paficatantra
collection of edifying fables and its subsequent Arabic and Syriac versions,
see McComas Taylor, The Fall of the Indigo Jackal: The Discourse of Division
and Parnabhadra’s Paficatantra (Albany: State University of New York Press,
2007), pp. 3-6. On al-BirunT’s (973-c.1050 CE) Arabic translation of Patafijali’s
mystic Hindu text Yogasiitra, see Shlomo Pines and Tuvia Gelblum, ‘Al-Birun1’s
Arabic Version of Patafijali’s Yogastitra: A Translation of his First Chapter and
a Comparison with Related Sanskrit Texts’, Bulletin of the School of Oriental
and African Studies, 29 (1966), 302-25, with follow-up articles covering chs
2-4 in vols 40 (1977), 46 (1983), and 52 (1989) of the same journal.
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Although Indian scholars often supervised the translation
endeavours from Indian into foreign languages as presiding experts,
these specialists never felt compelled to translate non-Indian worksinto
the classicallanguages of South Asia. In fact, the dominantliterary form
of translation from the very inception of Indian literature has always
been intralingual. Its embodiment is exegesis entailing interpretation
and commentarial reiteration, as represented by the exegetic device
of anuvada (31ga1g repetition, paraphrase). Etymologically, Sanskrit
anuvada consists of two distinct morphemes anu (317 after) and vada
(@€ speech), and has a specific technical application in the context of
a Sanskrit commentarial literary method of intralingual rewriting
and supplementing of an earlier stated vidhi (Gf& rule) or paksa
(et assertion) within the one language of Sanskrit.”® For instance, a
seventh-century commentator makes use of anuvada in the sense
of reiterating an opponent’s position, in Sanskrit parapaksanuvada
(Tugmgars reiteration of others’ position), in a scholastic debate.”

Given that the hallmark of intralingual hermeneutics is a non-
equivalence between the source and target texts, the early history
of Indian translation is marked by a flexible intertextuality that
has influenced both the interlingual exchange between the Indian
indigenous languages and the degree of semantic equivalence in their
literary representations.” These translational forms range within
the classical spectrum from the non-literal Kannada varnaka (3¢ocs
retelling) to the word-for-word Sanskrit chaya (/@1 shadow), often
transferring a text into multiple Indian languages as well as displaying
non-linear multitextuality across traditions.

A typical exemplification of an ancient source transmitted
interlingually and intertextually is the Prakrit epic Patimacarya (The
Passage of Padma). Belonging to a genre of mahakdavya (W&red grand

73 For a brief discussion of the historical Sanskrit background of the term
anuvada, see the lemma in Theodor Goldstiicker, A Dictionary, Sanskrit and
English, Extended and Improved from the Second Edition of the Dictionary of
Professor H. H. Wilson with His Sanction and Concurrence (Berlin: A. Asher &
Co., 1856), pp. 102-3.

74 See Anne MacDonald, In Clear Words: The Prasannapada, Chapter One, 2
vols. (Vienna: Verlag der Osterreichischen Akademie der Wissenshaften,
Philosophisch-Historische Klasse Sitzungsberichte, 863. Band, 2015), I, p. 126
and II, pp. 26-27 (§8).

75 Moreover, Peter G. Friedlander has brought up the closely related problems
of defining the terms ‘language’ and ‘literary work’ in premodern Indian
traditions; see Friedlander, ‘Before Translation?’, pp. 47-50.
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poem, epic), this Jain work has many commonalities with the Hindu
epic Ramayana (The Course of Rama). The first version of the text was
composedin an ancient Prakrit vernacular by the Jain monk Vimalasari
around the fifth century CE, entitled Paiimacarya (The Passage of
Padma). It was then adapted into a Sanskrit version, the Padmacarita
(The Passage of Padma), in the seventh century by Ravisena. Finally,
during the ninth century, the South Indian poet Svayambhudeva
adapted the story under the title Paiimacariu (The Passage of Padma)
into the medieval Apabhramsha vernacular, which linguistically was
a precursor for Old Hindi. Although the three linguistic versions of the
Paiimacarya share the same narrative structure, they are by no means
word-for-word translations of semantic equivalence and therefore
could be said to belong under the notion of varnaka (retelling).”

Another form of varnaka (retelling) is represented in the genre
of the scholarly writing of sastra (=] treatise). Its classic example
is the ninth-century text on poetics written in Old Kannada entitled
Kavirajamarga (The Royal Road of Poets) by Srivijaya. Being an
interlingual and intertextual translation of the major Sanskrit treatise
on literary theory Kavyadarsa (The Mirror of Poetry), it parallels 230
verses from this late-seventh-century classic by the poetician Dandin
while innovating the remaining 302 verses of the text.”

Neither of the two texts proclaim themselves as varnaka (retelling),
however, there is a medieval epic that specifically identifies itself as
such, directly acknowledging its reliance on an earlier work. The case
in point is the Old Kannada Vikramarjunavijaya written by Pampa

76 For a short comparison of the three texts, see Eva De Clercq,
‘Paiimacariya — Padmacarita — Paiimacariu: The Jain Ramayana-Purana’, in
Epics, Khilas, and Puranas: Continuities and Ruptures, ed. by Petteri Koskikallio
under the general editorship of Mislav Jezi¢ (Zagreb: Croatian Academy of
Sciences and Arts, 2005), pp. 597-608, especially the synoptic comparison
given in Table 1 of her article.

77 For the Kavirajamarga and its dependence on the Kavyadarsa, see the
annotated Kannada edition of the Kavirajamargam by M. V. Seetharamaiah,
Srinrpatunigadévanumatamappa Srivijayakrta Kavirajamargam (Bengaluru:
Kannada Sahitya Parisattu, 2015). For an English translation of the text, see
R. V. S. Sundaram and Deven M. Patel, Kavirajamargam: The Way of the King
of Poets (New Delhi: Manohar, 2017). For a short outline of other medieval
adaptations of Dandin’s Kavyadarsa into various Indian languages, see
Sheldon Pollock, The Language of the Gods in the World of Men: Sanskrit,
Culture, and Power in Premodern India (Berkeley: University of California
Press, 2006), p. 163.
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(902-75 CE), which is a rendering of the Sanskrit epic Mahabharata by
Vyasa. Already at the outset of the poem, Pampa declares:

No past poet has given a varnaka (retelling) in Kannada of the long story

of the Mahabharata in its entirety and without any loss to its structure.

In doing so, to fuse poetic description with the story elements, only
Pampa is competent.”

The author describes his style of writing as a varnaka (retelling) of the
Mahabharata as its source text. Pampa’s perception of the question
of equivalence is encapsulated in one of the poem’s verses, wherein
he describes himself as ‘swimming across the vast and divine ocean
of the sage Vyasa.”” It is notable that in spite of telling the story of
the Sanskrit Mahabhdrata in its entirety and maintaining the internal
structure of the epic, Pampa shortened the epic down to a mere 1609
verses as compared to the more than 89000 verses of the Sanskrit
text. If swimming were to be seen as a trope for fluid translation of
non-semantic equivalence, it could be deemed that Pampa’s poem is
not only a translational adaptation but also a paradigmatic medieval
example of an abridgement and, as shall be argued further on,
abridgement is a defining characteristic of many of the modern Indian
translations of Jane Eyre.

Parallel to varnaka (retelling), chaya (shadow) proliferated over
the course of the first millennium CE, bringing to the fore word-for-
word interlingual translation of smaller textual passages consisting of
individual verses or prose sentences from the Prakrit vernaculars into
Sanskrit. It was practised especially by Jain exegetes, who were masters
of transposing Jain Prakrit scriptures into Sanskrit commentarial
writing. Chaya (shadow) could be considered the earliest Indian term
for translation.?® Its usage is limited to commentaries and dramatic

78 Pampa, Vikramarjunavijaya (The Victory of Vikrama Arjuna), verse 1.11, ed. by
T. V. Venkatachala Sastry, Pampa Samputa: Adipurana, Vikramarjuna Vijaya
(Hampi: Prasaranga Kannada University, 2006), p. 357. The above English
translation of the verse has been adapted from the translation given in C. N.
Ramachandran and B. A. Viveka Rai, Classical Kannada Poetry and Prose: A
Reader (Hampi: Prasaranga Kannada University, 2015), p. 115.

79 Pampa, Vikramarjunavijaya, verse 1.13.

80 For some short remarks on Sanskrit chaya translation of Prakrit and
Apabhramsha verses, see Pollock, The Language of the Gods, pp. 104-5. For
general discussion of ancient Indian translation practices, see G. Gopinathan,
‘Ancient Indian Theories of Translation: A Reconstruction’, in Beyond
the Western Tradition: Essays on Translation outside Standard European
Languages, ed. by Marilyn Gaddis Rose (Binghamton: State University of New
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stage writing in Sanskrit, wherein it features as interpolated translation
of Prakrit linguistic elements that are of non-Sanskritic provenance.

In the case of a commentary, a Prakrit pericope is first cited in its
original form, then furnished with a literal Sanskrit chaya translation,
and thereupon expounded in Sanskrit prose. In the case of stage
writing, a Prakrit dialogue spoken by either a woman or lower-caste
man is first cited in its original form and then furnished with a literal
Sanskrit chaya translation. The use of chaya translation, a tradition
that has continued to the present day, is necessitated by the fact that
the older Prakrit vernacular forms had become linguistically archaic
by the middle of the first millennium.®

The indicative feature of chaya is its precise equivalence between
the Prakrit source text and the Sanskrit translation, obtained through
the application of systematic principles of phonetic correspondence
and through the faithful reproduction of grammatical and syntactical
structures. Chaya positively fulfils the trademarks of the modern
definition of translation as ‘two equivalent messages in two different
codes’ with a characteristic leeway for some level of interpretation
common to all forms of literal translation.

Dictated by theratherundifferentiated nature ofthe Prakritphonetic
forms, subtle yet at times considerable interpretative compromises
are required because the Sanskrit language is phonetically more
elaborate. A conspicuous instance of such a translational interpretation
from Prakrit to Sanskrit is the rendering of the Buddhist scriptural
term sutta (gcd sermon) into the Brahmanical literary term sutra
(¥d. thread, mnemonic formula). Instead of translating the Prakrit

York, 2000), pp. 165-73, and G. Gopinathan, ‘Translation, Transcreation and
Culture: Theories of Translation in Indian Languages’, in Translating Others,
ed. by Theo Hermans, 2 vols (New York: Routledge, 2014), I, pp. 236-46. A
detailed study and history of chaya and other old Indian forms of translation
remains a desideratum.

81 While Sanskrit chaya translations appear in the modern printed text editions,
it remains an open question to which extent such chaya are attested in
medieval manuscript copies. Esposito remarks in her study of several South
Indian drama manuscripts in Malayalam script dating from between the
fifteenth to twentieth centuries that none of the examined manuscripts
contains any chaya of the Prakrit passages, where such would be expected,
as they are given in the modern printed editions of the text; see Anna Aurelia
Esposito, ‘The South Indian Drama Manuscripts’, in Aspects of Manuscript
Culture in South India, ed. by Saraju Rath (Leiden: Brill, 2012), pp. 81-97
(p. 87). A detailed study investigating the attestation of chaya in the older
manuscript tradition is a desideratum.
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sutta into Sanskrit sitkta (§&7 well-spoken, aphorism), which would
likely have been the linguistically correct equivalent, the Buddhist
translators selected the Brahmanical Sanskrit term sitra in order to
appropriate the prestige of this well-established Brahmanical term.
Under the circumstances, a translational decision was made to avoid
arhetorically less compelling Sanskrit word siikta, even though it was
phonetically and semantically equal to the Prakrit sutta.®

It would be remiss to omit mention of the precursors to chaya in the
older Indic literature. Verily, the history of writing in India begins with
a translation in the year 260 BCE, when the Indian Emperor Asoka
issued an edict incised on a rock in the frontier region of Kandahar,
Afghanistan. The edict features a bilingual proclamation in Greek and
Aramaic believed to have been a literal translation from a now lost
common source text in a Prakrit vernacular.®

Later precursors to chaya dating to the first century BCE involve
literal translations of Prakrit portions of texts into another Prakrit
vernacular or Sanskrit. These include the early Buddhist aphoristic
treatise Dhammapada (Words of Dharma) rendered from the Prakrit
Pali language into the Prakrit Gandhari language under the same title
and into an enlarged Sanskrit recension entitled Udanavarga (Chapters
of Utterances). The translations share with their source an underlying
textual structure and some of the chapter headings and verses.®

The above short exposition of the history of translation in
premodern India demonstrates a varying degree of equivalence in
the classical textual practices of literary transmission within one
language or across languages through anuvada (paraphrase), varnaka
(retelling), and chaya (shadow). Accordingly, Jakobson’s definition for
translation would, if applied to the Indian literary heritage, eclipse and
consequently reject the premodern translational practices. Although
the theory of equivalence has been dislodged in recent scholarship,
it reverberates in the proclamations made by some contemporary
literary critics, who argue that speaking of translation in premodern

82 See K. R. Norman, A Philological Approach to Buddhism: The Bukkyo Dendo
Kyokai Lectures 1994 (London: School of Oriental and African Studies,
University of London, 1997), pp. 87-88 with further references.

83 See D. D. Kosambi, ‘Notes on the Kandahar Edict of Asoka’, Journal of the
Economic and Social History of the Orient, 2 (1959), 204-6.

84 See John Brough, The Gandhari Dhammapada (Delhi: Motilal Banarsidass
Publishers, 2001).
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India ‘makes no cultural sense in this world’,®> amounts to ‘a non-
history’ prior to the colonial impact in the nineteenth century?® or
requires demoting premodern Indian translation to transcreation.?’
In contrast, it could be argued that the classical Indian intertextual
processes fall well within the bounds of the etymological configuration
of the classical Latin notions of translatio (carrying across), transferre
(transfer), and vertere (turning) of a text,’® whereby the European
metaphor of semantic movement is echoed in the Indian images of
verbal repetition. Among contemporary Indian academics, there are
therefore some who have consistently employed the term translation
for the premodern period also.®

Counterintuitively, the classical translational practices of anuvada
(paraphrase), varnaka (retelling), and chdya (shadow) have not
abated in modern India and exist side by side with the new forms of
interlingual translation that became commonplace in British colonial
India. By the nineteenth century, numerous translations of European
and non-European works were produced in all Indian languages and

85 Pollock, The Language of the Gods, pp. 344-45.

86 Harish Trivedi, ‘In Our Own Time, on Our Own Terms: “Translation” in India’,
in Translating Others, ed. by Theo Hermans, 2 vols (New York: Routledge,
2014), I, pp. 102-19 (p. 103), and ‘Translation in India: A Curious History’,
in The Book Review (New Delhi), 42.2 (2018). For Trivedi’s earlier notion
of an ‘older pre-colonial translational practice in India’, cf. Susan Bassnett
and Harish Trivedi, ‘Introduction: Of Colonies, cannibals and vernaculars’,
in Post-Colonial Translation: Theory and Practice, ed. by Susan Bassnett and
Harish Trivedi (London: Routledge, 1999), pp. 1-18 (p. 10). For an extended
critique of Trivedi’s view, see Francesca Orsini, ‘Poetic Traffic in a Multilingual
Literary Culture: Equivalence, Parallel Aesthetics, and Language-Stretching
in North India’, in Prismatic Translation, ed. by Matthew Reynolds (Oxford:
Legenda, 2019), pp. 51-71.

87 For the proposition of the theoretical term ‘transcreation’, see P. Lal,
Transcreation: Two Essays (Kolkata: Writers Workshop, 1972).

88 On the common senses of the English word translation and the term’s
etymological Latin metaphors, see Matthew Reynolds, The Poetry of
Translation: From Chaucer & Petrarch to Homer & Logue (Oxford: Oxford
University Press, 2011), pp.3-11. Also, see Samuel Johnson’s traditional
definition of translation as ‘the act of turning into another language’, in A
Dictionary of the English Language, 2 vols (London: Knapton, Longman, Hitch,
Hawes, Millar, & Dodsley, 1755), II, p. 2086.

89 For instance, Ganesh N. Devy, In Another Tongue: Essays on Indian English
Literature (Frankfurt am Main: Peter Lang, 1993), pp. 117-18, and T. Vijay
Kumar, ‘Translation as Negotiation: The Making of Telugu Language and
Literature’, in History of Translation in India, ed. by Tariq Khan et al. (Mysuru:
National Translation Mission, Central Institute of Indian Languages, 2017),
pp. 13-32 (p. 19).
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copious translations between the different Indian regional languages
themselves began to flourish across the continent initiating the era
of modern translational practices alongside scholarly methods of
philology.%

Post-independence India has become home to new sophisticated
paradigms of semantic equivalence, fusing traditional forms of
linguistic sciences with modern forms of vernacular textualities.
Innovative efforts to produce modern literal translations of classical
Indian works have drawn on indigenous reading practices to balance
the subjectivity of translation with the objectivity of grammatical
scrutiny. It suffices to mention the large body of work by the
contemporary Rajasthani scholar Kamal Chand Sogani employing
what is known as the samjhane ki Sogani paddhati (873 &t Grmoft ugafa
Sogani Comprehension Method) of vyakarnatmak anuvad (SaevcAs
37a1¢ grammatical translation).”

It is in this ambience that the modern Hindi concept of anuvad
(translation) was coined and persists as a household term into the
twentieth and twenty-first centuries in the complex literary landscape
of India, and it is in this sense that the Indian translations of Jane Eyre
are referred to as anuvad (translations).*

90 For the emergence of modern translation practices in colonial India, see,
e.g., the study of Odia translation in nineteenth-century Orissa by Ramesh
C. Malik and Panchanan Mohanty, ‘History of Odia Translations (1803-1936):
A Bottom-up Approach’, in History of Translation in India, ed. by Tariq
Khan et al. (Mysuru: National Translation Mission, Central Institute of
Indian Languages, 2017), pp. 33-100, and the study of Marathi translation
in nineteenth-century Maharashtra by Maya Pandit, ‘History of Translation
Culture in Nineteenth Century Maharashtra: An Exercise in Colonial Cultural
Politics’, in History of Translation in India, ed. by Tariq Khan et al. (Mysuru:
National Translation Mission, Central Institute of Indian Languages, 2017),
Pp. 135-59. For a theoretical discussion of translation in India with a focus
on Bengali literature, see Sukanta Chaudhuri, Translation and Understanding
(New Delhi: Oxford University Press, 1999).

91 See, for example, Kamal Cand Sogani and Sakuntala Jain, Acarya Kundkund-
racit Samayasar, 5 vols. (Jaipur: Apabhrams$a Sahitya Akadami, 2015-2016).
This translation into Hindi of Kundakunda’s Prakrit work Samayasara, dated
to the early first millennium, parses with precision the entire work through
a vyakarnik vislesan (@t faseiwor grammatical analysis), transforms
the meter into prose through the method of anvay (33 reiteration), and
creates an exact translation relying on an approach of vyakarnatmak anuvad
(cTTeRuTIcHeh 31gdTE grammatical translation).

92 Anuvadis the most common word for translation in the many different Indian
regional languages. The writing of the Hindi word is identical to its Sanskrit
ancestor in the Devanagari script. Other Indian words for translation include,
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The below examination of the numerous anuvad (translations)
of Jane Eyre into Indian bhasa (1 vernaculars) accordingly reveals
a plethora of underground renditions of the literary work that
stubbornly resist the superimposition of academic universalising
definitions onto their proliferating praxis. The publications will
be reviewed in chronological order in terms of their geographical,
linguistic, and bibliographical distinctions. Through considering
their varying length and degree of abridgement, through identifying
their paratextual self-proclamations as translations or other textual
forms, and through unpacking their modes of acknowledgement of
the original novel and its author, it is hoped to reach a conclusion as to
their translational status.

Following the period of the six decades of Indian Jane Eyre
adaptations bracketed by the appearance of the Bengali novel Sarla in
1914 and the release of the Telugu film Santi Nilayam in 1972, the late
1970s witnessed the dawn of the era of Indian Jane Eyre translations.
Only a single translation into Tamil had been produced earlier in
the 1950s. To date, at least nineteen translations of Jane Eyre into
nine South Asian languages have been published throughout India,
Bangladesh, and Nepal: Tamil (1953), Bengali (1977, 1990, 1991, 2006,
2010, 2011, 2018, 2019), Punjabi (1981), Malayalam (1983, 2020),
Gujarati (1993, 2009), Nepali (1997), Assamese (1999, 2014), Hindi
(2002), and Kannada (2014).

The very first translation of jane Eyre into an Indian language
was published in 1953 by the Tirunelvélit Tennintiya Caiva-
cittanta Nurpatippuk Kalakam (&)(H61mevGeusilg Glgetresilmbaiw
FUFASHTHS HTHUSILILE &Wpsd The South India Saiva
Siddhanta Publishing Society of Tirunelveli) in the South Indian city of
Tirunelveli, Tamil Nadu. It is a translation into Tamil language bearing
the title Jen Ayar (G661 wij Jane Eyre). The translator is given as
Kacinata Pillai Appatturai (&mprg UleiTenem LILITSGI6D,
1907-1989). The book consists of 110 pages. A slightly enlarged
reprint in 143 pages was brought out under the title Jén Ayar: Ulakap
pukal perra naval (Gg265T SWj: 2 6v&L1 LIS GlLIHM HTeusv Jane
Eyre: A World-Renowned Novel) in 2003 by the publishing house
Carata Manikkam Patippakam (FTysT oMeosfl& &b LISILILISGID) in

inter alia, Hindi rapantar ($4icd?), bhasantar (W¥id?), svakaran (&), Urdu
tarjuma (.~7), Tamil molipeyarppu (QomAGLwFLiL), and Malayalam
vivarttanam (Qlidommo).
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Chennai, Tamil Nadu. The translator’s name is given in the reprint as
Ka Appatturaiyar (&M |ULITSHGI6® TWIT).

The second translation was issued in 1977 in Dhaka, Bangladesh, by
the publishing house Muktadhara (&), Entitled Jen Ayar (Ca Q=<
Jane Eyre), it was translated into Bengali by Suraiya Akhtar Begam
(SR WS @) in merely 43 pages.®

The third translation appeared four years later in 1981. It was
rendered into the Punjabi language in the North-Western Indian state
of Punjab under the title Sarvetam visva marit Jen Air (73=3W fene
HTfd3 7& m1fed The World-Renowned Jane Eyre) and was printed in 2000
copies by the Bhasa Vibhag (3w feswar Language Department) in the
city of Patiala, Punjab. The book’s front matter lists Charlotte Bronté
as the miul lekhak (4% ud original author) and the anuvadak (Was=a
translator) as Kesar Singh Uberai (a7g fiw €39fe, 1911-1994), who
was a university professor. The precise number of pages of the slim
volume is not known.*

In 1983, a translation into Malayalam was published in the South
Indian state of Kerala under the title Sarlarr Bronti: Jeyn Eyar (a#0deIQ
e@enIoems] om0 o)A@ Charlotte Bronté: Jane Eyre). The volume
was published by Di Si Buks (al il eniyesgrv D. C. Books) in the city
of Kottayam. The front matter characterises it as a punardakhyanam
(aymooaumo retelling) that was made by Yogacarya En Govindan
Nayar (@ot22100 ag)ad enonilzad mo@). The book consists of 151
pages. The latest fourth reprint was published in 2015 by the same
press.

Another translation into Bengali language was published in 1990,
again released by Muktadhara in Dhaka, Bangladesh. It is entitled Jen
Ayar (o4 99K Jane Eyre). The book cover states that the version is
samksepit o ripantarit (FCFS @ FEfTe abridged and transformed).
The descriptive term samksepit (abridged) can etymologically be
broken down into sam (31 altogether) and ksepit (5% contracted).

93 The Bengali language is used in Bangladesh as well as in the Indian state of
Western Bengal, the capital of which is Kolkata, formerly known as Calcutta.
It is remarkable that the majority of Jane Eyre translations have appeared in
the Bengal region, which coincides with the fact that the very first literary
adaptation of Jane Eyre from 1914 likewise appeared in Calcutta, Bengal.
During colonial times, Calcutta was the cultural and maritime epicentre for
British rule.

94 The authors wish to thank Prof. Ronki Ram, the University of Panjab, and Prof.
Kuldip Singh, Punjabi University Patiala, for their assistance with obtaining
the bibliographical information of the Punjabi translation.
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The word ripantarit is an adjectival form of the noun rapantar (F918<
rendition). Moreover, the cover states that the book was created by
Kabir Caudhuri (¥ (5igd, 1923-2011), an award-winning Bangladeshi
writer and translator. The volume consists of 50 pages.

A different translation into Bengali was published in Kolkata, India,
in 1991 by the publishing house Dev Sahitya Kutir Praibhet Limited
(=3 Mif2es FHIR &fEres HNCEe). It is entitled Jen Ayar (Co= @RI Jane Eyre)
and was translated by Sudhindranath Raha (J&&=2 A1, 1897-1986). It
has 88 pages.

The first translation into Gujarati was issued in the West Indian state
of Gujarat in 1993 by the publishing house Navbharat Sahitya Mandir
(etiRd A’ ¥[€R) in the city of Ahmedabad. The book is entitled Sarlot
Bronte krt Jen Eyar (udl2 ¢li-2 sd %+ 3142 Jane Eyre written by Charlotte
Bronté), while the front matter adds the English title Jane Eyre (Novel)
by: Charlotte Bronte. It was translated by Hansa SI. Patel (¢ail 2il. u2d).
It is notable that the book cover names Patel as the anu., which stands
for anuvadak (-dles translator), while the front matter mentions her
as the bhavanuvadak (cudi-icles gist translator). Additionally, the front
matter informs in English that the book was translated by Patel and
that the mul lekhika (4 afiist original authoress) is Sarlot Bronte (2udle
oll42 Charlotte Bronté). The volume consists of 210 pages. This highly
abbreviated Gujarati translation in conjunction with the complete
Hindi (2002) and Kannada (2014) translations will be critical to the
subsequent synoptic assessment of literalness and abridgement in the
Indian reception of Jane Eyre.

A translation into Nepali was made by Sairu Rai in 1997, as can
be determined from its citation in an article by the Indian literary
historian Sudesh Manger.%

In 1999, a translation into Assamese was published in the city of
Guwahati, Assam, in North-Eastern India by the publishing house
Purbafical Prakas (s<i«€gvs1 &11). The volume is entitled Jen Ayar (ce=
™IS Jane Eyre) and was translated by Subhadra Baruwa (Joar 3%<1).
It has 151 pages.

In the year 2002, the first-ever translation into Hindi appeared. It
was published by Rajkamal Prakasan Praivet Limited (ISTeAe Yarie™

95 See Sudesh Manger, ‘History of English Translations and Its Influence on
Nepali Literature’, in History of Translation in India, ed. by Tariq Khan et al.
(Mysuru: National Translation Mission, Central Institute of Indian Languages,
2017), pp. 371-412 (p. 391). For further bibliographical detail of the Nepali
translation, see the List of Translations at the end of this book.
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qrsde feifeg) in New Delhi and is entitled Jen Ayar (S9 3RR Jane Eyre)
with added mention of the author Sarlot Bronte (3<ite §i=¢ Charlotte
Bronté). The front matter repeats the title and adds in parenthesis the
word upanyas (3u=a1d novel). Translated by Vidya Sinha (fagar f&=en),
who is characterised in the front matter as the anuvadika (3ariea
female translator), it consists of 472 pages and was printed in 450
copies. Remarkably, this publication constitutes a fully unabridged
and literal translation of the English novel. Only two other Indian
publications can claim such status.

Another translation into Bengali was published in 2006 by the
publishing house Seba Prakasani (i€ @<= in Dhaka, Bangladesh.
The book is entitled Kisor klasik: Jen Ayar, Litl Uimen, Bhyaniti Pheyar
(e Five (om @R fobe $30w eniffG GFaw Teenager Classics: Jane
Eyre, Little Women, Vanity Fair). The book cover states that it is a
ripantar (F19< rendition) and that it was translated by Kaji Sahnar
Hosen (SIS *I1%5a 2T3). On page five of the book, Sarlat Branti (<15
&5 Charlotte Bronté) features as the author. The Jane Eyre portion of
the book is found on pages 5-83. The literary term riaipantar generally
means translation and is likely to be taken as such by the Bengali
reader. However, here it could have a narrower etymological sense of
remaking a text into antar (%83 another) rip (&% form), hinting at a
textual practice other than literal translation.

In 2009, a second translation into Gujarati was brought out by
Balvinod Prakasan (cuc(d-le ustel-), a publishing house for children’s
books in Ahmedabad, Gujarat. The book is a compilation of Oliver
Goldsmith’s eighteenth-century novel The Vicar of Wakefield and
Charlotte Bronté’s jane Eyre. Entitled Vetkphildano bhalo padrt,
Bicart Anath Chokart (dgsgles-l aell weRl, (GuRl s ©isA The Vicar
of Wakefield, The Poor Orphan Girl), it preserves the original title of
Goldsmith’s novel in translation, while it modifies the title Jane Eyre
into The Poor Orphan Girl. The book cover adds the English subtitle Jane
Eyre: By Charlotte Bronte, announces that it is a samksipt bhavanuvad
(Rif8ne cuai-ate abridged gist translation), and informs the reader that

96 Sinha (b. 1935) grew up in Motihari, Bihar, and obtained her Ph.D. degree in
English literature from Lalit Narayan Mithila University in Darbhanga, Bihar,
in 1962. She has been involved in social service for women and children and
has worked professionally at various educational institutions. In 1995, she
was bestowed the National Teacher Award by the Government of India for
her dedicated service in the field of women’s education. She is the author of
several short stories and poems published in a number of magazines.
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it was translated by Manasukh Kakadiya (+-2{u sts(S41). The combined
volume consists of 248 pages.

In 2010, a fifth translation into Bengali was released by Pafijerl
Pablikeans (sfit@geial K@= Panjeri Publications) in Dhaka,
Bangladesh. The book is entitled Sarlat Branti: Jen Ayar (<15 f&% o=
9K Charlotte Bronté: Jane Eyre) and was published in the series
Pafijeri Sacitra Kisor Klasik Sirij (sit«gear %fow e ifsiss s Panjeri
MNlustrated Teenage Classics Series). The book cover defines the book
as a ripantar (F1" rendition) made by Dhrub Nil (&3 =), a writer
of numerous children’s books. It consists of 168 pages and contains
hand-drawn illustrations.

A sixth translation into Bengali was made in 2011 by the publishing
house Phrends Buk Karnar (&3 3¢ 3@ Friends Book Corner) in
Dhaka, Bangladesh, under the title Sarlat Branti: Jen Ayar (== &%
(e &M Charlotte Bronté: Jane Eyre). The cover states that the anubad
(S/9_m translation)?”” was made by Khurram Hosahin (33a% 257125). The
volume amounts to 138 pages.

The year 2014 saw the release of the sole translation of Jane Eyre
into Kannada to date. It was published by Téju Pablikésans (3¢z
az;)o@ea’squéju Publications) in Bengaluru, Karnataka, and is entitled
Jéen Air (2¥%¢x® »O° Jane Eyre). The book cover states that the miila
(2o original) was composed by Salet Branti (Zoe3¢5 2590€3 Charlotte
Bronté) and that it is a Kannadakke anuvada (33733 e93>e%a Kannada
translation) made by Syamala Madhava (Foem @933:).* The front
matter gives the English title Jane Eyre (Charlotte Bronte’s English
Novel) and specifies in Kannada Inglis mila: Salat Branti (30N 3o
o0& 252083 English Original: Charlotte Bronté). It consists of 488 pages
and was printed in 1000 copies. This literal translation of Jane Eyre is
fully unabridged and is the second Indian publication of such status.

97 The Bengali word anubad is phonetically equivalent to Hindi anuvad.

98 The Mumbai-based Madhava (b. 1949) grew up in Mangalore, Karnataka,
where she graduated from St Agnes College. She published her first poem
at the age of eleven and went on to produce numerous stories, memoirs,
translations, poems, travelogues, and articles in different magazines
and journals. This award-winning translator served as the president of
Srijan (Excellent Persons), a forum for women writers in Mumbai. She has
distinguished herself through translations into Kannada of Rafia Manzurul
Amin’s Urdu novel Alampanah (1994), Margaret Mitchell’s English novel Gone
with the Wind (2004), Mary Shelley’s English novel Frankenstein (2007), and S.
V. Raju’s English biography M. R. Pai: The Story of an Uncommon Man (2013).
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In 2014, a second translation into Assamese appeared. The book is
published by Saraighat Prakasan (*)I2€I5 &) in Guwahati, Assam,
and bears the title Jen Eyar (&= @< Jane Eyre) and the subtitle Sharlat
Brantir Jen Eyar’ra anubad (31515 i ‘(o @'Y 9@ Translation of
Charlotte Bronté’s Jane Eyre). The book, which is the second edition, was
published in the series Kaljayi Sahitya (et sifzes Timeless Literature).
It was translated by Junu Mahanta (g ¥=8) and has 147 pages.

The seventh translation into Bengali was brought out in 2018 by
the publishing house Bisbhasahitya Bhaban (Re=ifzes <) in Dhaka,
Bangladesh. It is entitled Sarlat Brantir pathaknandit o Silpottirna
upanyds: Jen Ayar (<& afoa siiSdive @ Rigrese S (oW aRe
Charlotte Bronté’s Delightful and Artistic Novel: Jane Eyre). The book
cover states that it is an anubad o sampadandy (S§qW 8 F¥MAR
translation and edition) and a kisor samskaran (RFt*i& 51<=%4 version
for teenagers) created by Muhah Jakir Hosen (3% @if$ @0om). It
consists of 144 pages.

An eighth translation into Bengali appeared the following year in
2019, published by Uttaran (3ee<¢) in Dhaka, Bangladesh. The title is
Jen Ayar (¢e &= Jane Eyre). The cover states that it is a bhasantar
(Sr1e4 translation) made by Saleha Caudhuri (37tsat (5181 and that the
mal (3 original) is by Sarlat Branti (<1 &% Charlotte Bronté). It has
128 pages.

Finally, in 2020 there appeared a second translation into Malayalam
language by Saikatam Buks (&eaue:mo eniissogv Saikatham Books)
in the South Indian city of Kothamangalam, Kerala. The Malayalam
title of the translation is Jeyn Eyr (622@)0d og)@a Jane Eyre) with the
added English subtitle Jane Eyre: Charlotte Bronté. The back cover
states that it is a vivarttanam (allaidommo translation) created by
Sara Dipa Ceriyan (o0 Gla! ©a10l@oad). It consists of 304 pages. Its
voluminous size suggests that the translation might be unabridged
and literal, perhaps constituting the third publication of that nature.
The Malayalam term vivarttanam is etymologically derived from
Sanskrit vivartana (ffad= turning) and is cognate with the Latin vertere
(turning), which when speaking of translation evokes an image of
turning a text from one language into another.

From the above treatment of the nineteen South Asian jane Eyre
renderings, it transpires that modern Indian languages employ a wide
array of literary terms to denote the creators of textual transference
and their activities. Whereas the literary and cinematographic
adaptations of Jane Eyre do not in any way acknowledge their debt
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to Charlotte Bronté and accordingly leave out any technical term
to identify themselves as reworkings of the novel, the translations
invoke the name of the English writer, provide the original title of
the novel, and explicitly characterise themselves using labels that
describe translational forms that signify their makers as translators
and their literary products as translations. These important
classificatory markers allow for a theoretical reflection on translation
as fundamentally characterised by exhibiting semiotic signs of textual
transference, which sets it apart from adaptation, and will open
onto the ensuing discussion of what distinguishes translation from
adaptation and abridgement.

The designation used most frequently for the makers of the Jane Eyre
translations is the term anuvadak (translator) employed in the abridged
translations into Punjabi (1981) and Gujarati (1993). The gender-specific
anuvadika (female translator) appears but once in the unabridged and
literal translation into Hindi (2002), even though many of the nineteen
Jane Eyre translators are women. Finally, a unique Indian appellative
bhavanuvadak (gist translator) surfaces in the context of the abridged
Gujarati translation (1993) and notably it appears in an abstract form as
bhavanuvad (gist translation) in the other abridged Gujarati translation
(2009). The two Gujarati translations are the only cases where the
notion of bhav (e gist) is stressed. Literally, the word bhav carries the
sense of gist, or main idea, i.e., it denotes the quintessence or general
meaning of a work. Additionally, the word bhav may in some contexts
carry the sense of emotion, particularly a poetic sentiment, which
could be taken as expressing the general spirit of a work. To capture
this semantic range, the term bhav shall here be rendered into English
as ‘gist’ understood in the sense of general contents. The compound
form bhavanuvad (gist translation) can then be broken down into the
two constituent parts bhav (gist) and anuvad (translation). At times,
it has been rendered into English as free translation although more
precisely it denotes a gist translation in the sense that the translation
attempts to convey only the main drift, including the overall emotional
sentiment, of the source text. In this sense, it is in opposition to the
Hindi term sabdik anuvad (2nfsss 3arg literal translation) connoting an
unabridged anuvad (translation) of each sabd (55§ word).

More broadly, the term bhavanuvad (gist translation) has especially
been used by contemporary Gujarati Jain scholars for their free
translations of classical Prakrit and Sanskrit texts into modern Gujarati,
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Hindi, or English languages.®® Appropriately, the objective of the
bhavanuvadak (gist translator) is not to create an exhaustive semantic
anuvad (translation) of the individual sabd (words) but to encapsulate
the bhav (gist, sentiment) behind the textual passages without
changing the storyline, as it is done in an anurtipan (adaptation). In
this sense, bhavanuvad could be taken as an overall Indian term for
abridged translation.

Nevertheless, perhaps the most intriguing aspect of the Indian
translational nomenclature is the insistence on assigning the
Hindi, Bengali, Assamese, Kannada, and Malayalam translations
with the respective standard terms anuvad (translation), anubad
(translation) or bhasantar (translation), anuvada (translation), and
vivarttanam (translation), applied to both unabridged as well as
abridged publications. At the same time, not all the abridged Jane
Eyre translations label themselves in such definite terms. The 1983
abridged Malayalam translation of Jane Eyre characterises itself as a
punarakhyanam (retelling), whose morphemes punar (o13m@ again)
and akhyanam (@eumo telling) echo the medieval South Indian poet
Pampa’s description of his own abridged Mahabharata poem in the Old
Kannada language as a varnaka (retelling) of the larger Sanskrit source
text. By the same token, some of the Bengali abridged translations label
themselves as riipantar (rendition) and not as anubdad (translation),
as it is the case with the Bengali publications implicitly intended
for teenage readers (1990, 2010, 2019) or specified as such with the
phrases kisor klasik (teenager classic) and kaisor samskaran (version
for teenagers) in three other Bengali editions (2006, 2010, 2018).

Overall, when considering the nineteen Indian jane Eyre
translations, the basic distinction underlying the principle of
equivalence is between sanksipt (Sféca abridged) and asanksipt
(3rfared unabridged). Although only two publications (Bengali 1990,
Gujarati 2009) make explicit use of the technical term sanksipt or
samksepit (abridged), the textual analysis as well as the condensed
volume size of fourteen other publications (Tamil 1953, Bengali 1977,
1991, 2006, 2010, 2011, 2018, 2019, Punjabi 1981, Malayalam 1983,
Gujarati 1993, Nepali 1997, Assamese 1999, 2014) corroborate that

99 See, for instance, the Prakrit canonical work with bhavanuvad translations
into Hindi and English by Amarmuni, Sricand Surana, and Rajkumar Jain,
Sacitra Antakrddasa sutra: mul path, Hindi-Angrejt bhavanuvad tatha vivecan
sahit (visos parisista, Antakrddasa mahima) (Delhi: Padma Prakasan, 1999).
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they too must be considered sarksipt (abridged) in contrast to the 918
pages found in the first edition of Bronté’s English novel from 1847, or
the 400 to 600 pages typical of modern English editions. The remaining
three literal translations (Hindi 2002, Kannada 2014, Malayalam 2020)
must conversely be defined as asanksipt (unabridged), a term whose
individual morphemes mean a (31 not), sam (& altogether), and ksipt
(fared contracted).

Onthewhole,inview ofthe factthatthe Indian Jane Eyretranslations
consistently acknowledge their reliance on Charlotte Bronté’s novel
and that nine of the nineteen publications, including both abridged
and unabridged versions, explicitly declare themselves as anuvad
(translation) through some form of translational nomenclature, such
as rupantar (rendition), it must be concluded that the totality of the
nineteen Jane Eyre publications in Indian bhasa (vernaculars), in spite
of their varying forms and degrees of equivalence, uniformly are to
be considered translations in the broad sense of the English term
denoting textual transference. Ergo, they are all translations.

At the same time, the limitation dictated by the provision of
Jakobsonian semantic equivalence makes it impossible to include
the full range of these Indian adaptational and translational forms
under the English notion of translation and to appreciate these
renderings on their own terms. To encompass and study the full range
of Indian Jane Eyre renditions, it is necessary to put forth a new and
more inclusive theoretical elucidation of the term translation. Such
broadened principles shall here be rooted in India’s own literary
terminology, formal analysis, conceptual history, and philosophy.
The proposed theory has to step away from the pitfalls of semantic
equivalence and be sufficiently non-hierarchical to acknowledge the
actual praxis of adaptation and translation on the subcontinent. It
must stretch the Jakobsonian notion to encompass both premodern
and modern, classical and non-classical, as well as theoretical and
practical manifestations of Indian literary practices. Furthermore, the
ramifications of the definition must make it possible to apply the term
in the interpretation of actual literary texts. The proposed definition
is thus:

An anurtpan (377840 adaptation) or anuvad (371 translation) is a parinamt

paryay (aRumt 9atg transformed modality) derived from the dravya (s

substance) of a srot path (iadts source text) through dravyarthik samtulyata
(geanfder Fmgeadr substantive equivalence) in a kathatmik vyakhya (enfcas
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=@ narrative interpretation) instantiating a sahityik prakar (Sfefcaes @R
literary type).

Without the use of the technical literary terms in Hindi, the proposed
definition is:

An adaptation or translation is a transformed modality derived from the
substance of a source text through substantive equivalence in a narrative
interpretation instantiating a literary type.

The proffered definition juxtaposes and puts on equal footing what
are normally regarded as two distinct literary forms, anuriapan
(adaptation) and anuvad (translation). The postulated correspondence
between the two is a consequence of broadening anuvad (translation)
to include forms of non-semantic equivalence. Nevertheless, the
differentiation between the two terms is maintained in order to uphold
anarrative criterion, whereby anuriipan (adaptation) is understood as
involving changes to the overall storyline and setting whereas anuvad
(translation) does not.

Both anuriipan (adaptation) and anuvad (translation) are in the
proposed definition philosophically characterised as parinaml paryay
(transformed modality) entailing an evolution of a dravya (substance).
In Indian philosophy, the ancient Sanskrit concept of parinama (aRoms
transformation), in Hindi romanized as parinam, is an ontological
position linked with a processual view of causation, according to
which causes evolve into effects that inhere in their causes. The causes
and effects are all parydy (@@ modalities) existing as individual
states within the single continuum of a given entity. The continuum
is a dravya (substance) being an abstract form that permeates all its
paryay (modalities) from the first cause to any subsequent effect.

The traditional exemplifications for this ontological principle
presented in the classical Indian sources are the element of jal (St
water) and kanak (%% gold). The dravya (substance) jal (water) is
said to exist in different paryay (modalities) of liquid, ice, and vapour,
which are parinam (transformations) of the same dravya (substance)
sharing a quality of jaltva (Sii@ waterness). Similarly, the dravya
(substance) kanak (gold) exists in different paryay (modalities) of
gold ore, unwrought purified gold, and gold jewellery, which are
parinam (transformations) sharing a characteristic of kanaktva
(&eca goldness). Significantly, none of these paryay (modalities) is
more important or original than the other, each being just a mere
instantiation of the same underlying dravya (substance).
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When applied to translation theory, the ontological principles of
(1) parinam (transformation), (2) paryay (modalities), and (3) dravya
(substance) respectively correspond to (1) the creative process, (2) the
limitless versions of source texts, adaptations, and translations, and
(3) the shared literary type. In the case at hand, the dravya (substance)
Jane Eyre can be said to exist in different parydy (modalities) of the
source text, adaptations, and translations, which all are parinam
(transformations) sharing a quality of janeeyreness. None of these
paryay (modalities) is more important or original than the other, each
being a mere instantiation.

The dravya (substance) Jane Eyre then signifies an abstraction
of the literary text as a prototype or archetype. The prototype is a
sahityik prakar (literary type), which incorporates within it all the
concrete instances of the novel. Notably, the substance is not limited
to the source text, which means that the prototype or hypotext for
a given translation is not necessarily confined to the work in the
original language. Rather, the abstract substance is augmented by
each new instance. This may be seen in the way in which the Indian
cinematographic adaptations of Jane Eyre display a clear progressive
development of certain elements of the story over the course of the
individual adaptations. The later adaptations simulate not only
Bronté’s original work but also the earlier Indian film adaptations. For
instance, the 1969 Telugu thriller Ardharatri bears more resemblance
to the preceding Indian film adaptations than it does to Bronté’s novel.
The process of augmentation of the substance may be seen in the
way in which a given translation may bear close resemblance to the
style of earlier translations of the work and, in such a case, exhibits
equivalence with its source text in the original English language as
well as with certain earlier translations in the target language.

Janeeyreness is the quality that identifies a given text as belonging
to a prototype, consisting in the elements of the text that exhibit
comparative equivalence to that type. In the case of the Indian Jane
Eyre adaptations, these elements are primarily the repeated motifs
of the orphan girl, the romantic relationship with the estate owner,
his hidden mad wife, and the portentous fire, which, as points of
typological similitude, provide the reader or viewer with a recognition
of the literary type in the given textual or filmic instance.

The concept of samtulyatd (equivalence) can consequently be
broadened to include the new notion of dravyarthik samtulyata
(substantive equivalence) encompassing but not limited to sabdarthik
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samtulyata (Mg gedar semantic equivalence), since the different
paryay (modalities) are considered equal in the common dravya
(substance) as a shared sahityik prakar (literary type). Each paryay
(modality) is different through its parinami (transformed) kathatmik
vyakhya (narrative interpretation) into, for example, an adapted
screenplay or a rendition for teenagers. Each parydy remains a
unique instantiation of the dravya (substance) Jane Eyre as the sahityik
prakar (literary type) of janeeyreness. In modern literary discourse,
the polarity between dravya (substance) and paryay (modality) is
reminiscent of the differentiation between the singular work (French
oeuvre) and the pluralised texts (French texte) introduced by the
literary critic Roland Barthes.1%

In the classical Indian context, this polarity harks back to the Indian
notion of naya (@ perspective), which opens the door to a new literary
dialectical hermeneutic, which could be termed anuvadik nayavad
(3atféss 7@arg translational perspectivism).’® The hermeneutic of
translational perspectivism entails bifurcated aspects of a dravyarthik
naya (@& T substantive perspective) and a paryayarthik
naya (qatande 79 modal perspective).®? From a dravyarthik naya
(substantive perspective) there is an emphasis on sameness and
belonging to an abstract literary type. Oppositely, from a paryayarthik
naya (modal perspective) there is emphasis on difference and being
unique, resulting in a dialectic between the various instances of the
dravya (substance).

In the former case of adopting a substantive perspective, there is
a sense of continuity, as when viewing Jane Eyre as a singular literary
work across all its many different textual instantiations in both the
source and targetlanguages. This would include the various editions and
reprints of the English text, the literal translations into other languages,

100 Roland Barthes, ‘From Work to Text’, in The Rustle of Language, trans. by
Richard Howard (New York: Hill and Wang, 1986), pp. 56-64.

101 The proposed theoretical term perspectivism creates an intercultural parallel
to the philosophy of perspectivism in the European continental tradition
associated especially with the thought of the German mathematician Gottfried
Wilhelm Leibniz (1646-1716).

102 On the Indian distinction between substantive and modal perspectives,
see the eleventh-century Indian philosophical treatise Alapapaddhati
by the Jain author Devasena, siitra no. 40, Sanskrit edition by Mukhtar
Ratancand Jain, Srimaddevasendcaryaviracita Alapapaddhati aparanama
dravyanuyogapravesika (Saharanpur, Uttar Pradesh: Pracin Ars Granthayatan,
1940; reprint 2003, pp. 8-10.
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as well as other forms of reworking the text that are semantically more
divergent, as seen with the abridged versions and gist translations.
It would also include the more creative adaptations of Jane Eyre in
literature, film, or other media, such as illustrated comic books. All these
versions can then be considered multifarious instances of the same
underlying literary work in the abstract sense of a substance, given that
they all share certain defining characteristics of janeeyreness, i.e., they
are recognizable as individual forms of that literary type.

In the latter case of adopting a modal perspective, the accentuation
shifts from viewing sameness to perceiving the individual differences
between one instantiation and the next in a non-hierarchical sense,
even when a given instance exhibits little or no semantic equivalence
to its source text.

The hermeneutic of translational perspectivism has the advantage
that it allows for the continued use of the common terms adaptation,
abridgement, and translation while dispensing with any textual
hierarchy between them. All modalities of the novel in any form may
be regarded as pluralised texts that are instantiations of the same
singular literary work and each modality augments the substance
of the literary work with a new reiteration. In this view, an abridged
translation of Jane Eyre, in spite of its brevity, can rightfully be
regarded as a translation tout court, because each rendering exhibits
a unique modality of shared janeeyreness.

Bhasa in Jane Eyre: The Epiphany of
Substantive Equivalence

Although itself a classic, Jane Eyre was not written in a European classical
language such as Latin. Rather, like many other authors of the Victorian
era, Charlotte Bronté made use of a colloquial English language in a
written literary form, which is far removed from the European classical
notion of prose.l® Aptly, the Indian translations of Jane Eyre display a
comparable vernacularity that is embedded in the myriad of Indian
bhasa, a term literally meaning speech, which since the early nineteenth
century onwards has generally come to denote language in a vernacular

103 For the argument that Jane Eyre is not written in prose, see Charles Lock,
‘Why Novels Are Not Written in Prose’, Ink, 2 (Copenhagen: University of
Copenhagen, Department of English, Germanic and Romance Studies, 2010),
14-16.
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non-classical sense.'® The Indian bhasa (vernacular) of Hindustani was,
in point of fact, what Jane herself engaged in learning when presented
with the prospect of going to India in the early nineteenth century.
Globally, the nineteenth century witnessed a swell of the vernaculars
and as the tremendous wave of translational activities swept the
world, universities were propelled to establish numerous language
departments, a development also seen in India.

Correspondingly, Jane Eyre was never translated into any classical
language of India and the colloquial character of Bronté’s English is
closely reflected in the Indian translations of Jane Eyre of the twentieth
and twenty-first centuries. Bronté’s Victorian English is not readily
understandable to most Indian readers and the fact that the Indian
book market is dominated by abridged Indian versions of Jane Eyre
aimed especially at an adolescent audience confirms the complexities
that Indian school pupils face when studying the English classics of
the nineteenth century.

Fittingly, the Indian translators of Jane Eyre are mostly from an
educational background and the majority of them are women. The
translations are typically produced by retired Indian schoolteachers
and small Indian publishing houses warmly welcome new abridged
translations of any well-known English classic.'® An abridged
translation offers an easier read free from the many difficulties that
exist in accessing and comprehending all the literary, cultural, and
historical intricacies of nineteenth-century English writing, which
undoubtedly persist for the average Indian reader even when served
in a good literal translation. The abridged translations likewise have
the purpose of providing school pupils with book summaries of the
major classics. Reading Jane Eyre in a local bhasa (vernacular) makes
the novel intelligible but in a cultural frame that differs from that of
the English language.

104 For a historical overview of the term bhasa and other Indian linguistic forms
and registers of speech, see Friedlander, ‘Before Translation?’, pp. 47-49.

105 Oral information (November, 2018) obtained from the owners of the
publishing house Navbharat Sahitya Mandir in Ahmedabad, Gujarat, the
publisher of the first Gujarati abridged translation of Jane Eyre in 1993. The
same publishing house has also brought out Gujarati abridged translations
of many other English and French classics, such as Jane Austen’s Pride and
Prejudice, Mary Ann Evans’s (pen name George Eliot) Silas Marner, Victor
Hugo’s Les Miserables, Thomas Hardy’s The Mayor of Casterbridge, Charles
Dickens’s Great Expectations, Jules Verne’s Around the World in Eighty Days,
and Jonathan Swift’s Gulliver’s Travels.
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Whether abridged or literal, a translation into an Indian bhasa
(vernacular) transforms the source text in a way that empowers the
reader to create a new kathdatmik vyakhyd (narrative interpretation)
of the story within the bhasa itself. Reading a foreign classic in a
native bhasa transports the story into the richness of the bhasa’s own
language, culture, and aesthetic sense. Poetically, such transformation
can be compared to a scene early in Ar. Si. Talvar’s Jane Eyre film
adaptation Sangdil. In the act, the orphan girl Kamla and her childhood
friend Sankar go to the household nursemaid to hear a fairy tale.'% As
Kamla listens attentively to the story about a princess and a prince, the
stage instantly transforms from the outer setting of the nursemaid’s
quarters into Kamla’s inner imagination, where she places herself into
the narrative as its central female character, the princess. At this point,
the princess is attacked in her palace by an evil witch in the form
of Kamla’s strict stepmother. When she escapes up a flight of stairs
leading to the top of a tower, she calls out to her friend, the prince in
the form of Sankar, who swiftly comes to her rescue. Abandoning the
confines of the palace, the prince and princess then ride together on
his white stallion through the sky among white clouds while singing a
duet about their love far away from this stern world.'*” The refrain of
the song goes aja basa lem naya sansar (37sT 9971 & =71 §4R ‘Come, let’s
inhabit a new world!’).1®® This transfiguration from outer realism to
inner self-imagination is an apt allegory for the transformative nature
of translation, which changes the literal strictures of the source text
into a new imaginative world in the target language, augmenting the
substance of the literary work. In this vein, the transformative aspect
of the bhasa is closely linked with how the equivalence of translation
is to be understood. Jakobson’s principle of equivalence, which could
be compared to an equals sign placed between the source and target
languages in the translational equation, is semantic in nature.

106 The scene starts at minute 04:57.

107 The clouds and the landscape below could be taken as a literary allusion to
the famous lyric poem Meghadiita (The Cloud Messenger) by the classical
Sanskrit poet Kalidasa, wherein a newly-wed young god exiled to a mountain
top in central India implores a monsoon cloud drifting by to carry a deep-
felt love message to his beloved wife living in the divine city on Mt. Kailash
in northern India, describing in florid detail the varied landscapes that the
cloud must traverse on its path going north.

108 The song is entitled Dhartl se diir gore badlom ke par (¢R<ht & g¥ 7R s1ew o UR Far
from the Earth, Across the White Clouds). It was performed in the film as vocal
playback by the singers A$a Bhosle (b. 1933) and Gita Datt (1930-1972).
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However, close examination of the Indian literal translations
of Jane Eyre reveals that sameness in meaning not only tends to be
transferred interlingually from English to Indian bhasa (vernacular)
but intermittently emerges intralingually from within the linguistic
structure of the bhasa itself, because the very nature of language is
the intralingual and not interlingual generation of meaning ‘through
differences without positive terms’.}% Accordingly, words take on their
own meaning in the bhasa (vernacular) through internal semantic
contrasts rather than through semantic equivalence between the
English word and its Indian bhasda correlate. The translational equation
has dravyarthik samtulyata (substantive equivalence), encountered
oftentimes in abridged translation and adaptation. The greater
freedom of creative license afforded by abridged translation and
adaptation in recreating the original work in the bhasa (vernacular)
at times endows both with a stronger transformative power than is
usually met with in a translation that is strictly literal and espouses
semantic equivalence. On that account, the equals sign becomes the
shared dravya (substance) of the abstract literary work rather than a
reciprocal word-for-word signification.

To illustrate the unstable nature of equivalence, two sets of
synoptic parallels presented below will serve as a basis for discussing
its ramifications. To begin with, two literal bhasa translations will be
juxtaposed against the English original exemplified by three selected
passages. Thereafter, an abridged bhasa translation will be contrasted
with the same two literal bhasa translations and the English original
exemplified by two selected passages.

In the first synoptic survey, the two bhdasa translations into Hindi
(2002) and Kannada (2014) will be considered, representing a North
IndianIndo-Europeanlanguage and a South Indian Dravidianlanguage
respectively. Overall, the translational equation between the English
original Jane Eyre and the Hindi and Kannada literal translations can
be said to be predominantly of a semantic character reflected both in
the Indian bhasa (vernacular) and in the back-translations.!? A typical
example would be the faithful rendering of the following:

109 Ferdinand de Saussure, Course in General Linguistics, trans. by Wade Baskin,
3rd edn (New York: McGraw-Hill Book Company, 1959), p. 12.

110 The term back-translation means a literal re-translation of a translated
sentence back into its original language, which in the present case is the
literal re-renderings of the Hindi and Kannada translations back into English
found beneath the romanizations.
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English! Hindi''? Kannada''®

I want you to AIEM g fF AT HETEE | Jedd aes’

give up German |2 & famgearit e T | 28352283, SO TE

and learn ‘ L & e ®

Hindostanee’ maim cahta ham ki tum 39D033eF0d
jarman stkhna chor do aur zaoj;gbéeﬁ,

Hindustani bhasa sikho.

I want that you give up
learning German and
[instead] learn Hindustani
language.

ninu jarman bittubittu
hindustant kaliyabekendu
bayasuttene.

I want you to give up German
[and] learn Hindustani.

The Hindi and Kannada translations here transfer the source text into
the target languages with complete and equivalent meaning.

Among the sentences that closely reproduce the original text,
a fraction exhibits minor semantic variance, especially when the
English text uses culturally specific elements:

111 JE, Ch. 34.

112 Sinha, Jen Ayar, p. 413.
113 Madhava, Jen Air, p. 421.
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English!4 Hindi® Kannada''¢
‘And I shall see T SR & a1, A 576 o 3gim, ‘TR, D)8 Focwes’
it agair‘l.,’ hesaid |@wd SEATMFITCAE | 93D ﬁéggoimﬁ
iﬁgﬁ’l Lr;ei;eams £, i e forell g el A5 | 90730, ‘Nomdesne)
by the Ganges: Fere-frrgy 2 fomedt ool =t & rer | Sheondhasen, 3
and again in a e | & ot 1’ am@zﬂfae aNaleIn [N
Iri)f:ierxﬁzi phir jor se bole, ‘maim BONTHTY, FIINY, 0
inhem phir dekhunga, BN,

another slumber
overcomes me —
on the shore of a
darker stream!’

svapna mem, jab maim
ganga ke pas so raha
hiinga, aur phir kist sudir
ghart mem jab cir-nidra
mujhe kist andhert nadt ke

‘nanadannu punah kanuve’
avaru gattiyagi andaru,
‘gangatiradalli malagiruvaga,
matte inyavudo nadidadadalli,

pas god mem le legt.’ malagirutta, kanasinalli matte
' kanuve.’
Then he said loudly, ‘T will
see them again, in dreams,
when I will be sleeping
near the Ganga [river],
and then again in a remote
moment, when a deep
sleep will take me into [its]

lap near some dark river.’

‘T will see it again,” he said
loudly, ‘while sleeping

on the bank of the Ganga
[river], [and] then again
while sleeping on the shore
of another river, I will see it
again in [my] dreams.’

The Hindi translation displays minor semantic variance to the source
text in its slightly nondescript rendering of the English ‘on the shore
of a darker stream’ into kist andherl nadl ke pas ‘near some dark
river’, while the Kannada translation employs a less distinguished
expression inyavudo nadidadadalli ‘on the shore of another river’.
Both translations in varying degree lack the deeper connotation of
the English phrase ‘a darker stream’, which in the passage symbolises
death by implying the ancient Greek notion of the mythological river
Styx in the afterlife or the Christian trope of mythological rivers in the
underworld appearing in Dante’s Divine Comedy. The Hindi translation
manages to convey the sense of dying with its images of deep sleep
and a dark river, but does not evoke any allegorical reference to
Greek or Christian mythology. The Kannada translation, in contrast,

114 JE, Ch. 34.
115 Sinha, Jen Ayar, p. 417.
116 Madhava, Jen Air, p. 425.
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completely misses the point with its overtly general phrase ‘another
river’ and altogether fails to convey the implication of the scene where
Mr Rivers in a moment of prescience sees himself remembering the
English countryside at the future time of his death. The Kannada
rendering of the phrase is a typical example of a translation that falls
short in terms of the full semantic range of the source text due to the
fact that the indefinite expression ‘another river’ does not in any way
evoke the corresponding Indian notion of the mythic Vaitarani river,
which a deceased person in the afterlife has to cross to enter the realm
of the dead, and Indian readers unfamiliar with Greek or Christian
mythologies will therefore not perceive the allegory. Thence, although
being literal, translations of semantic equivalence regularly leave
out some of the deeper semantic connotations of the source text, as
discussed theoretically by Jakobson.!’

In contradistinction to an aim for semantic equivalence, literal
translations on occasion consciously curtail the semantic equivalence
by circumnavigating uncomfortable or controversial aspects of the
original:

117 See fn. 121.
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English!® Hindi'*® Kannada'?
‘Firm, faithful, T, TEATET 3R faeareh, d@cﬁ, &)m@ﬁos NI
and devoted, full | gy, 3eare sk TAE T W, T/ | L0RT, SNJBNG 33
ofenergy and | o o3 forg o | S 200N SRR3R
zeal, and truth, ) T QU fm AGLI0.
he labours for his |1 &, I8! oe-+7 Tl bl A | 930 BOGROZED
race; he clears & I PR ARAME | 0DRETT; 2508,
i inful way ‘ = -
ehelr PINUL WaY | e & s, enf ey | OB ofedd eIy
0 Improvement; . . >
he hews down | & 9941 I G AgT@ & Aifa | 3RBETHFLD 0H8T0GTIT.
like a giant the TR AW B drdha, nisthavanta

prejudices of
creed and caste
that encumber it.

pakka, asthavan aur
visvast, sakti, utsah aur
saccat se bhare, vah vyakti
apni jati ke lie parisram kar
raha hai, uski kast-bhart
rahom ko saph karke use
pragti ki or le ja raha hai.
raste mem anevale, dharm
aur jati ke vyavdhanom

ko vah raksas ki bhanti cir-
cur kar raha hai.

Determined, faithful and
devoted, powerful, full
of zeal and truth, that
man is doing efforts for
his caste, having cleared
his ways full of hardship,
taking him towards
improvement. Like a
demon, he is shattering
whatever comes in the
way as obstacles to religion
and caste.

samarpana bhavada,
Saktyutsahagala ata tanna
janarigagi sramisuttiddare.
avarannu sudharisalu
yatnisuttiddare; jati,
panthada bhéda bhavavannu
todeduhakalu yatnisuttiddare.

Firm, faithful, devoted, with
energy and enthusiasm, he
labours for his people. He
strives to improve them.

He strives to expunge the
discriminatory attitude of
caste and creed.

Both the Hindi and Kannada translators clearly struggle with this
passage so imbued with polemical undertones for the modern
postcolonial reader. Words ripe with controversial meanings are
either omitted or altered in the Indian bhasa (vernacular). A particular

118 JE, Ch. 38.

119 Sinha, Jen Ayar, p. 471.
120 Madhava, Jen Air, p. 480.
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exemplification is the English word ‘race’ in the expression ‘he labours
for his race’ and the word ‘caste’ in the clause ‘he hews down like a
giant the prejudices of creed and caste that encumber it.’

In the context of England in the mid-nineteenth century, by ‘race’
Bronté must surely have intended ‘mankind’ in a Christian universalist
sense, as is evident from the remainder of the sentence that qualifies
the antecedent noun ‘race’ with the clause ‘he clears their painful way
to improvement’ as well as with the agreement of the pronoun ‘it’. In
this way, when Mr Rivers as a Christian missionary is portrayed to
be working towards the moral-religious improvement of his Indian
converts, these Indian persons must be understood as included in the
labours that Mr Rivers undertakes for the sake of ‘his race’, i.e., for
the sake of mankind. It must be added that in the twenty-first century,
the English word ‘race’ no longer implies humankind in general and
primarily carries association with the issue of race theories. This latter
connotation has found its way into the modern Hindi and Kannada
languages through the English homophonous loanwords res (&) and
rés (3e=) respectively, which correctly are not employed in either
translation of the passage. Still, the Hindi translator misinterprets
‘race’ by rendering it with the unfitting word jati (caste) and the
Kannada translator chooses the word jana (people), which is closer in
meaning yet nevertheless imperfect. Neither of the two Indian words
conveys the intended English universalist sense ‘mankind’, which in
Hindi and Kannada would be manusyajati (FJsa=iid, Do) or
similar. Devoid of universality, the Hindi apni jati ke lie (for his caste)
and the Kannada tanna janarigagi (for his people) diminish the stature
of Mr Rivers and his mission by insinuating that he labours exclusively
for his own ethnic group.

By the word ‘caste’ Bronté seems to be referring primarily to the
Indian ‘caste system’ in a Hindu socio-religious sense. The word has
retained its European nineteenth-century meaning and has today
become common parlance in Indian English. The English concept
originates from the sixteenth-century Portuguese and Spanish casta
(racial lineage, ethnic descendance). There are two primary words
for the indigenous caste system in India, namely varna (caste, literally
‘colour’) and jati (birth group), dating back to ancient times and having
their own connotations different from that of the Portuguese-Spanish
word. Both the Hindi and Kannada translators accurately choose the
word jati, which is the closest to represent the English word ‘caste’.
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Remarkably, when the Hindi translator first employs the word
jati to render ‘race’ and again uses the same word jati to signify the
word ‘caste’, the circumscribed meaning of the first occurrence in
apnt jati ‘his caste’ foreshadows and thereby alters the meaning of
the second occurrence of jati, changing ‘caste’ in the general sense
of the Indian caste system to ‘his caste’. The implication of the Hindi
passage becomes that the missionary Mr Rivers is not at all concerned
with removing the social prejudices of the Hindu caste system but
rather that he like a demon shatters any obstacle to his own ethnic
kind. Though the second jati is technically equivalent to the semantic
sense of the English word ‘caste’, this intentional yet subtle shift in
meaning on the part of the Hindi translator removes the English
novel’s implied critique of the Indian caste system and shifts it onto
the British missionary, thereby circumventing a passage in the English
source text which might otherwise have seemed accusatory to the
Indian reader.

The three synoptic instances of literal bhasa translation provided
above all involve a certain dialectical oscillation between equivalence
and variance in relation to the source text. Jakobson called this
phenomenon ‘equivalence in difference’, which he exemplified with
circumlocutions in neologisms and subtle interlingual variations in
grammatical patterns.'? The case in point is that the English word ‘race’
and its decisively unequal translations into Hindi and Kannada exceed
Jakobson’s notion of semantic equivalence in difference. Per contra,
when translation instead is defined as a parinami paryay (transformed
modality), the transformative character of the translation comes to the
fore, acknowledging the many ways in which a translation can create
new meaning.

In the second synoptic survey, the West Indian Gujarati bhasa
abridged translation (1993) will be contrasted against the original Jane
Eyrein English and the same two literal bhasa translations in Hindi and
Kannada. Overall, the Gujarati abridged translation is transformative
in its substantive equivalence by radically condensing the source text,
which is a translational equation quite unlike any form of semantic
equivalence. An illustrative example is the diffused Gujarati rendering
of an English passage describing the ten-year-old Jane being sent off to
aboarding school by her heartless stepmother Mrs Reed, at which point
Jane is subjected to an interview by the intimidating school principal,

121 Jakobson, ‘On Linguistic Aspects’, p. 233.
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Mr Brocklehurst. First the full passage is given in English, Hindi, and
Kannada, whereupon the highly truncated Gujarati rendering follows:

English!? Hindi'®® Kannada'*
‘No sight so sad as |36 sterT1 SFH feT, ‘T g5 | [sentence omitted in the
that of a naughty |s=3®3@3d T HE 3R g Kannada translation]

child,” he began,
‘especially a
naughty little

girl. Do you know
where the wicked
go after death?’

T i, faRweR S 98 g5e T
BN el & TR Tar @ R WA
& 918 < el SIId 82

unhonne bolna arambh
kiya, ‘ek dust bacce ko
dekhne se bura kot aur
drsya nahim hota, viseskar
jab vah dust ek chott larkt
ho. tumhem pata hai ki
marne ke bad dust kaham
jate haim?’

He started speaking,
‘There is no worse sight
than seeing a wicked
child, especially when that
wicked one is a little girl.
Do you know where the
wicked go after death?”’

‘They go to hell;
was my ready and
orthodox answer.

FY T TR 3k e, R
Ao g
maimne turant

paramparagat uttar diya,
‘narak mem jate haim.’

I immediately replied
traditionally, ‘They go to
hell”

‘@230 J0BE BRenIET.’
ZYRTT AT, ST
SAOT BRTDBY

‘avaru narakakke hoguvaru.’

sastrabaddhavada siddha
uttara nanninda horabittu.

‘They go to hell’Thad a
readymade orthodox answer.

122 JE, Ch. 4.

123 Sinha, Jen Ayar, pp. 32-33.
124 Madhava, Jen Air, pp. 34-35.
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English Hindi Kannada

‘And what is hell? | ‘T &1 €11 872 91 Tl 61?° | ‘8 STBS0BBERd,

f}?;gou tell me ‘narak kya hota hai? bata BEFNGOIR?’
saktt ho? ‘Tnarakavendarenu,
‘What is hell? Can you helaballeya?’

tell?’

‘Can you tell what this hell
is?’

‘A pit full of fire.” | ‘3T & wq Tk &g 1’ ‘@300 NR0B.

‘agni se bhart ek khat.’ ‘adondu agnikunda.’

‘A chasm full of fire.’ ‘It is a fire pit.
‘And should you | ‘F1 GH 38 @1 A et st 9eret | “es eoNBo0wE 293y 93033
like to fall into TET AR O ETlede, ASNR?
that pit and to be ~ - L -
burning there for | Kv@tum us khat mem girna | ‘a agnikundakke biddu

ever?’

aur jalte rahna cahogt?’

‘Would you like to fall
into that chasm and keep
burning?”’

nirantara uriyuttirabeke,
ninage?’

‘Do you want to fall into that
fire pit and be burning there
forever?’

‘No, sir.’ 8, e ‘[ey IT°

‘nahim, sriman!’ ‘illa, sar.’

‘No, sir! ‘No, sir.’
‘What must you | 1 388 9 & ferq e o &t ‘ITTY, BARBRYL O
do to avoid it?’ Miey?’ SREBeD?’

‘to isse bacne ke lie tumhem
kya karna cahie?’

‘So what should you do to
avoid it?’

‘adannu tappisikollalu énu
madabeku?’

‘To avoid it, what should be
done?’
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English Hindi Kannada

I deliberated # ek &07 Frerelt T AR e S 30 BT T GVZBAT,
amomentmy | 3eq¥ 44 feam a8 snufeae s o, | ‘Zoodhmod 2D

IV M| g | wdaarponoiees
objectionable: ‘I , e 7E e 1’ ksana tadedu nanu

must keep in good
health, and not
die’

maim ek ksan soctl raht
aur phir jo uttar maimne
diya vah apattijanak tha,
‘mujhe apna svasthya
accha rakhna cahie, taki
martrm nahim.’

I kept thinking for a
moment and then the
answer I gave was
objectionable, ‘I must keep
my health good, so that I
do not die”’

uttariside, ‘sayadante olleya
arogyadindirabeku.’

Waiting for a moment, I
replied: ‘One should keep in
good health in order not to
die’
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English Hindi Kannada
‘How can you “TF AT BT TR hdl ‘u%ojg
keep in good TeRd! &7 gAY ot Bic 7= gfafe esziraer%@o@do@doé&?
younger than you | _ Kl W | BFHe dShosue &
die daily. I buried ate o & Fod T AT o — 20FLH F03NETHZYT. 2T
alittle child of | T STl qea foreht et &l 7 | Sme s @) 20503 ePy
five years old oy | rf oy g A g 31| 3B3ert 050 B
a day or two since, . .
— a good little ST, T e fawa el T | 200mFe sheaysind o,
child, whose soul |8l ST HehdTl’ w%oﬁow@ad &, BN,
is now in heaven. |«ym syasthya accha =Y @3N FRFEAT.
glls to be fealiceld banakar kaise rakh saktl | QIR 338 DOTITE ST, 3,

€ same cou ho? tumse bhi chote bacce ,
not be said of you, y ' . ?'Nj\ég ﬁb‘aéﬁ&%@%ﬁ@aﬁm.

were you to be
called hence.

pratidin marte haim. ek-do
ht din pahle maimne ek
pafic vars ke bacce ko
daphnaya tha — ek bhala
bacca jiskt atma svarg
mem calt gat. yadi tumhem
vaham se bulava a jae,

to tumhare visay mem to
bhala nahim kaha ja sakta.’

‘How can you maintain
good health? Children
even younger than you die
every day. One or two days
ago, I buried a five-year-
old child — a virtuous
child whose soul has gone
to heaven. If a call for you
comes from there, then
such good words could not
be said about you.’

‘olleya arogyadindiruvudentu?
dinavii ninagintalii eleya
makkalu sayuttiruttare. aidu
varsada putta baleyobbalannu
idiga onderadu dinagala
hindasté mannumadi bande.
olleyavalada putta hudugi;
avala atmaviga svargadallide.
Ninage kare bandude adare,
ninna bagge 1 matannu
helalagadu.’

‘What is it to be in good
health? Children younger
than you die daily. I buried

a five-year-old girl just one
or two days back. A good
little girl. Her soul is now in
heaven. If you get [such] a
call, one could not say such a
word about you.’
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English Hindi Kannada

Not being in Fahn et @ g e i e | es3S BoBodhaEy

a condition to T 98 819 & HRor A7 st g QTORRT mq@@mﬁ’
remove his doubt, | ps o s o o o8 g 2 B

T only cast my e ' = SR J0TE) evwdenncy
eyes down on T drg-a1s 00 1 3@ @i I | es BR® DENYRe HER0S,
the two large feet | ¥ 57T &1 3281 H2d GU A 316 | 3,00:5RB3R BREMHHT?
plantedonthe | of PGPTT, ORI
rug, and sighed; : o -
wishing myself far | USkT Sarikaom ko dur karne D0 RT3

enough away. ki sthiti mem nahim hone atana safisayavannu

ke karan maimne apni
ankhem nice gara dim
aur kalin par rakhe uske
do caure-caure pairom
ko dekhne lagt. usse dir
bhagne ki iccha karte hue
maimne ah bhart.

Not being in a position

to dispel his doubts, I put
my eyes down and kept
watching his two wide feet
on the carpet. Wishing

to run away from him, I
sighed.

nivarisuvudu sadhyavillavagi,
nannedurige neladalli
uralagidda a dodda
padagalanne dittisuttd,
diaravelladari hoguvudu
sadhyavadare, endasisutta
nanu nidusuyde.

Since it was not possible to
remove his doubt, looking

at his large feet resting on
the ground in front of me,
wishing to go somewhere far
away, I sighed.
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T hope that T 3 & o 7 e PER T | ‘glen S DéPATH Y
sighis from the | & fgreft & ok s ooy Swamifia BEHSROBSe
oot over | P PIEEARATTE | mondhsheh osbiate
having been TeETedTd & @ 81’ Begeen A BpeR3n
the occasion of | myjhe asa hai kiyahah | 23038970303 SBEROB
dlscomforltl to tumhare hyday se nikiThai | 23035 Qem> BOBLRES,
your excellent aur apni param upkarin ko s
, NOTOTHIRORTIES.
benefactress. kabhi dukh pahuficane ke )
lie tumhem pascattap ho ‘qdiga 1 nittusiru ninna
raha hai.’ hrdayadaladindale
1h hat this sich bandiruvudu endukolluttene.
. ope t a;t 18 s1g dc;)lmes sréstalada ninna posakige
yl;)olinel Z:lrlgpeerftigne V(:I‘ at | qhitavenisuvante nadakonda
b i ni itapi ,
causing suffering for your eg‘gi%i ;;Zlégggngelswe
excellent benefactor.’ - ’
‘Now, I think this sigh has
come out from the depth
of your heart. I think
you are repenting for the
misbehaviour to your
benefactress.’
‘Benefactress! IUHIA! JuhiiA! goft ffmelt | FpeR! DQTH WIZF Dec
benefactress!’ TR A uEi T Fed 1 98 | O30, 3=, BPeRI01HZ0.
said I inwardly: 2 =
‘they all call 7 IUhR & it IuhTA FEd & | 9o Bpexd WSedse 2303,
Mrs. Reed my T HUF TEG &, T AT | D0BORIEROT.

benefactress; if
so, a benefactress
is a disagreeable
thing.’

e T

‘upkarin! upkarin! sabht
srimati rid ko mert upkarin
kahte haim. yaht yadi
upkar hai to upkarin niscay
ht ek apriy vastu hai,’
maimne man-hi-man kaha
tha.

‘Benefactor! Benefactor!
Everyone calls Mrs. Reed
my benefactor. If this is a
benefit, then a benefactor
is certainly an unpleasant
thing,’ I said inwardly in
my mind.

posaki! ellarii mises rid rannu
nanna posakiyennuttare.
intha posaki bédave béda,
endandukonde.

Benefactress! Everyone calls
Mrs. Reed my benefactress.
I do not need such a
benefactress. So I thought.
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English Hindi Kannada

‘Do you say your | ITehel 5 g8 ST 7@, ‘RN GH | 23$n0 Togode Jexd
prayers night - AT R B TRFES BOBZLBR?” — I
and morning?’ N e <
continued my prasnakarta ne ptichna jari wa@?ﬁ BNOTEOATT.

rakha, ‘kya tum subah-sam

interrogator. rthig kartl ho? ‘belagti ratriyi ninu prarthane
prarthna kartt ho: pathisutttya?’ - nanna
The questioner continued |pariksaka munduvarisidaru.
to aSIf qu;lastlons: ,DO yo:ll ‘Do you recite your prayers in
pray In the morning an the morning and at night?’ —
evening? mvi .
y interrogator continued.
Yes, sir.’ &, ‘B°03, BTP.

‘ham, sriman.’

‘haudu, sar.’

‘Yes, sir.’ ‘Yes, sir.
‘Do you read your | ‘@1 qH STgae Ugdl €12’ ‘BN L geadn?’
hible? %yd tum baibil parhtt ho?" | baibal oduttiya?”

‘Do you read the Bible?’ ‘Do you read the Bible?’
‘Sometimes.’ Ffi-d’ ‘@@ﬁfaeﬁoé’
‘kabhi-kabht.’ ‘kelavomme.’
‘Sometimes.’ ‘Sometimes.’
‘With pleasure? | Tl §? 71 e AEfa s | ‘FodpemporeIe? e
Areyoufond of |war?’ ARSZe?’
o A3 egﬁe.
‘prasannta se? kya tumhem | ‘santosadindalé? baibal
baibil accha lagta hai?’ ninagistave?’

‘With pleasure? Do you
like the Bible?’

‘With pleasure? Do you like
the Bible?’
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I like Revelations | & fdism, S &t fva@, | Ded 3% Ca"%&)oSo@e,
and the Book S 3 ST efieT T, | 3SR, mymyedes, emed,
gigi;;e;?;ld fem oz iffe o1 g W T | 280, TORIT E0SNED,
Samuel, and Sifer $fTe ST 378 Tl €1° 93¢ I3NF,’
a little bit of

Exodus, and some
parts of Kings and
Chronicles, and
Job and Jonah’

‘mujhe rivilesan, deniyal ki
kitab, jenesis aur saimuel
thora ekjodas, king aur
kronikil ka kuch bhag tatha
job aur jona acche lagte
haim.’

‘I like Revelations, the
Book of Daniel, Genesis
and Samuel, a little bit of
Exodus, some parts from
Kings and Chronicles, as
well as Job and Jonah.’

‘rivilesans, dyaniyel, jenesis,
syamyuyel, jab, jona,

rajara vrttantagalu, ivella
nanagista.’

‘I like Revelations, Daniel,
Genesis, Samuel, Job, Jonah,
[and some] episodes of Kings
and Chronicles.’

‘And the Psalms? | “HI¢ M (Psalms)? 32 &, 3¢ | 530383 3e3eINned? 953 SN
I hope you like ff g aER FA A [RBHe?
them. ©
‘aur sam (Psalms)? asa ‘mattu kirtanegalu? avu
hai, unhem bhi tum pasand | ninage istavaste?’
kartt ho? .
‘And the Psalms? Do you like
‘And the Psalms? I hope them too?’
you like them too?’
“No, Sir. e, ‘[, I

‘nahim, sriman!’

‘No, sir!

‘illa, sar.’

‘No, sir.”
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English Hindi Kannada

‘No? Oh, shocking! | “Tel! 98 3@ &I 91d 81 3R, A7 ‘faegﬁe? @%OSJF! B aleles
I'have alittle boy, | e gler wrgehr &, gt T B1enl | 3D0HTTG 233 BBRIT;
younger than o e amr 2 gu 21 AR T I | 93AR 58 BeBrdnicd

you, who knows .

six Psalms by T & e A A AAE | 308708 303, SJE0 2,08

heart; and when
you ask him
which he would
rather have, a
gingerbread-nut
to eat, or a verse
of a Psalm to
learn, he says:
‘Oh! The verse of
a Psalm! Angels
sing Psalms;’ says
he, T wish to be a
little angel here
below;” he then
gets two nuts in
recompense for
his infant piety.’

T Haar HEH, df a8 FHm
o T 1 e daga off 9
M 8! & 5 99R B U Bler-ar
2agd ST ATBAT § 17 70T Siera-
et % 9qt a9 I & Frehere

T S g

‘nahim! bare dukh ki bat
hai. are, mera ek chota
larka hai, tumse bhi chota.
vah chah sam rate hue
hai. yadi tum usse ptichogt
ki coklet loge ya sam kit

ek kavita stkhoge, to vah
kahega ki ‘sam ki kavita.
devdut bhi sam gate hai!
maim ist sansar mem ek
chota-sa devdiit banana
cahta hum.’ apni saisav-
bhakti ke badle tab use do

coklet mil jate haim.

230230° 23E° SEF edede, yew,
FA03HeN 3e3F303 233D
22,0033, RO FeLTT, ‘!
3e8rR03 230¢a! e 3FTT
3eBrINTRY, TREITT.

D BRN0D eI D&
BZCTNDEZER.” DO
©BIJTN. [T B8 Boory,
SorH3TE3e ©9=AR JaHB
SELAMT0S BREIT.

‘qllave? ascarya! ninaginta
kiriyanada cikka
huduganiddane; avanige aru
kirtanegalu kanthapatha
agive. tinnalu ondu jifijar
bred nat beke, illa, kaliyalu
kirtaneya carana ondirale,
endu kelidare, ‘0! kirtaneya
carana! déva kinnararu
kirtanegalannu haduttare.
nanu bhamiya melina putta
kinnaranagabayasuttene.’
endu avanannuttdane. avana
mugdha magutanaveé avanige
immadi nats siguvante
maduttade.’
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‘No! That is very sad. Well,
I have a little boy, even
younger than you. He
memorised six Psalms.

If you ask him whether

he would rather have a
chocolate or learn a poem
from the Psalms, then he
replies, ‘A poem from the
Psalms. Angels too sing
the Psalms! I want to be a
little angel in this world.’
In exchange for his infant
devotion, he then gets two
chocolates.’

‘No? Surprising! There is

a little boy younger than
you. He has six psalms
memorised. If asked, do you
want a gingerbread nut to
eat or a verse of a psalm to
learn, he says ‘Oh, a verse of
the Psalms. Divine kinnaras
[celestial musicians, angels]
sing psalms. I want to be a
little kinnara on earth.” This
kind of innocent infancy gets
him two nuts.’

‘Psalms are not
interesting,’ I
remarked.

T g | 7 Gl @ran,” J
o gee fopam

‘sam parhne mem man
nahim lagta,” maimne vicar
prakat kiya.

I expressed the opinion,

‘I do not have a mind for
reading the Psalms.’

‘BeBERINL 733N
i {elal

‘kirtanegalu
asaktikaravagilla’ nanande.

‘The Psalms are not
interesting,’ I said.
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English Hindi Kannada

‘That proves you | ‘To G0 g3i1 1 7 3% & | Q@0 3RID R0
have a wicked FE SRAT R F I | 93donSe 890303, 9Ty
heart; and you o 3 g iR e ad, | 9GO B0A8R0B B0
must pray to God ) [
to change it: to TFEIY UCER BT B BT BIS-HE %50335%@0533503, S IOy
giveyouanew  |&®gdal BEOHT TR 98 BROIT
andacleanone: |, ., pramanit hua ki tum %550535&21@0&33303 Qe

to take away your dust hrday ki ho. iSvar se | 3¢:38€) 0D I23e.’

heart of stone and | 2/5F VD ; €230, @R X,

give you a heart of
flesh’

prarthna karo ki ve ise
badal dem, tumhem naya
aur svacch hrday dem,
tumhare patthar ka hrday
hatakar har-mams ka
hrday dem.’

‘This proves that you have
a wicked heart. Pray to
God that He will change it,
that He will give you a new
and clean heart, that He
will remove your heart of
stone and instead give you
a heart of flesh.’

‘ninnadu keduku

hrdayavendu idarindalé
tiliyuttade. adannu badalisi
hosatondu parisuddha
hrdayavanniyuvante, T kallu
hrdayada badalige rakta
mansada hrdayavanniyuvante
ninu dévaralli prarthisabeku.’

‘This shows that your heart
is wicked. You should pray
to God to change your heart
to a pure heart, to give [youl]
a heart of blood and flesh in
place of your heart of stone.’
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Gujarati'®

N S A A

ollseleR? Hel 25A el AHel § S+ i WL 5369, § ASl, M Uerll
UL il ¢ d ot 536, B H 58 R dHEL U Gf5alldl 2uas

© § A<, U, dril Lol H U AL WSl R dvil ollell Bugul §
a(Scolldl 241 A€l d ASHL 1A 9. d US| dAHEL ASHL GHUSR A% BB
dell WURLRAA el 20d 6. 3iH ¢l U AR s oirtdl s

brokalharste mane skiile javanum gamse ke kem ane
prarthna karum chum ke nahim, em prasno piichya. ane
hum te badhum karum chum. em mem kahyum tyare
temne mane bhaktigito avde che ke nahim, piichyum.
tenda javabmam mem jyare na padi tyare teo bolt tithya
ke bhaktigito avde nahim te narkmam jay che. te pacht
temne narkmam bhayamkar tej agnimam teva mansone
balvamam ave che. em kahi mane sari chokri banva
kahyum.

Brocklehurst asked me questions, such as whether I like to
go to school and whether I pray, and [I said that] I do all of
that. When I had said so, he asked whether I know [how to
sing] devotional songs. When I replied in the negative, he
declared at once that those who do not know devotional
songs go to hell. He then said that such humans are burnt
in a terrifying blazing fire in hell. Having said so, he asked
me to be a good girl.

The Gujarati abridged translation condenses the long original passage
into a brief paraphrase in the form of a short third-person diegetic
narrative without any dialogue in direct speech. It does so by fully
removing any culture-specific elements, in this case the theological
references to the Bible. It preserves only one technical term, but alters
its meaning from Psalms in English to bhaktigito (devotional songs) in
Gujarati bhasa (vernacular). By using a term that is associated with
daily Hindu religious rituals in Indian society, it manages to align a
familiar Gujarati notion with a corresponding Christian concept.
The unabridged Hindi and Kannada translations, on the other hand,
effortlessly manage to express the rather specialised wording of the
English passage with near semantic equivalence.

125 Patel, Sarlot Bronte, p. 5. It is notable that the Gujarati passage occurs in Ch. 1
of the translation, unlike in the original English version where it is found in

Ch. 4.
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The stark difference between the Gujarati abridged translation and
the source text provokes the question whether such a form of textual
reproduction ought to be called a translation at all. It is probably
not possible to subsume this type of rendering under Jakobson’s
‘equivalence in difference’, but it could be understood as a parinami
paryay (transformed modality). The abridged paraphrase of the source
text retains the janeeyreness as a sahityik prakar (literary type) in a
sufficient degree to perceive the Gujarati text as an instantiation of the
work, even if condensed. Hence, it is here only possible to speak of a
dravyarthik samtulyata (substantive equivalence).

Yet, abridged translation is not only paraphrase, for it may also
contain more elaborate passages that are closer to word-for-word
translation. In such portions, even an abridged translation may
introduce transformed meanings in the bhasa (vernacular) that
augment the substance of the source text markedly. In the case of
Jane Eyre, a very suitable example is the scene where Jane and Mr
Rochester have their first formal conversation at Thornfield Hall. The
topic of the exchange is their chance encounter during the preceding
evening when Mr Rochester fell off his horse. The full passage is
first given in English, Hindi, and Kannada, whereupon the rather
surprisingly literal rendering of the same passage in the otherwise
abridged Gujarati translation follows:
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English!26 Hindi'*’ Kannada'?®

‘I thought not. F ol T T A AT | ‘95003 ToP DEIAT.
And 50 you were | gmeeR gferar W doaR 0 i | smormemd Qese) e
waiting for your o 0 ©

people when you 1 el #R T oft? 3enTRATY BYD A
saton that stile?” | ‘maim bhiyahi samajhta | 2SOMN F2030FCR?’

tha. to tum us ghumavdar
puliya par baithkar apne
mitrom ki pratiksa kar raht
th?’

‘T also thought so. And so
you were sitting on that
round culvert waiting for
your friends?’

‘llavendeé nanti eniside.
hagadare ninalli a
Silahasinalli kulitu ninna
janarigagi kayuttiddeya?’

‘I thought not. If so, were you

sitting on that stone waiting
for your people?

‘For whom, sir?’

“fepereht weTera
‘kiskt mahasay ?’

‘For whom, sir?’

‘0350meN T8’
‘yarigagi sar?’

‘For whom, sir?’

‘For the men in | “SiTel & Tgareit aRal &1l el 1 | ‘@ ATHRIR0DBOMN;
green: it wasa o | T 3 g A eoh ewg 33 svtone
g for BN |21 g et am g e s e | omgosmay, ARes A
them. Did I break | 1 o8 F TR TH IR R | ZOHODTY, 93ZWATe,
through one of Ig gl 9% e fear?’ Qe TR 3%53805;@?0&)5;
your rings, that jangal mem rahnevall Qen?’
you spread that : KL kal ki candni
damned ice on the | P ‘fnytm;: Lk a l;‘f?t }:l_l ‘hasirudugeyavarigagi; adu
causeway?’ p ur_‘n a.. unxe anuxut tht. _ | adakke takka beladingala
kky? m;zimn;tu_rrtlhl(_)g om ka ratriyagittu. nanénu ninna
otgottor ayathaj lss_e paridhiyannu atikramisidene,
k;l;dcg}lli;ol;{c;lrd;umlr)lzrra}fte ninu hage nanna dariyalli
ll;'ch\c;‘z d'y;?’ tbarp hima cellalu?’
i iya:
. L. ‘For the people dressed
‘For those beings living in green. It was a proper
ﬂ(;[cl)lﬁl]'uﬁtgle.a Zeséi;;i:a’,s moonlight night. Did I cross
cuited lfgo . t‘}/lvempD'd ; y your circle that you spread
ui . Di
th?
break some sphere of sHowonmy pa
yours, due to which you
got angry and spread that
painful ice on the road?’
126 JE, Ch. 13.

127 Sinha, Jen Ayar, p. 126.
128 Madhava, Jen Air, p. 130.
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Gujarati'®®

Ul WoIR % sl § A€l % . dll dil v2aR GUR ol duil ARl
2 %Ll ¢dl?’

‘o seU AL’ “SH, el ledl 91 HIRWRAL .. Alel A waL edl. d o
ML 2 B A7 W d dgRIRuL 2A101R0? di %8 615 GUR €13l ¢dl 42’

‘mane khabar ja hatt ke nahim ja hoya. to tame paththar
upar besine tamara sagaritoni rah jotam hatam?’ ‘sum
kahyum saheb?’ ‘kem, pela ltla rangna manso ... candnt rat
pan hatt. te ja tamne game che ne? mem te laksmanrekha
olangt? tame je baraph upar dor1 hati te?’

‘I knew for sure that would not be the case. So were you
sitting on that stone waiting for your accomplices[?]’
‘What did you say, sir?’ ‘Well, those green-coloured men
... It was a moonlit night too. That is exactly what you like,
isn’t it? Did I cross the line of Laksman, which you had
drawn on the ice?

In the original English text, attention must here be drawn to the
sentence ‘Did I break through one of your rings, that you spread that
damned ice on the causeway?’, where the purport of the word ‘rings’
needs to be considered. The allegorical source of the rings stems
from a folkloristic belief in fairies found in the pre-Christian culture
of Europe. The idea of a fairy ring or fairy circle originates with an
actual physical indentation of varying size caused by a certain kind
of subterranean fungi that naturally occurs on the ground or in the
grass.'® In European folklore, these rings are associated with magical
beings such as fairies, elves, or witches, who are believed to dance
within their boundaries on moonlit nights. Thus, when in the same
passage Mr Rochester speaks of ‘the men in green’, he is referring to
supernatural beings of the forest, who typically are portrayed in green
clothes. He thereby implies that Jane conspired with those beings
and caused him to fall from his horse as a punishment for having
transgressed the sacred boundary of the circle. In folkloric beliefs,

129 Patel, Sarlot Bronte, p. 54.

130 For details of the belief and the physical phenomenon, see Gordon Rutter,
‘Fairy Rings’, Field Mycology, 3.2 (2002), 56—-60. On European beliefs in fairies,
see Carole G. Silver, ‘Fairies and Elves: Motifs F200-F399’, in Archetypes and
Motifs in Folklore and Literature, ed. by Jane Garry and Hasan El-Shamy
(Armonk, New York: M. E. Sharpe, 2005), pp. 203-9.
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trespassing a fairy ring is considered a violation and dangerous for
humans.

When reproducing the English ‘Did I break through one of your
rings’, the Hindi translation in its literal attempt to formulate the
clause betrays the allegorical aspect of the idiom. The result is a
somewhat dull and overly literal reading kya maimne tum logom ka
kot gol tor diya (Did I break some sphere of yours). The chosen word
for ring, in Hindi gol (&) meaning sphere or circle, does not evoke the
full connotation of the English word in its mythical sense. Although
the Kannada translation for ring, paridhi (¥98), approximates the
meaning of the English word as it signifies an enclosure or boundary
and from a purely semantic point of view is a correct choice, it too
lacks the folkloristic force of the image.

Astoundingly, the Gujarati translation, which otherwise tends to
discard cultural complexities from the source text, approaches the
clause at hand through a highly effective translational strategy. Instead
of resorting to a literal translation, it captures the imagination of the
audience by employing a corresponding Indian allegory. Drawing on
an Indian folkloric belief, Patel translates the English word ‘rings’ with
laksmanrekha (4&HeRv the line of Laksman).'® This Indian adage,
referring to a strict boundary or rule that may never be broken or
crossed, has its origin in the folk theatre tradition of ramlila (metar
plays of Ram).!®2 Just as in the case of the fairy ring, crossing the
laksmanrekha (the line of Laksman) brings bad luck and danger. The
central scene common to all the ramlila plays is the abduction of Sita.
While staying in a forest exile, the hero Ram goes out to catch a golden
deer for his wife Sita. When he does not return, Sita requests Ram’s
younger brother Laksman to go and look for him. Concerned for her
safety, Laksman draws a rekha (line) on the ground encircling Sita to
form a protective boundary that she is told not to cross. During his
absence, however, the evil Ravan, disguised as a noble ascetic, tricks

131 On the laksmanrekha, its origin, and use, see Danuta Stasik, ‘A (Thin)
Boundary Not to Be Crossed, or Laksman-rekha’, Cracow Indological Studies,
21 (2019), 207-24, and Uma Chakravarti, ‘The Development of the Sita Myth:
A Case Study of Women in Myth and Literature’, Samaya Shakti: A Journal of
Women'’s Studies, 1 (1983), 68-75.

132 The dramatic tradition of ramlila is related to the vernacular versions of
the Ramayana epic, for which see Paula Richman (ed.), Many Ramayanas:
The Diversity of a Narrative Tradition in South Asia (Berkeley: University of
California Press, 1991) and Danuta Stasik, The Infinite Story: Past and Present
of the Ramayanas in Hindi (New Delhi: Manohar, 2009).



170 Prismatic Jane Eyre

Sita to step out of the circle, at which point he snatches her and carries
her away. This turn of events constitutes the primary complication
in the plot, leading to Ram’s epic struggle to rescue Sita. Over the
centuries, the dictum laksmanrekha (the line of Laksman) became so
widespread that it has become an Indian household turn of phrase for
any limit or boundary not to be transgressed.!*?

The clever narrative device of the laksmanrekha (the line of
Laksman) may serve as a fitting example of the intertwined relationship
between anuvad (translation), bhasa (vernacular), and kathatmik
parinam (Ffcqss URUMT narrative transformation). The translational
dependency is a transformative escape from the confines of literalness
that allows immersion into the story within the innovative narrative
setting of the bhasa (vernacular), quite like Kamla’s imaginative flight
from the evil witch in Sangdil. In this manner, the Gujarati abridged
translation opens up the substance of janeeyreness to the literary
world of the ramlila, adding another modality to what the janeeyreness
may mean by creating a sandhi (juncture) of substantive equivalence
between Jane and Sita.

Kathatmik parinam (narrative transformation) is intrinsic to
anuvad (translation) into a bhasa (vernacular), as has been instantiated
through the selected synoptic readings of Jane Eyre in Hindi, Kannada,
and Gujarati. Whether in the exemplification of the literal Hindi
translation’s subtle rendering of the English word race into jati
(caste) or the overt occurrence of the Gujarati abridged translation’s
substitution of the English fairy ring with the allegory of laksmanrekha
(the line of Laksman), translation transforms the narrative of a novel
into the literary realm of the bhasa (vernacular). In such cases, the
equivalences between the source text and the translation are more
substantive than semantic, inasmuch as the formation of meaning
in the bhasa (vernacular) occurs primarily within the intralingual
linguistic, poetic, and literary formations of the bhdsa itself, whereas
the interlingual transference between the source and target languages
is secondary.

Dravyarthik samtulyata (substantive equivalence), being a broader
term than sabdarthik samtulyata (semantic equivalence), therefore

133 It may be added that the Hindi translation also employs the expression ‘the
line of Laksman’ (laksmanrekha) in a passage elsewhere when translating the
English clause ‘the Rubicon was passed’; see JE, Ch. 7, and Sinha, Jen Ayar,
p- 66. The Rubicon sentence is omitted in Patel’s Gujarati abridged translation
(Ch. 3, p. 16) and therefore has no correspondence.
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comes to include not only literal translation but also abridged
translation and even adaptation. The breadth of the concept tallies
with the great variety of translational practices that are observable in
the long history of translation in classical and modern Indian sources.
An adaptation, such as the film Sangdil, or an abridged translation,
such as Patel’s Gujarati version, is no less substantively equivalent to
Jane Eyre than is the Hindi or Kannada literal translation, given that
they similarly coalesce in the dravya (substance) jane Eyre, having
qualities of janeeyreness.

The notion of dravyarthik samtulyata (substantive equivalence)
has the potential to create a sense of continuity and consolidation
between the classical and modern Indian practices of intertextuality
and translation, without any need to dismiss certain forms of textual
transformation, such as abridgement or gist translation, as being
inferior or outright inadmissible. The very widespread Indian use of
abridgement, which is so evident in the case of the modern Indian Jane
Eyre renditions, is unsurprising when this contemporary translational
practice is viewed historically in comparison to the common literary
practices of textual adaptation and retelling within the classical
Indian traditions. Summary, paraphrase, and reworking were more
widespread writing styles in the classical traditions than literal word-
for-word translation. Hence, the textual expectations raised by the
modern Indian term anuvad (translation) may differ somewhat from
the assumptions invoked by the English term translation.

The generic quality of substantive equivalence prompts the critical
question of what the cognitive principle for distinguishing between
the Indian phenomena of literal translation, abridged translation, and
adaptation might be. Unpacking a universal notion of translation for
the purpose of discerning its particulars necessitates recourse to a new
theoretical criterion that would allow for setting these three distinct
literary practices apart, without the drawback of misconstruing them
as mutually exclusive counterparts. Avoiding the proclivity in the
European tradition to treat adaptation, abridgement, and translation
as diametrical opposites must be at the core of such a modus operandi,
which in turn has to take advantage of a theoretical discourse outside
the boundaries of occidental parameters.

In the Indian context of poetics, such a criterion may be derived
from the classical Indian theory of alamkara (3R tropes), wherein
the cognitive term dipaka (<9 illumination, epiphany) could serve as
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a basis for proposing a contiguity between the three practices without
asserting an opposition.

The dipaka (epiphany) is a poetic element that triggers an
understanding in the reader of the overall character and meaning
of a text. According to the late seventh-century poetician Dandin, the
dipaka takes the form of a hint or sign provided either at the outset, in
the middle, or at the end of a work that causes the reader to understand
what the given poem is about, for instance the topic of springtime.'3*
Using such a cognitive principle, it will be argued that engaging the
literary notion of dipaka in translation theory makes it possible to
distinguish between literal translation, abridged translation, and
adaptation.

A literal translation tends to signal its translational character from
the very outset of the publication, for instance, by the fact that the
title of the translation corresponds to that of a known work or that
concrete paratextual statements are provided on the book cover or in
the front matter naming the original author and the translator. These
elements given already at the outset of the book can be understood as
signs that trigger a dipaka (epiphany) enabling the reader to identify
the text at hand as a literal translation.

Disregarding such hints at the start of the publication, the true
character of an abridgement first becomes fully assessable towards
the middle of the reading, when the reader is in a position to realise
the full extent of the omissions and paraphrases in the rendering.
Therefore, in the case of an abridged translation, the dipaka (epiphany)
arises only in the middle of the reading.

Whether a work is an adaptation can be determined solely at
the very completion of the reading or viewing, at which point the
congruence of the parallels in the storylines between the adaptation
and its source text as a whole becomes evident. On this assumption,
with adaptations, the dipaka (epiphany) arises at the end.

These three types of observable signs of transformational
configuration are tropes of dipaka (epiphany) enabling the audience
to realise a particular modality as being either literal translation,
abridged translation, or adaptation. From a dravyarthik naya

134 On the rhetorical figure dipaka, see Dandin, Kavyadarsa, verses 11.97-115;
Sanskrit edition and English translation in John F. Eppling, ‘A Calculus of
Creative Expression: The Central Chapter of Dandin’s Kavyadarsa’ (doctoral
thesis, The University of Wisconsin, 1989), pp. 671-726.
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(substantive perspective), the three literary practices are similar
with regard to being equal instantiations of a given literary work
sharing substantive equivalence. From a paryayarthik naya (modal
perspective), they differ in terms of their internal tropological
figuration of when and how the dipaka (epiphany) arises and it is
this difference that distinguishes the three translational practices.
By regarding the three literary practices analogously as parinam
(transformations), any irreconcilable dichotomy between equivalence
and difference falls away and there need not be an opposition between
translation, abridgement, and adaptation.

Dipaka (epiphany), being a cognition, is a state of consciousness. The
tropological cognition of the dipaka is what induces the consciousness
of the reader to conceive of a relation between the source text and
the translation in a moment of revelation or illumination. This
translational consciousness!® is at once etic and emic.*¢ It is etic
owing to the interlingual nature of that relation induced by perceiving
a form of equivalence across cultures, while it is emic in as much as
the consciousness is mythically enmeshed in an intralingual deep
structure of the reader’s personal set of languages, which erects
borders of heterolinguistic difference.’?’

Through the synchronicity of these etic and emic aspects, the
consciousnesstranscends the dichotomy of equivalence and difference.
The outcome is a metonymic interplay of the source text and the
translation, meeting at the sandhi (juncture), as it were, formed by the
dipaka cognition. Accordingly, the nature of a dipaka cognition is to
create a sandhi (juncture) that transforms the initially separate poetic
elements into a perception of a then-unified literary substance. Seeing

135 For a different use of the term ‘translational consciousness’, cf. Ganesh N.
Devy, “Translation and Literary History: An Indian View”, in Post-Colonial
Translation: Theory and Practice, ed. by Susan Bassnett and Harish Trivedi
(London: Routledge, 1999), pp. 182-88 (184-85).

136 For the anthropological distinction between etic and emic in literary theory,
see Gunilla Lindberg-Wada, Literary History: Towards a Global Perspective
(Berlin: de Gruyter, 2006), I1, pp. 2-3.

137 The word mythic is here to be understood in the tropological sense as
propounded by Hayden White in a different context of historical writing being
prefigured by a culturally-determined mythic consciousness; see Hayden
White, “Interpretation in History”, in New Literary History, 4.2 (1973), 281-314
(pp. 292-94); reprint in Hayden White, Tropics of Discourse: Essays in Cultural
Criticism (Baltimore: Johns Hopkins University Press, 1978), pp. 51-80. On the
notion of the heterolingual as a critical response to Jakobson’s concepts of
interlingual and intralingual, see Sakai, Translation and Subjectivity, pp. 1-17.
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the narrative transformation of janeeyreness in the given instance
of Jane Eyre, whether it be translation, abridgement, or adaptation,
thereby offers a pathway to a consolidated theory of translation.
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2. Who Cares What Shape the Red

Room is?
Or, On the Perfectibility of the Source Text

Paola Gaudio

Marks

In 2003, when I was studying for my Master’s degree in Literary
Translation at the University of East Anglia, I wrote a paper for my Case
Studies class. It revolved around the translation of the red room episode
in Charlotte Bronté’s Jane Eyre and, among other things, it pointed
out a discrepancy between the description of the room in the original
version as a ‘spare chamber’, and its Italian translation as a square one
by Giuliana Pozzo Galeazzi (1951) and Ugo Dettore (1974). I was quite
confident the professor would appreciate my discovery and reward my
effort with high marks, so I was appalled when I found out my essay
only got a score of 65% — the lowest in my career as a postgraduate
student — possibly my lowest ever. I was even more appalled by the
reason for such a low score: the professor claimed it was indeed a square
chamber, not a spare one — therefore the translations were perfectly in
line with the source text and my essay was inaccurate, based as it was
on my assumed negligence.

I could not believe my eyes as I was reading the professor’s comments
on my paper, so I went over my English edition again, and I was elated
to find out that it did read spare — the mistake was not mine, it was
in the translations — and the professor was wrong. I reckoned I had
grounds for appeal, and that is exactly what I did, this time attaching
a photocopy from my 1966 Penguin edition in order to prove beyond
any reasonable doubt that there was nothing wrong with my thesis, and
that the red room was actually spare, not square. To cut a long story
short, although (or maybe precisely because) I became quite insistent
about it, my score was lowered even more. Luckily, this did not prevent

© 2023 Paola Gaudio, CC BY-NC 4.0 https://doi.org/10.11647/0BP.0319.05
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me from graduating with distinction, given the high scores I was
awarded in all the other classes, but still it left a sour taste. When, more
recently, | happened to analyse some of the new translations (Lamberti
2008, Capatti 2013, Sacchini 2014) which, in the meantime, had been
published in Italian, it was with great surprise that I noticed the red
room was square — yet again.

I know now that not only the score I received twenty-ish years ago
was indeed unfair, but what I had stumbled upon was not a simple
mistake on the part of a couple of translators: it was a pattern —a
pattern which has been perpetuating itself over many decades — at
least from the 1951 translation by Pozzo Galeazzi, up until the 2014 one
by Sacchini. At this point, it seemed important to trace the origin of these
variations, so I investigated them further, and here are my findings.

‘The red room was a spare chamber’: this is what Charlotte Bronté
actually hand-wrote in 1847, i.e,, in the manuscript currently held at
the British Library, and on which the first editions are based. The first
four editions all faithfully read spare as well. In the 1897 Service &
Paton edition, however, spare becomes square. That this mutation in
the source text may also have occurred in other print editions cannot
be ruled out,! but what makes the 1897 edition so special is that it was
used as a basis for the digitized edition that can most easily be found
online, published by Project Gutenberg back in 1998 — at the dawn of
the digital revolution.

Because of the vast popularity of Project Gutenberg, it is no surprise
that this edition has spread exponentially,? not only among the reading
public but also among publishers who, in the digitized version, can
find a handy source for new e-book editions. It is not far-fetched to
assume that translators, who by now work exclusively at computers,
might have been using the digitized 1897 edition. This would explain
why the error is being perpetuated more and more, both in the original
English electronic versions (for example the Amazon Classics e-book,

1 The vast majority of early anglophone editions do read spare, both in the UK
(an exception is the 1933 Oxford edition, later amended) and in the USA. In
this regard, it is interesting to notice that the 1848 Harper & Brothers edition,
published in New York, is correct with regard to the spare room, but the red
room is turned into a bedroom (‘the bed room was a spare chamber’). Square
tends to become more common only in later American editions, such as the
2002 Dover Classics and the 2006 Borders Classics.

2 The Victorian Web also contributed to the increased exposure of the
Gutenberg file, using it as its reference text (http://www.victorianweb.org/
authors/bronte/cbronte/janeeyre/1.html).
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which is clearly based on the Project Gutenberg file) and in their
translations. The same error would be found in any English printed
book based either on the 1897 edition or its digitized version. The
truth is that, in the now long-gone era of mechanical reproduction,
this mutation would have concerned only prints and reprints of that
edition or of those based on it: it would certainly have spread, but
its scope would still have been limited. Not so in the digital world,
where the power of a digital item — a file freely distributed on the
Internet — becomes stronger than any book-as-object, defined as the
latter is by its insurmountable yet finite physicality.

ZL Nedd Rvtri. Nved s IAAM LZ&(/V»«//L/\ 5 "ZAC/\/y Jc{Q«.rnu fﬂ;{/ 1.‘»;

1847 Manuscript

e = § AR
1850 Smith, Elder & Co.

The red-room was a square chamber, very seldom slept in,
1897 Service & Paton

The red-room was a square chamber, very seldom slept in,

2019 Amazon Classics

Fig. 1 A spare chamber. Images of the manuscript (London, British Library,

MS 43474, vol. I, fol. 127), the 1850 edition (London: Smith, Elder & Co., p. 7)

and the 1897 edition (London: Service & Paton, p.7) are courtesy of the

© British Library Board. The 1850 edition was digitised by the Google Books
project.

Square replaces spare in many translations, and not only Italian
ones, since it is likely that the same mistake can and will be found in
other languages as well, as is the case with Luise Hemmer Pihl’s 2016
Danish translation.® If this is so, it is only because square is what both
digitizers and translators have found in their source text: the optical
character recognition process is not to blame in this case, but the
source text of choice is not the one which best reproduces Charlotte
Bronté’s masterly depiction of this uncanny red room. In an era when
the distinction between original and reproduction seems to be dead
and buried, the digitized version appears to (yet should not) be more
authoritative than the original because of its greater availability, and
because sometimes virtual reality tends to be more real than reality

3 ‘Detrode veerelse var et kvadratisk rum’ (the red room was a square chamber).
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itself. In this case, the digitized version has become the original text
for quite a few readers and translators. Be that as it may, in this widely
available digitized file based on the 1897 edition, crucial information
about the function of the room (it was spare, therefore seldom used,
therefore haunted — as little Jane would soon find out) is replaced by
an uninformative, even obvious, detail about its shape: after all, most
rooms are quadrangles, either square or rectangular, with fewer cases
of oval or circular rooms, and even fewer other shapes — but who
would really care?

Because the squareness of the room has become so prominent over
the years — not only to me but in the translations as well —1I could
not help inquiring even further into the matter. I asked the following
questions: is the occurrence of the words spare and square of any
significance in the rest of the novel? Are there other imprecisions in
the 1897 edition? Are there variations in other authoritative English
editions, such as the Penguin one? If the optical character recognition
(OCR) process did not cause the mutation from spare to square, did it
create others? Is it possible to identify errors that are common to most
editions? Can patterns of textual variation provide insights into the
translations? The quick answer to all these questions is ‘yes’. In what
follows, I show why.

Spare and Square

First, it should be made clear that the red-room instance is the only
substitution of spare by square that I have discovered: the error is
therefore not systematic within any edition of the novel itself. As an
adjective, spare is used only three times in Jane Eyre: once it refers
to cash (‘some of that spare cash’, Chapter 24), which is a common
collocation; the other two concern the description of rooms, such a
collocation being similarly very common. The first room, of course, is
the red chamber at Gateshead, whereas the other is ‘a spare parlour
and bedroom’ at Moor House (Chapter 34), which Jane refurbished
as she was expecting her cousins’ return for the Christmas season.
However, if the use of spare is straightforward and unproblematic in
both frequency and collocation throughout the original novel, not so
are its translations.

Oneissuefollowsfromtheambiguity ofthe coordinating conjunction
‘and’ in the occurrence ‘a spare parlour and bedroom’, which does
not make it possible to determine whether spare refers to the parlour
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only or to both the parlour and the bedroom. This is complicated even
further by the fact that, no matter how it is translated, the English
pre-modifier spare necessarily becomes a post-modifier in Italian.
The translations considered here®* range from ‘di riguardo’ (for special
occasions), and ‘di riserva’ (extra) to ‘per gli ospiti’ (for guests). The
translation of spare with ‘riservato’ (reserved) would also be a feasible
option, just as ‘spoglio’ (bare) or ‘spartano’ (spartan, basic) would be
conceivable in this context. However, none of the translators chooses
these latter options, and some prefer to simplify things by omitting
spare altogether, whereas others modify the ambiguity implicit in the
conjunction ‘and’ by inverting the order of constituents:
Spare omission:

un salottino e una camera da letto (Pozzo Galeazzi, 1951; D’Ezio, 2011)

[a small parlour and a bedroom]

il salotto e una camera da letto (Spaventa Filippi, 1956; Lamberti, 2008)

[the parlour and a bedroom]
Ambiguity inversion:

un salotto e una stanza da letto di riguardo (Dettore, 1974)

[a parlour and a guest room]

un salottino e una camera da letto di riserva (Gallenzi, 1997)

[a small parlour and a spare bedroom]

un salottino e una camera di riserva (Sacchini, 2014)

[a small parlour and a spare room]

il salottino e una stanza per gli ospiti (Capatti, 2013)

[the small parlour and a guest room]

un salottino e una camera per gli ospiti (Pareschi, 2014; Manini, 2019)

[a small parlour and a guest room]

4  For the purposes of the present research, eleven unabridged translations
have been selected, all currently available on the market. Of these, Alessandro
Gallenzi’s 1997 translation, which is based on the 1980 Oxford University
Press edition (as stated in the copyright page of his Jane Eyre, published
by Frassinelli), follows the three-volume division — therefore chapter
references used for the others do not apply to either Gallenzi’s translation
or the Oxford editions (including the Clarendon one, but excluding the 1933
OUP edition) — unless the reference is to the chapters in the first volume (Ch.
1-15).
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Explicitation:

un salotto che non veniva mai usato e una camera per gli ospiti (Reali,
1996)

[a parlour that was seldom used and a room for guests]

In the inversions, the postmodifying prepositional groups ‘di riguardo’,
‘di riserva’, and ‘per gli ospiti’ certainly refer to the bedroom but,
because of the inherent ambiguity of the conjunction and (‘¢’ in Italian),
they might also refer to the parlour. In English it is the other way round
(i.e., the parlour is certainly spare, the bedroom might or might not be
spare as well, depending on the reader’s interpretation). Reali is the
only one to eliminate the ambiguity by making the postmodification
explicit: therefore —and not without reason —she interprets
spare as referring to both the parlour and the bedroom. To sum up,
whether because it was misprinted in the source text, or because
of the asymmetries between English premodification and Italian
postmodification, in Charlotte Bronté’s masterpiece the adjective spare
has a tendency to get either lost or misrepresented in translation.

Square presents completely different characteristics. It occurs
fifteen times (sixteen if you include the red room), of which one is the
comparative squarer, and another is the abstract noun squareness. It is
never used to describe the shape of rooms — with only one exception.
Much more poignantly, it serves the purpose of metaphorically (and
skilfully) pointing to the hard-edged nature of some characters in the
novel. Mrs Reed is the first one to be described in such terms:

she was a woman of robust frame, square-shouldered and strong-
limbed, not tall, and, though stout, not obese [...].5

Then there is Mr Brocklehurst, whose squareness is to be found not so
much in his appearance — when little Jane is convened to meet him,
all she sees is a ‘black pillar’ — as in what he does when he faces her
at Gateshead. Such action suits him perfectly:

he placed me square and straight before him. What a face he had, now

that it was almost on a level with mine! what a great nose! and what a
mouth! and what large prominent teeth!¢

St John Rivers is another character associated with the word square.
Given his austere nature, it is not surprising that, while suppressing

5 JE, Ch. 4.
6 Ibid.
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what appears to be full-fledged jealousy for his beloved Rosamond
Oliver, his face should take on some squareness as well:

Mr St John’s under lip protruded, and his upper lip curled a moment.
His mouth certainly looked a good deal compressed, and the lower part
of his face unusually stern and square [...].”

It is at Thornfield, though, that the word square occurs most often. The
reference is to Rochester’s forehead and his masculine jaw, of course,
but also to Thornfield itself, its inhabitants — Grace Poole — and
its objects, tokens of Rochester’s failed wedding attempt. It is also
here — as Jane enters the property for the first time — that the only
use of square to describe a room occurs, justified by the need to
emphasize the magnificence of the hall:

I followed her across a square hall with high doors all round [...].2

However, it is Rochester who is primarily described in terms of
squareness:

The fire shone full on his face. I knew my traveller with his broad and
jetty eyebrows; his square forehead, made squarer by the horizontal
sweep of his black hair. I recognised his decisive nose, more remarkable
for character than beauty; his full nostrils, denoting, I thought, choler;
his grim mouth, chin, and jaw — yes, all three were very grim, and no
mistake. His shape, now divested of cloak, I perceived harmonised in
squareness with his physiognomy: I suppose it was a good figure in the
athletic sense of the term — broad-chested and thin-flanked, though
neither tall nor graceful.’

Again:

My master’s colourless, olive face, square, massive brow, broad and
jetty eyebrows, deep eyes, strong features, firm, grim mouth — all
energy, decision, will — were not beautiful, according to rule; but they
were more than beautiful to me.'°

Even at Gateshead, when Jane visits Mrs Reed on her deathbed,
Rochester’s image looms with the squareness of his lineaments:

One morning I fell to sketching a face: what sort of a face it was to
be, I did not care or know. I took a soft black pencil, gave it a broad
point, and worked away. Soon I had traced on the paper a broad and
prominent forehead and a square lower outline of visage: that contour

7  JE,Ch. 34.
8 JE Ch.11.
9 JE,Ch.13.

10 JE, Ch.17.
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gave me pleasure; my fingers proceeded actively to fill it with features
[...]. I1ooked at it; I smiled at the speaking likeness: I was absorbed and
content.

‘Is that a portrait of some one you know’ asked Eliza, who had
approached me unnoticed. I responded that it was merely a fancy head,
and hurried it beneath the other sheets. Of course, I lied: it was, in fact,
a very faithful representation of Mr Rochester."

Grace Poole too, a Thornfield inhabitant herself, has a square figure,
as Jane points out not once but twice in her narrative:
The door nearest me opened, and a servant came out —a woman of
between thirty and forty; a set, square-made figure, red-haired, and

with a hard, plain face: any apparition less romantic or less ghostly
could scarcely be conceived.*?

Mrs Poole’s square, flat figure, and uncomely, dry, even coarse face.'®

The remaining squares are tokens of the failed wedding attempt: the
square of blond that Jane had prepared as a head-covering for the
ceremony (in contrast to the rich veil supplied by Mr Rochester and
torn by Bertha), and the ‘cards of address’ where the newly-weds’
luggage was supposed to be sent:

The cards of address alone remained to nail on: they lay, four little
squares, in the drawer.'

I thought how I would carry down to you the square of unembroidered
blond [...].%5

She was just fastening my veil (the plain square of blond after all) [...].1¢

Finally, in light of these occurrences, the fact that the word square
should be used in connection with another rigid and hard-edged
character like Eliza Reed acquires a deeper meaning. She is not
described as square herself but, as her mother is lying on her deathbed
upstairs,

three hours she gave to stitching, with gold thread, the border of a
square crimson cloth, almost large enough for a carpet.’’

11 JE, Ch.23.
12 JE,Ch.11.
13 JE,Ch. 14.
14 JE, Ch. 25.
15 Tbid.

16 JE, Ch. 26.
17 JE,Ch.21.
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Such unwieldy square crimson cloth may well be the objective
correlative to her personality, and its colour a subtle reminder of the
spare room in the house.

From the point of view of translation, the word square finds a
straightforward enough equivalent in the Italian ‘quadrato’ (noun,
adjective) and ‘squadrato’ (adjective). Notwithstanding, their
occurrence is not always consistent and, unfortunately, the word
disappears altogether in the translation of the expression square and
straight (‘he placed [Jane] square and straight before him’, Chapter 4)
into Italian, variously rendered as just ‘dritta’ (straight) in Déttore,
Gallenzi, Capatti, and Pareschi; ‘dritta impalata’ (straight and stock-
still) in Sacchini; ‘proprio’ (right) in Pozzo Galeazzi, Reali, Lamberti,
D’Ezio and Manini; and altogether omitted in Spaventa Filippi ‘egli mi
pose dinanzi a lui’ (he placed me before him).

Nonetheless, on the whole, these significant instances of squareness
come through strongly in Italian Jane Eyres: ‘square’ not only edges out
‘spare’ from the red room, but makes itself squarely felt throughout
the translations.

The 1897 Service & Paton Edition

By comparing the 1897 edition with the manuscript and early
editions, several divergences emerge. These mostly concern spelling
variations and do not generally involve any substantial difference or
malapropism. However, in addition to the replacement of spare by
squarein Chapter 2, there are three more cases that appear noteworthy.

The first occurs towards the end of Chapter 6, in Helen’s outline of
her doctrine of acceptance and hope, according to which there is no
point in letting oneself being burdened by the faults of this world if,
some day, what will remain of our mortal flesh is only ‘the impalpable
principle of life and thought’ (MS 43474, vol. 1, fol. 93r and the first
four editions). In the 1897 Service & Paton edition, life becomes light.
The reverberations of this substitution, which can also be found in the
1933 Oxford edition, are far-reaching in terms of translation, with half
the translators replacing ‘vita’ (life) with ‘luce’ (light): Pozzo Galeazzi,
Dettore, Capatti, Sacchini and Manini.

In Chapter 12, just before Rochester and Jane meet for the very
first time, Jane sees from afar Rochester’s horse approaching on the
solitary road, then perceives his big dog: ‘it was exactly one mask
of Bessie’s Gytrash — a lion-like creature with long hair and a huge
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head’. The discrepancy concerns the replacement of the original mask
(to be found in the manuscript and first four editions) with form in
the 1897 edition. Indeed, Charlotte Bronté had just mentioned — in
the preceding paragraph — that the Gytrash ‘comes upon belated
travellers in the form of a horse, mule, or large dog’. Form, in this
particular context, can be considered the generic hypernym of the
more specific hyponym mask, with the former referring to the form of
the body and the latter to the mask one wears on the face.’®* Bronté’s
unusual use of ‘mask’ here, which is not attested in the OED, must
mean something like ‘avatar’ or ‘manifestation’, but still suggests, in
Jane’s perception, an actual Gytrash wearing a mask — which is a lot
more frightening than the mere resemblance of a form. With the shift
from mask to form, the 1897 edition thus loses some intensity in the
suspense of the scene.

In the translations, however, this difference becomes blurred, since
the translators tend to use more indefinite expressions such as ‘copia’
(copy) or ‘immagine’ (image), for example in Déttore and Manini:

Era la copia esatta di una delle personificazioni del Gytrash di Bessie
(Dettore, 1974)

[it was the exact copy of one of the personifications of Bessie’s Gytrash]
Era un’immagine esatta del Gytrash di Bessie (Manini, 2019)

[it was an exact image of Bessie’s Gytrash]

Only D’Ezio (albeit with an omission), Pareschi, and Sacchini express
how it was not merely ‘an exact image’ or ‘a copy’, but rather the
actual Gytrash:

Era esattamente il Gytrash di Bessie (D’Ezio, 2011)

[It was exactly Bessie’s Gytrash]

18 Of the three occurrences of mask in Jane Eyre, two are associated with form
and, in both cases, there is a hyponymy-hypernymy relation between the two.
Besides the Gytrash’s mask, the other occurrence is used to describe Bertha
Mason’s features. Here as well, mask refers to the face (hyponym) and form
to the body (hypernym): ‘compare [...] this face with that mask — this form
with that bulk’ (in Ch. 26, soon after the failed wedding, when Rochester
takes his guests to see for themselves who or what his wife was). In this
case, though, the translations of mask and form are unanimously consistent
and literal: ‘maschera’ and ‘forma’ (form) in Reali, Gallenzi, D’Ezio, Capatti;
‘maschera’ and ‘forme’ (forms) in Spaventa Filippi and Lamberti; ‘maschera’
and ‘figura’(figure) in Déttore, Sacchini, Pareschi, Manini; and ‘maschera’ and
‘corpo’ (body) in Pozzo Galeazzi.



2. Who Cares What Shape the Red Room is? 195

Era esattamente una delle personificazioni del Gytrash (Pareschi, 2014)
[It was exactly one of the Gytrash’s personifications]
Era proprio uno dei travestimenti del Gytrash di Bessie (Sacchini, 2014)

[It was indeed one of the costumes of Bessie’s Gytrash]

The other noteworthy difference between the 1897 edition and the
manuscript and first four editions is interesting because it also affects
all Penguin editions (1966, 2006 and 2015). In Chapter 29, when Jane
speaks to St John for the first time after recovering from her four-day
wanderings, he is depicted as ‘sitting as still as the study pictures on
the walls’. Study here is inappropriate: for one, Jane and St John are
in the parlour, not in the study, and even if its reference were not to a
room, the meaning of study would remain unclear. It simply is not the
word used by Charlotte Bronté, and this also explains why so many
translators prefer to omit it altogether.

The 1897 edition makes more sense: St John is here ‘sitting as still
as one of the dusty pictures on the walls’. It does seem quite likely
that St John should appear dusty — at least in countenance. However,
the 1847 manuscript, and the four first editions all read neither study
nor its anagram dusty, but dusky. This matters because it shifts the
description to the realm of colours, rather than that of location or of
sloppiness in house cleaning.
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1847 Manuscript

* Mr. St. John—sitting as still as one of the dusky pictures

1850 Smith, Elder & Co.

Mr. St. John—sitting as still as one of the dusty pictures on
1897 Service & Paton

Mr St John - sitting as still as one of the study pictures on the walls,
1966 Penguin

Fig. 2 Dusky pictures. Images of the manuscript (London, British Library,

MS 43476, vol. III, fol. 84%), the 1850 edition (London: Smith, Elder & Co.,

p- 353) and the 1897 edition (London: Service & Paton, p. 331) are courtesy

of the © British Library Board. The 1850 edition was digitised by the Google
Books project.

As in a piece of classical music, there are here three variations on the
theme — the theme being St John sitting still, the variations being the
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similes. In Italian, ‘polveroso’ (dusty) can be found in Capatti, Pareschi
and Sacchini. A few, like Lamberti, D’Ezio and Manini, omit the word
altogether. Dusky is aptly translated as ‘scuri’ (dark), by Pozzo Galeazzi
and Dettore; as ‘anneriti’ (blackened), by Reali; and as ‘cup?’ (sombre),
by Gallenzi.

The Penguin Editions (1966, 2006 and 2015)

As already shown, the Service & Paton 1897 edition is not the only one
to contain imprecisions. The Penguin editions have their share too.
In addition to the replacement of dusky with study in Chapter 29, and
the replacement of enchaining with enchanting in Chapter 4, which
we will explore in the next section, there are a few more striking
malapropisms.

In Chapter 36 of all Penguin editions, when Jane is being told by
the inn’s host about the misfortunes that befell Thornfield and its
inhabitants, and specifically about Rochester’s reaction when he lost
Jane, ‘the most precious thing he had in the world’, the host adds that
‘he never was a mild man’. Penguin was not the only one to prefer mild
over wild: the authoritative 1969 Clarendon edition does the same.?
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1847 Manuscript

disappointment : he never was a wild man, but he got ¢
- " o 1850 Smith, Elder & Co.

he never was a wild man, but he got dangerous after he lost her.
1933 Oxford

he never was a mild man, but he got dangerous after he lost her.
1969 Clarendon

Fig. 3 A wild man. Images of the manuscript (London, British Library,

MS 43476, vol. III, fol 2257) and the 1850 edition (London: Smith, Elder & Co.,

p- 440) are courtesy of the © British Library Board. The 1850 edition was
digitised by the Google Books project.

19 The Oxford Clarendon Press edition may have been the most authoritative,
but it was not the first one, as the earliest occurrence of mild can be traced
back at least to 1906, with the American edition The Century & Co., New York,
p- 459. The 1966 Penguin edition also anticipates Jane Jack and Margaret
Smith’s 1969 emendation.
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That Rochester was never mild in nature is well understood by the
readers as well as by the characters in Jane’s story. But he was not
altogether wild either, at least not until Jane’s departure — and that is
what the host is pointing out. After losing her, Rochester did become
wild — and utterly so — to the point of being dangerous, as ‘he grew
savage, quite savage on his disappointment’.

The first four editions, just like the manuscript and several others,?
up to the recent 2019 Collins Classics edition, all read: ‘he never was a
wild man, but he got dangerous after he lost her’. Yet, in the Penguin
editions, the original adjective wild is replaced by its antonym. This
may be a slip, but it might also be a deliberate choice, like that made by
the Clarendon editors Jane Jack and Margaret Smith. These mutations
in the English source text do bear consequences in the translations:
‘un uomo mite’ (a mild man) can be found in Spaventa Filippi, Reali,
Gallenzi, Lamberti, D’Ezio and in the most recent 2019 translation by
Luca Manini. Pozzo Galeazzi emphasizes Rochester’s mildness even
more: ‘egli era sempre stato un uomo tranquillo’ (he had always been a
tranquil man). From never wild to always mild — that is quite a leap.

For the sake of complete disclosure, it should be pointed out that the
manuscript’s handwriting of wild (MS 43476, vol. III, fol. 225r) might
easily be confused with mild — which was at the basis of the Clarendon
editors’ choice to replace it with mild.** However, by comparing wild
in ‘a wild man’ with random occurrences of both mild and wild in the
same manuscript, the difference — however subtle — does appear.?

20 1848 Harper & Brothers, 1908 Dents & Sons, 1911 G. Bells & Sons, 1933 Oxford
University Press, all Norton Critical Editions, among others.

21 ‘The MS states that Mr Rochester “never was a mild man”, whereas the printed
editions tell us that he “never was a wild man™, in Charlotte Bronté, Jane Eyre,
ed. by Jane Jack and Margaret Smith (Oxford: Clarendon Press, 1969), p. xxi.
In the note on p. 547, the editors again specify that mild is their reading of the
manuscript. It goes without saying that, because of the authoritative standing
of the Clarendon edition, it influenced not only the OUP editions to follow
but also editors of other publishing houses, like Penguin itself, whose 1966
reading as mild was tacitly validated by Jack and Smith.

22 Figure 4 highlights the stroke that distinguishes the ‘w’ from the ‘m’, but — as
Joseph Hankinson aptly pointed out when he read the first draft of this
Essay — there is another interesting difference to be appreciated here: in
Charlotte Bronté’s calligraphy, the letter ‘d’, especially but not exclusively at
the end of a word, appears sometimes to be curved (as in wild man), sometimes
straight (as in wild rain). Even though in mild the ‘d’ tends to be straight, this
has no bearing on the wild/mild difference, as the alternative calligraphies
happen for no obvious reason other than — probably — fluctuations in
writing speed.
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That Charlotte Bronté never meant to write mild is also supported by
her never amending any of the first three editions (all of which read
wild).
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Wild man, vol. lll, fol. 225" A mild, vol. I, fol. 24
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Wild rain, vol. |, fol. 123 So mild, vol. |, fol. 89

Fig. 4 Wild and mild. London, British Library, MS 43474, vol. I, fol. 89" and
1237, MS 43475, vol. II, fol. 247; MS 43476, vol. I1I, fol. 2257, courtesy of the
© British Library Board.

Another Penguin variation occurs in Chapter 30, when St John offers
to help Jane by appointing her as the mistress of the new girls’ school,
and asks her to recall his ‘notice, early given, that if I helped you, it
must be as the blind man would help the lame’. All the other editions I
have consulted, as well as the manuscript, read clearly, not early. This
bears consequences for a substantial number of translations, as Pozzo
Galeazzi replaces clearly with ‘gi@’ (already), Speranza Filippi with
‘subito’ (right away), Lamberti, D’Ezio and Sacchini go with ‘dall’inizio’
(since the beginning) and similarly Manini provides a temporal
specification with his ‘un giorno’ (some day). Although less conspicuous,
worth mentioning are also the replacements of ‘no signal deformity’
with ‘no single deformity’ in Chapter 7, of ‘threading the flower and fruit
parterres’ with ‘trading the flower and fruit parterres’in Chapter 23 and
of ‘hazarding confidences’ with ‘hazarding conferences’ in Chapter 27.

The Project Gutenberg File

Once so many differences have come to the surface in the print editions,
it seems natural to wonder whether anything of the sort can also be
observed in the Project Gutenberg file —i.e., in the digitized version of
the 1897 Service & Paton edition — which, as already mentioned, was
first released in 1998, the current release dating to 2007. As with the
other editions considered, variations in spelling and obvious typos (e.g.,
quiet — quite) have but little relevance. What is of greater interest are
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meaning-bearing changes, especially malapropisms. In the Gutenberg
file, there are a few such cases, listed here in order of occurrence.

The first one is in Chapter 4 and has a rather hilarious effect: John
Reed, scared of Jane’s aggressive reaction, runs away from her — not
‘uttering execrations’, as in the manuscript, but ‘tittering execrations’.

Then, the words enchanting (in ‘enchanting stories’, Chapter 4) and
enchanted (in ‘enchanted my attention’, Chapter 7) — which at first
sight do not attract any attention because of the common collocation
of both enchanting + stories and enchanted + attention — are in fact a
substitution for the ‘enchaining stories’ and ‘enchained my attention’
of the original manuscript. This is interesting, because there are also
some print editions, such as the 2019 Collins Classics, which mistakenly
replace the verb to enchain with to enchant in ‘enchaining stories’. The
1966 Penguin edition had ‘enchanting stories’ but it was afterwards
replaced with the correct ‘enchaining stories’ in 2006. Unfortunately,
Penguin went back to ‘enchanting stories’ in 2015. Likewise, the
translations tend to maintain the enchanting version, as for example
that by Manini, which reads ‘storie incantevoli’ (enchanting stories).
Though the change in meaning is not dramatic, still such substitutions
reveal the tenuous yet salient difference between narrative
commonplace and stylistic mastery.
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1847 Manuscript

1966 Penguin

enchaining stories, and sang me some of her sweetest songs.
2006 Penguin

enchanting stories, and sang me some of her sweetest songs.
2015 Penguin

Fig. 5 Enchaining stories. The image of the manuscript (London, British
Library, MS 43474, vol. I, fol. 61%) is courtesy of the © British Library Board.

The next variation occurs in Chapter 21, when Jane goes back to
Gateshead to visit her dying aunt. There, Jane finds her cousins
Georgiana and Eliza, who have by now developed incompatible
personalities. As Eliza speaks harshly to her sister, she advises her
to ‘suffer the results of [her] idiocy, however bad and insuperable
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they may be’. Those results are indeed not insuperable — as in the
Gutenberg file — but insufferable, as in the 1897 Service & Paton
edition and in the 1847 manuscript.

In Chapter 27, Rochester tells Jane about his unsuccessful chase
after true love, and, in the Gutenberg edition, he says ‘I was presently
undeserved’ — as if he were himself a prize not deserved by the
women he fell for. The effect is totally different from the original
undeceived, meaning that Rochester’s expectations to find a soulmate
were repeatedly disappointed.

An even more substantial case can be observed in Chapter 34. The
context is St John’s marriage proposal to Jane. As she contemplates his
words, Jane finally comprehends him and understands his limits: ‘I
sat at the feet of a man, erring as I’. St John’s arduous crusade to save
humanity — possibly with Jane as wife — is based exactly on this, on
the fallibility of the human race and his wish to make amends, to atone
for original sin. If, at this very moment, Jane realizes the true nature of
St John by perceiving him as a flawed human being, in the Gutenberg
file such human fallibility is transformed into affection: in an ironic
twist, ‘erring as I’ becomes ‘caring as I.

Further cases worth mentioning are: the replacement of ‘flakes
fell at intervals’ with ‘flakes felt it intervals’ in Chapter 4; ‘by dint of’
becomes ‘by drift of” in Chapter 11; the transformation into muffed to be
found in Chapter 15, when Rochester does not hesitate to recognize his
unfaithful Céline ‘muffled in a cloak’; the ‘sweetest hues’ to be used by
Jane for Blanche Ingram’s portrait become ‘sweetest lines’ in Chapter 16;
the change from shake to shade in St John’s confession to Jane about his
feelings for Rosamond (‘when I shake before Miss Oliver, I do not pity
myself’, Chapter 32); in Chapter 35, malice is replaced by force in the
expression ‘by malice’; and blent becomes blest in Chapter 37.

Finally, there are a few omissions: of the word small in a ‘small
breakfast room’ in Chapter 1; of ‘ear, eye and mind were alike’ in
Chapter 3; of necessary in ‘thoughts I did not think it necessary to check’
in Chapter 17; ofJane’s words to Rochester ‘quiterich, sir!’ in Chapter 37.2

Even though some of these variations occur in other editions as well,
they are relevant here because they diverge from the 1897 edition, on

23 There are a couple more variants in this chapter, which are not specific to
the Gutenberg file, and concern most editions: these are dealt with in the
following section.
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which the Gutenberg file is based, and are therefore to be considered
consequences of a faulty passage from paper to digital format.

Errors Common to Most Editions

The red room is a mysterious place indeed. Strange things happen
there, not only in the context of the development of the story, but also
in its textual detours. The one which spurred this research has been
extensively discussed, with the square room error inevitably projected
into the translations —in a reflection game not dissimilar from what
Jane experiences by looking into the mirror when she is locked up in
there. Towards the end of Chapter 2, there is another anomaly, and this
time it affects most editions, anglophone or otherwise. It is an omission
fraught with meaning because it makes the red-room scene even more
surreal than it actually is. This is the excerpt from the manuscript: ‘I
was oppressed, suffocated: endurance broke down —1I uttered a wild,
involuntary cry’ (MS 43474, vol. 1, fol. 20r). This last clause, ‘I uttered a
wild, involuntary cry’, is omitted in the first edition and is not amended
in the following ones. The consequence is that what happens next in the
scene loses coherence, because it is supposed to be Jane’s screaming that
attracts Bessie and Abbot’s attention and makes them run to check in on
her. Without this clause, Abbot’s words ‘What a dreadful noise!” would
not make sense, unless such noise were caused by a ghost or some other
supernatural creature (this could easily be expected in a haunted place
like the red room, but it is not in fact the case). This clause remained
omitted both in Great Britain (first four editions, 1897 Service & Paton,
1908 J.M. Dent & Sons, 1933 Oxford edition, 1966 Penguin edition) and
in the United States (1848 Harper & Sons, 1943 Random House, 1969
Cambridge Book Company, 2003 Barnes & Noble, the first three Norton
Critical editions — thelist is not exhaustive). The error was clearly pointed
out in the Clarendon edition, but not all publishers followed suit. It still
remains omitted, for example, in the Collins Classics editions as well as in
most translations — with the exceptions of Gallenzi, Sacchini and Manini.

At the beginning of the penultimate chapter (37), Jane is about to
be reunited with Rochester and observes him from a distance. She
addresses the reader by asking whether we believe Rochester’s blind
ferocity scared her at all. It does not:

A soft hope blent with my sorrow that soon I should dare to drop a kiss

on that very brow of rock, and on those lips so sternly sealed beneath it
[...]. He lifted his hand and opened his eyelids.
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This passage is peculiar: it contains three variations within just a
few lines, and two of them concern most anglophone editions, hence
most translations. The first one has already been mentioned and
pertains to the Gutenberg file (‘a soft hope blest with my sorrow’): it
resurfaces again in the Italian translation by Sacchini, in which Jane’s
hope is ‘sacra’ (blessed). The second one follows immediately and is
reproduced in most English editions. It has to do with where Jane
wants to kiss Rochester after kissing his brow. Beneath the brow, there
are Rochester’s eyes and lids, not his lips, and it is his lids that are so
sternly sealed because of the injuries he suffered: his lips can open
all right. The Clarendon edition specifies how the error arose in the
second edition and was repeated in the third. The fourth perpetuated
the error, which inevitably spread in time and space. Lips is to be found,
among others, in: 1897 Service & Paton, 1906 The Century & Co., 1908
J. M. Dent & Sons, 1911 G. Bells & Sons, 1933 Oxford University Press,
all Penguin editions, all Collins Classics, all Norton Critical Editions.*
It is no surprise that ‘labbra’ (lips) is in all the translations, the only
exception being Reali, who writes ‘palpebre’ (lids).

The third variation also refers to Rochester’s maimed physicality and,
like the previous one, is a direct consequence of a misprint which can be
traced back to the first edition — as pointed out in the notes to the 1969
Clarendon edition. The result is a slightly graphic scene where Rochester
rises his hand to pry his eyelids open. The truth is that he simply lifts his
head and then opens his eyes, without any help from his hand — as in
the manuscript: ‘he lifted his head and opened his eyelids’. Just like the
previous case, this same error shows up in most anglophone editions
and Italian translations, with only Reali and Gallenzi getting it right.

24 Not all editions perpetuate the error: the 1948 Harper & Brothers, New York, is
correct, and so are the Oxford editions following the Clarendon amendment.
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Fig. 6 Blent, lids and head. London, British Library, MS 43476, vol. III,
fol. 231r, courtesy of the © British Library Board.

Insights into Translations Based on
Non-Negligible Patterns

In general, it can be hard to be certain whether a variance in a
translation derives from a similar variance in the source text or has
been introduced by the translator: such is the fluidity that is always
available in translation. However, when patterns emerge, claims can
be ventured. The claims put forward in this section are that Stella
Sacchini and Monica Pareschi both used the Gutenberg file as their
main source text, and that the translation by Luca Lamberti is strongly
based on Spaventa Filippi’s. Debatable as they may be, these claims
result from the observation of a pattern arising from a non-negligible
consistency in the anomalies of the texts at stake. In spite of the plethora
of alternative translations of the same text (after all, translation is a
never-ending task), there are some crucial words and expressions that
either give away the influence from previous translations or reveal
what source texts were used.

In Stella Sacchini’s prize-winning translation (2014), the following
signs suggest that her work may have been directly affected by the
Project Gutenberg file:

Ch. 1: omission of small in ‘a small breakfast room’ (Sacchini’s is the only
translation to omit the adjective, as the Gutenberg file does);

Ch. 2: replacement of spare with square (‘quadrata’) in the red-room
episode;

Ch. 6: replacement of life with light (‘luce’);
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Ch. 16: replacement of hues with lines (‘linee’ — hers is the only translation
to be faithful to the Gutenberg file);

Ch. 21: insufferable becomes insuperable (‘insormontabil’ —the only
instance among the translations);

Ch. 29: dusky is replaced by dusty (‘polverost’);

Ch. 37: replacement of blent with blest (‘sacra’ — again, the only instance
among the translations to be faithful to the Gutenberg file); replacement
of head with hand (common to most translations); replacement of lids with
lips (common to most translations).

In the cases above, Sacchini’s are all faithful translations of the
variations as they appear in the Gutenberg text: some pertain
exclusively to it, while some are common to other editions as well.
However, the influence exerted by the Gutenberg version on her text
is limited to these instances, which suggests that she did also refer to
other source texts or translations.

Another translation that appears to have suffered from the
same influence is that by Monica Pareschi: according to her
unique interpretation — and perfectly in line with the Gutenberg
transcription — St John is caring (‘capace di affetti’) rather than
erring; he does not shake before Miss Olivier, but shades before her
(‘mi faccio scuro’); the stories are ‘piu belle’ (more beautiful, which is
a loose translation of enchanting) rather than enchaining; and — here
again — St John sits still like ‘polverosi’ (dusty) pictures, not dusky
ones. Like most translators, she omits “I uttered a wild, involuntary
cry” in Chapter 2, and replaces lids with lips and head with hand in
Chapter 37, all of which are consistent with, although not exclusive to,
the Gutenberg file.

Then there is the case of the one-of-a-kind translator ‘Luca
Lamberti’: this is not a real person but rather the nom de plume of a
variety of translators working anonymously for the publishing house
Einaudi, one of the most prestigious in Italy.?> What is peculiar about
him — besides the undetermined authorship —is that he repeats
some of the idiosyncratic phrasings used by Lia Spaventa Filippi. The
anomaly emerges with suggestive precision in those strings of text
where Spaventa Filippi tends to creatively paraphrase the source text

25 See Ernesto Ferrero, ‘Il piu longevo, prolifico e poliedrico traduttore
dell’Einaudi’, in Tradurre. Pratiche, teorie, strumenti, 11 (2016),
https://rivistatradurre.it/2016/11/il-piu-longevo-prolifico-e-poliedrico-
traduttore-delleinaudi/
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rather than provide a word-for-word translation. In Chapter 3, the
source text reads ‘ear, eye and mind were alike strained by dread’:
she does not mention the ear, the eye nor the mind (which all other
translators do), but summarizes the expression with a concise ‘i miei
sensi’ (my senses). Lamberti uses the same wording.

Spaventa Filippi translates ‘his gripe was painful’ (Chapter 27), with
an unusual ‘sotto la sua stretta’ (under his grip), thus transforming the
subject into a prepositional phrase and omitting the adjective painful.
Lamberti does the same. In Chapter 31, ‘perfect beauty is a strong
expression; but I do not retract or qualify it’ is uniquely interpreted by
Spaventa Filippi as ‘perfetta, per quanto forte possa sembrare questa
espressione’ (perfect, no matter how strong this expression may seem),
where the first part of the sentence is transformed by the addition
of no matter how and of the verb to seem, while the second part is
omitted. Such elaborate rewriting is echoed — again — by Lamberti.
One last suggestive example is ‘a soft hope blent with my sorrow’
(Chapter 37), which Spaventa Filippi transforms into ‘la mia pena mi
ispirava’ (my sorrow inspired me) — clearly a loose translation of the
original, repeated verbatim by Lamberti.

Conclusion

If we merge all the source text variations, the spare room appears
squarer and squarer; in that same room little Jane remains dumbstruck
even as she is heard screaming out; Rochester is not that wild after
all; and St John looks like a dusty and caring mortal soul, rather than
a tragically dusky, erring one. Charlotte Bronté’s mid-nineteenth-
century masterpiece has gained new features as a consequence of the
inevitable imprecisions stemming from reproduction techniques such
as printing, transcription, optical character recognition processes and
indeed translations into whatever language. These are not necessarily
mistakes or degradations though, since involuntary imprecisions or
intentional translatorial choices can actually be ameliorative of the
original — at least in theory, and assuming universally acknowledged
quality standards can be set.?¢ Besides, it was because, at some point in

26 In this regard, Umberto Eco devotes a section of his Dire quasi la stessa
cosa: Esperienze di traduzione (Milano: Bompiani, 2003, pp. 114-25) to the
possible improvements of a source text following misreadings that are
sometimes intentional, sometimes not, but which can, in both cases, still be
very poetic, and actually improve the source text. He does, however, warn
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time, spare was replaced by square, that the scattered yet meaningful
occurrences of the word square have come to the forefront, lending
the novel as a whole an extra shade of squareness, and not only the
red room.

Textual variations simply mean that novels can and do develop well
beyond the borders of the author’s manuscript. The claim that texts
have a life of their own was never truer than in the cases analysed
here. And each translation is indeed different from the others, no
matter the degree to which it may have been influenced by the previous
ones: they do change incessantly, but the most basic reason for such
variety is that the source text itself varies, as it appears to be slowly
evolving or devolving. Not all errors are horrors, though, and perhaps
it cannot even be asserted that one edition or translation is ultimately
better than the others, or that the digital revolution is to be blamed
for perpetuating the horror of the square chamber (malapropism
intended). If anything, the digital turn in the humanities, whose full
potentialities are still being uncovered, represents a breakthrough in
the study of the novel.

Texts are always characterized by their own idiosyncrasies and
tend to be susceptible to improvement. Any novel and any translation,
not unlike all things human, is subject to amelioration. In fact, because
of their very nature, complex human endeavours — like human beings
themselves — are defined much less by perfection and a lot more
by perfectibility, and that striving is precisely what history — and
scholarship — are made of.
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3. Jane Eyre’s Prismatic Bodies in
Arabic

Yousif M. Qasmiyeh

This chapter explores the body in translation in Arabic versions
of Charlotte Bronté’s Jane Eyre.! In doing so, I focus on three
interpretations of the body: firstly, viewing Jane Eyre itself as a corpus
which engenders more corpuses through translation across languages
and genres; secondly, tracing the multiple Arabic renderings of the
body’s name, Jane Eyre, in the context of naming and titling; and
finally, through a focus on one material aspect of the body in the novel:
touching. Throughout the chapter I am guided by Matthew Reynolds’s
proposition that ‘[t]ranslation is inherently prismatic’, a view which ‘is
alert to translation’s proliferative energies’ but also one that re-centres
‘the particularity of the language of the translation’.? Moreover, in
exploring the relationship between translation and the body, in
particular through my discussions of naming and touching, I build on
the work of Jacques Derrida and his specific attention to the body in
his pivotal article ‘What Is a “Relevant” Translation?’.® In this article,
originally titled ‘Qu’est-ce qu’une traduction “relevante”?’,* Derrida
attempts to locate a ‘relevant translation’ by astutely attributing
the act of religious conversion — in Shylock’s case from Judaism to
Christianity — to the transformation of the body proper. Derrida’s
essay haslong been viewed as canonical in translation studies, and yet

1 Iam hugely indebted to Prof. Matthew Reynolds for his invaluable feedback
and suggestions on different iterations of this chapter. I am also grateful to the
two anonymous reviewers for their helpful comments and recommendations.

2 Matthew Reynolds, ‘Introductior’, in Prismatic Translation, ed. by Matthew
Reynolds (Oxford: Legenda, 2019), pp. 1-18 (pp. 6, 9).

3 Jacques Derrida, ‘What Is a “Relevant” Translation?’, trans. by Lawrence
Venuti, Critical Inquiry, 27.2 (2001), 174-200.

4 Jacques Derrida, ‘Qu’est-ce qu’'une traduction “relevante”?’ in Quinziémes
assises de la traduction littéraire (Arles: Actes Sud, 1998), pp. 21-48.
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more recently its precise ‘relevance’ (as in pertinence) to translation
studies has been queried. In particular, Kathryn Batchelor argues that
the particular power of Derrida’s essay stems from his attention to the
‘multiplication of touches, caresses, or blows’ throughout translation,
noting that it is the duty of undertaking ‘the movement between
languages to open up multiple readings of the original text’ that
should be of ‘far greater interest to today’s translation studies scholars
than Derrida’s discussions of the traditional paradigm of translation’.’
What is of particular interest in this chapter is precisely the prismatic
multiplication that arises through the movement between English and
Arabic, and more concretely as it pertains to the body, in the case of
Jane Eyre.

While Derrida notes that ‘any translation’ can be considered to
‘stand between... absolute relevance, the most appropriate, adequate,
univocal transparency, and the mostaberrantand opaqueirrelevance’,®
throughout his essay, Derrida ‘prowl[s]’” around the ‘inter- and multi-
lingual’ term relevant?® in particular through its French roots and
connotations. In so doing, he ties relevance, translation and the body
closely together by ‘describing [relevance] not simply as a “corps”
[body] but as a “corps de traduction” [translative body]’:°

this word, ‘relevant’ carries in its body an on-going process of

translation...; as a translative body, it endures or exhibits translation as

the memory or stigmata of suffering [passion] or, hovering above it, as
an aura or halo.®

In his essay, Derrida thus mainly talks about translation as a lifting
away from the body (from the French relever),* a movement from
body to word. In turn, my chapter takes a step forward from Derrida
by exploring translation in relation to new kinds of embodiment.

On the one hand, I build upon existing elements of Derrida’s
oeuvre; for instance, as Derrida attributes to the title of his own essay,*?
I would argue that the title of Jane Eyre, or even the entire corpus

5 Kathryn Batchelor, ‘Re-reading Jacques Derrida’s ‘Qu’est-ce qu’une
traduction “relevante”?’ (What is a ‘relevant’ translation?)’, The Translator,
(2021), 1-16 (p. 4.

6 Derrida, ‘What Is a “Relevant” Translation?’, p. 179.

7  Ihid, p. 178.

8 Batchelor, ‘Re-reading’, p. 8.

9 Ibid.

10 Derrida, ‘What Is a “Relevant” Translation?’, p. 177.

11 Ibid., p. 199.

12 Ibid., p. 178.
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of Jane Eyre, has an ‘apparent untranslatability’ into Arabic, due to
factors related to voice and materiality. On the other hand, I expand
the remit of other elements underpinning Derrida’s essay. Most
notably, perhaps, where Derrida concentrates on the ‘Abrahamic and
post-Lutheran Europe[an]’*® traditions, and ‘insist[s] on the Christian
dimension’** of conceiving the body and translation, I focus on the
distinctiveness of translation into Arabic and its related traditions.
Like Derrida, my interest thus lies in the body, and yet working
through the Arabic translations emphasises not only how the body in
translation can emerge differently, but also how such translations are
rendered accessible to audiences who may not have so ‘thoroughly
assimilated the ideas and images of Christianity’ as Charlotte Bronté
herself.’s Indeed, Jane Eyre has often been read through a specifically
Christian frame of reference — as Brown Tkacz notes, there are 176
scriptural allusions, circa 81 and 95 quotations and paraphrases
from the Old Testament and the New Testament respectively'®* — and
yet I suggest that a critical reading of Arabic translations must also
acknowledge traditions that go beyond ‘the Christian dimension’.}’ In
essence, where Derrida posits the relevance of the Merchant of Venice
to the concerns of translation, in my analysis of Arabic translations of
Jane Eyre I make reference to the Qur’an and The Arabian Nights alike,
thereby echoing the very duality in Jane Eyre, as a novel that refers
repeatedly to the Bible (see also Essay 14 by Léa Rychen, below) and
to the Arabian Nights themselves (representing transformative story-
telling and self-fashioning).!® In drawing on these references, I seek to
develop a view of the body in translation rooted in Arabic, in contrast
to Derrida’s theory with its Judeo-Christian roots.

13 Derrida, ‘What Is a “Relevant” Translation?’, p. 179.

14 Ibid., p 199.

15 Catherine Brown Tkacz, ‘The Bible in Jane Eyre’, Christianity and Literature,
44 (1994), 3-27 (p. 3).

16 Ibid., p. 3.

17 Derrida, ‘What Is a “Relevant” Translation?’, p. 199.

18 On the position of The Arabian Nights in relation to storytelling in both Arabic
and European literatures, see Wen-Chin Ouyang ‘Genres, ideologies, genre
ideologies and narrative transformation’, Middle Eastern Literatures, 7.2
(2004), 125-31; Abdelfattah Kilito, Arabs and the Art of Storytelling, trans. by
Mbarek Sryfi and Eric Sellin (Syracuse, N. Y.: Syracuse University Press, 2014),
pp- 116-25; and Muhsin Jassim Al-Musawi, The Postcolonial Arabic Novel:
Debating Ambivalence (Leiden and Boston: Brill, 2003).
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Another way in which I expand Derrida’s analysis is that where he
views translation as ‘preserving the debt-laden memory of the singular
body’,*® I develop a different line of argumentation by challenging the
equation of translation with ‘preservation’ and, indeed, by highlighting
the prismatic and pluralistic nature of bodies in translation.*® To
do so, and echoing Batchelor’s recognition that it is precisely the
‘multiplication of touches, caresses, or blows’ that is of particular
significance to translation,?' I divide my discussion as follows. Taking
the corpus of Jane Eyre as my starting point, I begin by introducing the
first radio adaptation (and, indeed, the first popular translation) of Jane
Eyre in Arabic, examining how orality and narration in Arabic, and
their employment in Arabic translations of Bronté’s text, usher in the
birth of new versions which are themselves not direct equivalences,
but ‘prismatic’ bodies in translation. Nar al-Dimirdash’s 1965 radio
adaption evidences the significance of voice and localisation, and in
the second part of the chapter I examine how the importance of voice
continues to figure in the print translations of Jane Eyre in Arabic,
especially in the 1985 translation by Munir al-Baalbaki. In particular,
I focus on how translators have, in fluid ways, engaged with Jane
Eyre’s genres, and on different written and voiced iterations of the
name Jane Eyre in Arabic. Through my discussions of both the radio
and printed translations, I thus complicate the distinction between
speech and writing, or the binary of the oral and the written, instead
noting that there can be elements of orality in writing, and, equally,
‘writtenness’ in oral performances. Finally, through an analysis of
the different forms of touching and caressing the body, as written/
voiced in the Arabic verbs employed in the various translations of the
text, I emphasise the materiality of the body in translation, thereby
complicating the positionality of the body proper in translation.

Orality as a Vehicle for Multiplicity

In the first section of this chapter, I examine Nur al-Dimirdash’s 1965
serialised adaptation of Jane Eyre for the Egyptian national radio,*

19 Derrida, ‘What Is a “Relevant” Translation?’, p 199.

20 In this way, I adopt the definition of translation advocated throughout this
volume (see Chapter I, by Matthew Reynolds).

21 Batchelor, ‘Re-reading’, p. 4.

22 Nur al-Dimirdash, Jane Eyre (Cairo: Egyptian Radio Station, 1965). The radio
adaptation is available at https://youtu.be/GF2sj8QiPfQ
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inter alia highlighting the significance of the aural transmission of
Jane Eyre on subsequent textual Arabic translations. Although the
radio adaption was not the first translation per se into Arabic,? in this
chapter I focus on the first serialised radio adaption, given its broader
significance as it reached a particularly wide and popular audience
across the Arabic-speaking region. This is highly relevant given that
access to the cinema and books alike was restricted by a range of
socio-economic and educational barriers.? In particular, I argue that
al-Dimirdash’s version not only bridges the gap between Arabic and
English, but, equally, is a medium through which the formal Arabic
(Fusha) and the Egyptian vernacular have been reconciled, thereby
demonstrating the complex relationship between writing and
speech. At this stage, it is worth noting that, while its aim is not to
offer a purely formal rendition of Jane Eyre, al-Dimirdash’s version
nonetheless sheds light on diglossia within the Arab-speaking region
and the rupture between the formal Arabic register (Fusha) and the
many national dialects (lahajat, sing. lahja) that are spoken across
the region.?> Such a distinction is essential to our discussion, since
Fusha has long been assigned to the written in Arabic, whereas lahja
primarily refers to the spoken.? In al-Dimirdash’s case, one might say

23 Ismail Kamil’s translation, published in Cairo as part of the Kitabi Series in
1956, is seen as the first translation of the novel into Arabic, and the first
adaptation itself was a cinematographic one, with the first film directed
by husayn hilmi in 1961, under the title This Man, I Love. In this film, Jane
Eyre’s name is transformed into ‘Sabrin’, a term from the word sabr, meaning
patience in Arabic (Mahmud Qasim, Al-Iqtibas: ‘Al-Masadir al-Ajnabiyya ft
al-Sinama al-Misriyya’ (Adaptation: Foreign Sources in Egyptian Cinema)
(Cairo: Wikalat al-Sihafa al-Arabiyya, 2018), p. 1911.

24 Onthe popular reach of Egyptian radio during the 1960s, see Salwa El-Shawan
Castelo-Branco, ‘Radio and Musical Life in Egypt’, Revista de Musicologia, 16
(1993), 1229-1239.

25 While beyond the scope of this chapter, it is worth noting the significance
and particular challenges of diglossia in Arabic for translation, where the
formal register and the local dialects coexist but also clash — for instance, see
Muhammad Raji Zughoul and Mohammed El-Badarien, ‘Diglossia in Literary
Translation: Accommodation into Translation Theory’, Meta, 49.2 (2004),
447-56.

26 Building on the present discussion of voice in the radio adaptation, in
subsequent sections of this chapter I continue to dwell on the significance
of voice in the written translations, in particular in relation to the multiple
renderings of the name Jane Eyre. On the question of the Fusha’s purity versus
the contamination of dialects see Tetsuo Nishio, ‘Language nationalism and
consciousness in the Arab world’, Senri Ethnological Studies, 55 (2001), 137-
46. Also see Salameh on how certain dialects are purported (by their speakers
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that the Fushd-lahja dynamic is inverted: instead of employing the
Egyptian vernacular in the transmission of the radio adaptation of
Jane Eyre, he opts for Fusha with vernacular traces (as I discuss below)
which can be easily detected by the listener and, as such, nationally
located in the radio broadcast.”’

It is not insignificant that, when Jane Eyre was transmitted to the
Arab reader/listener regionally, it was transmitted through a serialised
form completed not by a professional translator but by the Egyptian
actor and director Nur al-Dimirdash’s himself, who understood and
spoke English, and enjoyed adapting and abridging world literature,?
to subsequently be voiced by first-class Egyptian actors and actresses,
including Hamdi Ghayth and Karima Mukhtar, and broadcast on
the Egyptian national radio to acclaim.?® Radio, as a medium, was
particularly significant during this period (part of Egypt’s ‘Radio Era’),*°
since it provided access to people who would otherwise be unable (due
to socio-economic and educational barriers, amongst other things) to
read a translation.

Guided and inspired by Jerome’s Jane Eyre: A Drama in Three Acts
(1938), and the novel itself, as announced by al-Dimirdash at the start
of the broadcast, the adaptation was almost entirely performed in
Fusha Arabic, notwithstanding some inflections that belong solely
to the Egyptian vernacular, in particular those pertaining to the
pronunciation of the letter/sound j (a highly significant sound, given
the title and eponymous protagonist), which in the Egyptian vernacular

and external analysts alike) to be closer to Fusha, leading to hierarchical
frames of stronger or weaker understandings of the Arabic language (Franck
Salameh, ‘Does anyone speak Arabic?’, Middle East Quarterly, 18 (2011),
47-60).

27 As abriefnote, I consider this adaptation to embody an attempt at conveying
hybridity: first, in its reliance on both Bronté’s Jane Eyre and Helen Jerome’s
Jane Eyre: A Drama in Three Acts (first performed and published in 1936) and
secondly, and more importantly, in presenting this version as an attempt to
introduce Jane Eyre to Arabic-speaking audiences and in so doing honouring
the incompleteness that surrounds any translation.

28 For instance, he translated, adapted, and/or directed Widowers’ Houses,
by George Bernard Shaw, and Richard Sheridan’s The School of Scandal
for radio, the latter of which can be accessed at https://archive/org/details/
P2-Dra-SchoolForScandal

29 See Said Yassin, ‘Nuar al-Dimirdash.. Madrasa ikhrajiyya fartda’® (Nar
al-Dimirdash: A unique “school” in directing’), Al-Ittihad, May 2020, https://
www.alittihad.ae/news/s. yo-do |51~ duyra——-jals 30l 63/V1199 ¥/ LS s

30 See El-Shawan Castelo-Branco, ‘Radio and Musical Life in Egypt’.
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is pronounced as a hard g.3 To provide two minor examples (the radio
adaption is replete with such instances throughout), in the midst of an
otherwise ‘formal’ sentence, the words ‘yagib’ and ‘igaba’ (the auxiliary,
‘must’ and the noun ‘answer’, respectively) are enunciated with the
hard ‘g’ that does not exist in Fusha, instead of the formal ‘yajib’ and
‘Gjaba’ (with the soft j of journal’).3? Subsequently, in the final scene,
words related to the body (and as such of particular bearing to this
chapter) including ‘jiwar’ (side, as in by your side), jasad’ (body) and
Jamil’ (handsome) are converted to ‘giwar’, ‘gasad’ and ‘gamil’.®
What is of interest to us here is how such a translation, completed
from and in conjunction with different sources (i.e., the original novel
and a theatrical adaptation of it), has brought to life a new body which
sits between the original and the literally translated. In other words,
al-Dimirdash’s creation, which runs for a total of two hours and just
under sixteen minutes and maintains the plot and spirit of Jane Eyre,
even though it is incomplete in so far as it is not a verbatim translation
of the novel, carries within its folds a high degree of relevance, which,
in turn, following Derrida, ‘carries in its body an ongoing process
of translation [...] as a translative body’.** This ‘translative body’
is also what ‘[leaves] the other body intact but not without causing
the other to appear’, meaning that it is progressively moving and is
always viewed apropos the originals and other translations at the
same time.? Expanding the remit of Derrida’s analysis, I posit that
this somatic outlook of a ‘relevant translation’ places the original
and the translation in close (physical) proximity to each other, as
two or more corpora whose materialities are continually shared.¢
Indeed, it is notable that al-Dimirdash’s script for radio itself became

31 Building on Zughoul and Al-Badarien, who emphasise the challenges that exist
vis-a-vis diglossia and translation in Arabic and who identify the ‘phonemic
substitution’ of the ‘Classical Arabic voiced palatal affricate /j/ or /dg/ with the
‘colloquial Egyptian Arabic’ ‘voiced velar stop /g/” as a key characteristic that
enables the audience to ‘directly recognise’ the vernacularisation therein, I
maintain that the radio adaption of Jane Eyre is immediately recognisable
as ‘naturally dialectal’ precisely due to this vernacular substitution and
inflection (see Zughoul and El-Badarien, ‘Diglossia in Literary Translation’,
p. 452).

32 Al-Dimirdash, Jane Eyre, 17’ 20”.

33 Al-Dimirdash, Jane Eyre, 2’ 11”.

34 Derrida, ‘What is a “Relevant” Translation?’, p. 177.

35 Ibid, p. 175.

36 On translation and the body, see Derrida ‘What is a “Relevant” Translation?’,
and also Wail S. Hassan, ‘Translator’s Note’, in Abdelfattah Kilito, Thou
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the foundation for multiple theatre productions, each one a minor
adaptation of the ‘relevant’ text.

While the general aim of the serialised radio broadcast (as
announced orally by the narrator at the beginning of the broadcast and
subsequently in writing when it was adapted in turn to the stage) was
‘to transmit some of the wonders of world literature in Arabic’,*” other
aims may come to the fore when the medium itself is scrutinized. For
example, radio broadcasting in Egypt during that particular time was
on a par with the unmatched role of Egyptian cinema both worldwide
and in the Arab region. That said, translating this quintessentially
English text, not only into Arabic but into Arabic voices and sounds,®
simultaneously built an ever-expanding audience but equally
centralised orality in Arabic as a vital medium for such translations,
narrating a story whose ethical and social specifics are distinct from
the language to which it is translated.* This, as highlighted by the
adaptation’s reception, has offered an engagement and a subsequent
debate that are triggered, strictly speaking, by the fluid nature of the
broadcast and its translation, inviting people to listen to an Arabic (or
a version of Arabic) that is set against or in conjunction with other
Egyptian dramatisations in the Arabic language.

What appeared to be at stake in translating and broadcasting Jane
Eyre on the national Egyptian radio is how, in privileging listening to
a story, the narrative itself is consumed by the voices enacting the
novel and their traces of Egyptian vernacular. Notably, in a medium
that requires listening, rather than reading a novel whose narrative
includes key speech-like elements, the line for which this novel is

Shalt Not Speak My Language, trans. by Wail S. Hassan (Syracuse: Syracuse
University Press, 2008), pp. vii-xxvi (p. X).

37 Many other plays and novels were serialised in this way, including The Lady
fromthe Sea and A Doll’s House, both by Henrik Ibsen, and available at https://
youtu.be/Qbe_W8gs7Sk and https://youtu.be/-ruLNVygRyw; Doctor Faustus,
by Christopher Marlowe, available at https://youtu.be/ben5H0dfhgw; and The
Cherry Orchard, by Anton Chekov, available at https://youtu.be/U0OVdlkoGZmO

38 Here I do not refer to sound effects (noting that the music playing in the
background of the broadcast is associated with organ music for instance), but
rather the specific sounds of the letters and words pronounced by the actors,
who, as noted above, spoke in Fusha with vernacular (specifically Egyptian)
inflections.

39 See Abdelfattah Kilito, Thou Shalt Not Speak My Language, trans. by Wail
S. Hassan (Syracuse: Syracuse University Press, 2008); Joanna Druggan and
Rebecca Tipton, ‘Translation, ethics and social responsibility’, The Translator,
23(2017), 119-25.
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widely known in English — ‘Reader, I married him’ —is poignantly
missing. Instead, the radio broadcast concludes with Jane answering
Mr Rochester’s question ‘Will you marry me?’ through the passionately
enunciated responses ‘bi kulli surtir’ (with pleasure) and ‘bi muntaha
ar-rida’ (with full acceptance) (circa min. 2h13). In a closing scene
consumed with heavy breathing and eroticism, the broadcast ends
with Mr Rochester asking Jane to kiss him, followed by dramatic music
reaching a crescendo.

While the line is absent in al-Dimirdash’s adaptation, Munir
al-Baalbakr’s Arabic 1985 translation of the novel (discussed in
more detail below) beautifully captures the agency which belongs
to ‘I married..”’, by omitting the first person subject pronoun and in
order to rely only on the implied subject in the verb conjugation,
thereby maintaining the emphasis on the verb/verbal sentence and,
importantly, centralising Jane as the woman who ‘actively married
him’:*° wa tazawajtu minhu, ayyuha al-qari,** which, back translated
into English would be: ‘And I married (from) him, O Reader.’

In spite of sacrificing one of the novel’s defining lines (‘Reader, I
married him’) by privileging listening, rather than reading, the radio
adaptation inadvertently introduces the audience to a translation that
is only recognisable as a translation through its inclusion of English
names and sites, and more importantly through the foreignness
of such names contra what is considered local and non-foreign by
the listener. As the broadcast itself focuses on the audible and not
the written, as explained by al-Dimirdash in his introduction to the
adaption, the written only appears schematically in adverts for the
programme in the form of an introductory list comprising: the title
of the original work and its author in English, the sources, the radio
station, the translator/director’s name and the main cast. As this is still
a translation, albeit incomplete, of Jane Eyre — one that has ushered
in further and more textually complete versions —in this sense,
this translation can be regarded as ‘prismatic’: ‘one which is alert to
translation’s proliferative energies’, contra the solely reproductive
modes that engender sameness in translation, as theorised by

40 Inthe Arabic translations more broadly, two scenarios have been offered: 1) I
married him and 2) We married. As noted above, the former was captured in
the 1985 translation.

41 Munir al-Baalbaki, Jane Eyre (Casablanca: Al-Markaz al-Thaqafi Al-Arabi/
Beirut, Dar Al-Ilm Lil-Malayin, 2006), p. 727.
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Reynolds.* If they were to be pinpointed, these ‘proliferative energies’
in al-Dimirdash’s version would be the afterlives of his translation; its
role was to propel the texts involved to new lives of their own, not only
in connection to one another but also independent of one another.
When al-Dimirdash offered the listener the opportunity to listen to
and learn from this version, he did so by creating an enacted narrative
performed by Egyptians to be received through radio broadcast across
Egypt and beyond.

In all, it is not an exaggeration to maintain that al-Dimirdash’s 1965
version has contributed immeasurably to Jane Eyre’s reception in
Arabic; first, by recentring orality in the Arabic tradition as a medium
whereby new knowledge is transmitted and contested,*® this time
in translation, and secondly, in crafting a scripted version in which
difference is inherent to every subsequent performance of the script,
which travelled across media from the radio to theatre, in a process
of intersemiotic translation. In brief, this version is in itself multiple
versions of Jane Eyre, both in translation and in reception.

Jane Eyre’s Corpora: hikaya or qissa?

Following this introduction to al-Dimirdash’s adaptation and
serialisation of this prismatic body, focusing on orality and translational
fluidity in radio, in this section I explore how these issues continue
into printed translations of the novel into Arabic. In particular,
my discussion of al-Dimirdash paves the way for an interrogation,
firstly, of how translators have engaged with Jane Eyre’s genres, and
subsequently how the name Jane Eyre is inscribed and pronounced in
its Arabic translations.

With reference to the genres invoked by the novel’s translators,
as I set out below, in Arabic the question of storytelling falls under
two complementary, albeit technically different, spheres: the hikaya
and the gissa, which, in turn, convey varied hierarchical schemata
with regards to the orality and the indefiniteness of the former (as
also explained in relation to al-Dimirdash’s 1965 adaptation) and

42 Reynolds, ‘Introduction’, pp. 2, 9.

43 See Kilito, Thou Shalt Not Speak My Language, p. 54, on the relationship
between speech, transcription and rewriting; while discussing Ibn Battuta,
I would posit that the broader process discussed by Kilito demonstrates the
centrality of the oral as a prerequisite for writing and rewriting.
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the solidity and the testimonial nature of the latter.** In this section,
I shed light on the translators’ labelling of Jane Eyre variously as a
hikaya (a tale transmitted orally, and attributed to orality and fluidity
in the Arabic tradition), gissa (a story, intimately related to the fixed/
written and the Qur’an®) and/or riwaya (the contemporary novel).*
In particular, I focus on al-Baalbakr’s 1985 translation, given the
particular pertinence of this text on multiple levels. Indeed, contra
Derrida’s assertion that translations carry and maintain ‘a debt-laden
memory of the singular body’,” in Arabic, al-Baalbaki’s translation
has in a sense taken over from the English text and as such, the most
recent translations still rely heavily and at times ‘adopt’ and ‘adapt’
sections from al-Baalbaki’s.® It is very likely that the legacy of this
translator’s family — the owners and founders of the authoritative
Al-Mawrid English-Arabic Dictionary series and the publishing house
Dar Al- Tlm Lil-Malayin — significantly contributed to the centrality
and popularity of this translation.*

44 On genres in Arabic literature, including the very question of locating a
text’s genre, see Ouyang, ‘Genres, ideologies, genre ideologies and narrative
transformation’; Wen-chin Ouyang (2003) ‘The Dialectic of Past and Present
in Rihlat Ibn Fattima by Najib Mahfaz’, Edebiyat: Journal of Middle Eastern
Literatures, 14.1 (2003) 81-107; Edward Said’s chapter, ‘Arabic Prose and
Prose Fiction After 1948, in Reflections On Exile and Other Essays (Cambridge:
Harvard University Press, 2000); Al-Musawi, The Postcolonial Arabic Novel;
Abdelfattah Kilito, ‘Qissa’, in Franco Moretti (ed.) The Novel, Volume 1: History,
Geography and Culture (Princeton and Oxford: Princeton University Press,
2006), pp. 262-68.

45 Noting its inherent plurality in this tradition, it is the plural term ‘qasas’ that
appears in the Qur’an, and never the singular noun ‘qissa’.

46 What is of particular ‘relevance’ in this regard, is not whether the text
‘actually’ belongs to one genre or another, but rather precisely the translators’
choice — which once again relays the fluidity of the process — to label the
text variously as hikaya, gissa, and/or riwaya.

47 Derrida, ‘What is a “Relevant” Translation?’, p. 199.

48 See Nabil Raghib, Jane Eyre (Cairo: Gharib Publishing House, 2007); and Amal
al-Rifai, Qissat Jane Eyre (Story of Jane Eyre) (Kuwait: Dar Nashirl Lil Nashr
al-Ilikitrani, 2014).

49 Al-Baalbaki is considered a giant of the field, having been nicknamed the
‘sheikh of translators in the modern era’ by fellow translators, literary critics
and philologists alike. The vast majority of the translations of Jane Eyre
that I reviewed for the Prismatic Jane Eyre project relied extensively on
al-Baalbaki’s 1985 translation. It is as if al-Baalbaki’s translation had become
‘the original of the original’ by virtue of constituting itself as a new canon
within translation studies in Arabic. Eventually run by his family, al-Baalbaki
founded, with his friend Bahij Uthman, the publishing house Dar Al- Ilm Lil-
Malayin (House of Education for the Millions) which has continued to publish
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What is particularly notable in the original introduction to his
1985 translation is that, rather than characterising his translation
as embodying one specific genre, al-Baalbaki refers to Jane Eyre
interchangeably as a hikaya, gissa, and/or riwdya.>® Importantly, the
use of such overlapping labels is not specific to translations alone, as
we can also see in the classical case of the Arabian Nights (also One
Thousand and One Nights, Alf Layla wa-Layla)>* — a text that was itself
read by the eponymous heroine as a child and through which jane
Eyre has often been analysed® — which has been referred to in Arabic
simultaneously as hikaya (pl. hikayat) and qissa (pl. qasas). In defining
the Arabian Nights as hikayat, the stories are situated within traditions
of orality and oral story-telling (whereby each retelling leads to new
versions of the story itself), while the term gissa invokes the salience
of the written, recognising the Arabian Nights as semi-complete, semi-
textual tales.>

In Arabic, gissa (Q-S-S) (pl. gasas) refers to ‘that which is written’s
and as such that which is demarcated by a fixity that prevents the
reader (hence the interpreter) from tampering with it, thus accepting

his English-Arabic dictionary Al-Mawrid (now in different formats: complete,
concise, pocket, bilingual, middle-sized, etc.) which has exceeded its 40th
edition. He translated more than a hundred books from English, including
The Story of My Experiments with Truth by Mahatma Ghandi, A Tale of Two
Cities by Charles Dickens, Farewell to Arms, The Old Man and the Sea and The
Snows of Kilimanjaro by Ernest Hemingway, A History of Socialist Thought by
G. D. Cole, The Iron Heel by Jack London, and History of the Arabs by Philip
Hitti.

50 The multiple invocations of these three labels are indicative of how the Arabic
translations of the text have been viewed by the translators themselves. In
making this point, I do not seek to delimit the genre of the novel, but more
importantly I refer to the multiple invocations of hikaya and gissa as a way of
further developing a theory of translation.

51 Muhammad Qitta al- Adawi, ed., Alf Layla wa-Layla (One Thousand and One
Nights) (Beirut: Dar Sadir Lil Tibaa wa al-Nashr, 1999).

52 See Melissa Dickson, Jane Eyre’s ‘Arabian Tales’: Reading and Remembering
the Arabian Nights’, Journal of Victorian Culture, 18.2 (2013), 198-212; on the
‘influence’ of the Arabian Nights on Charlotte Bronté and on Jane Eyre, see
Mubhsin J. Al-Musawi, ‘The Taming of the Sultan: A Study of Scheherazade
Motif in Jane Eyre’, Adab al-Rafidayn 17 (1988), 59-81, p. 60, and Melissa
Dickson, Cultural Encounters with the Arabian Nights in Nineteenth-Century
Britain (Edinburgh: Edinburgh University Press, 2019).

53 See Richard van Leeuwen, The Thousand and One Nights and Twentieth-
Century Fiction (Leiden: Brill, 2018).

54 Muhammad ibn Mukarram Ibn Manzur, Lisan al-Arab (The Language of the
Arab People) (Cairo: Dar Ibn al-Jawzi, [1970] 2015], IV, pp. 53-57.
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it as a complete version which is in no need of any addition or
subtraction. Given its intimate linkage with the stories narrated in the
Qur’an — such stories are called gasas in the Qur’an, always in the
plural — the gissa carries connotations of holiness and definiteness
such that its borders are rarely violated. For instance, Sirat Joseph
(Chapter Yousif) reads: ‘We tell you [Prophet] the best of stories [ahsan
al-qasas] in revealing this Qur’an to you’ (11:118-12:4).° In these
Qur’anic chapters, stories of past prophets and messengers; their
wives and other significant women; elders; animals and insects are
recounted for the listener (before the reader, given that the Qur’an
was transmitted orally before being transcribed) so that lessons can
be gleaned from these parables.

As stories reported in the Qur’an are considered to be undeviating
texts, their fixity isnot only attributed to the divine; thatis, the narrative
that is owned by and referred to God in all its predetermined facets
and specifics, but it is also attributed to the authority that dominates
(in) as well as guards the parameters of the storyline, in this case the
author and the original language of the text under study. When the
narratorial fixity of the gissa becomes a literary itinerary towards all
things in the text, be they real, imagined, sacred, truthful (to an extent)
and/or allegorical, its status becomes that of a witness statement
insofar as the act of reporting or bearing witness takes place through
the eyes of an authority figure who is supposed to be all-knowing, or
at least who knows better.

Such an attribute, still within the Arabic canon, can be easily
contradicted, on the other hand, by the ability of the hikaya — (H-K-
Y), ‘a speech like a story” — to transcend its text and in turn refuse
to adhere to a discursive linearity which is simply that of a tale. Since
it is the narrative or the storyline that the hikdya is transmitting in
multiple forms, this transmission becomes less of a text and more of
an ongoing narrative, which is based on a direct relationship between
an author or a narrator and an audience (notably echoing Jane Eyre’s
narrative style in English). In this sense, the hikdya represents the

55 M. A. S. Abdel Haleem, The Qur’an: Parallel Arabic Text, trans. by M. A. S.
Abdel Haleem (Oxford: Oxford University Press, 2000), p. 236.

56 On the relationship between writing and fixity in the case of the Qur’an,
see Tim Winter, ‘God the Speaker: The Many-Named One’ in The Routledge
Companion to the Qur’an, ed. by George Archer, Maria M. Dakake and Daniel
A. Madigan (New York: Routledge, 2021), pp. 45-57 (p. 49).

57 Ibn Manzir, Lisan Al-Arab, VII, pp. 563-4.
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collective, which is normally maintained as multiple versions of itself
through a continual series of narrations, in direct contrast to the gissa
whose own survival is solely contingent on the specificity within the
text, which is supposed to be passed on as it is.>® Such a direct variance
between the gissa, on the one hand, and the hikaya, on the other, takes
us to the question of orality and its centrality in the latter, as explained
earlier with reference to al-Dimirdash’s adaptation of Jane Eyre. This
orality, which can be likened to a nerve that goes through the hikaya’s
entire body, counters the gissa, whose wholeness is guarded across
time and space in the form of a text (even if it originated in the oral
transmission that was subsequently written down). As the integrity
of the hikaya is not contingent on the specific but on the collective
instead, the multiple, the progressive and the tendency to evolve in
terms of length and popularity are more palpable.

Such a distinction becomes increasingly critical when ‘stories’ such
as Jane Eyre are translated into Arabic, and when the corpus of Jane
Eyre is itself labelled by the translators variously as not only a riwaya
(novel) but also simultaneously as a gissa or hikaya, as is the case
with al-Baalbak?’s translation. While acknowledging that Jane Eyre is
indeed technically both a riwdaya (novel) and a gissa (story), and noting
that these are at times used to refer to the genre that the text belongs
to rather than to name the tale itself, the term hikaya is also used — as
a descriptor of the story — throughout the prefaces and introductions
of selected translations of Jane Eyre, including those by al-Dimirdash,
al-Baalbaki, Raghib and Sabri Al-Fadl.>®* Such invocations, I would
posit, are not circumstantial, but a clear indication of the way in which
translation has been conceived of — in other words, the fluidity that
is attributed to hikaya (a story that changes in its retelling) contra the
fixity of the text-based gissa, which in turn resonates with Derrida’s
abovementioned reflections on the tension between translation-as-
staying-the-same and translation-as-change. The latter is of particular
relevance given the employment of gissa in the Qur’an and the
particular approach to translation that has historically been applied
in translations of the holy text: far from ascertaining that the Qur’an is

58 Also see Abdelfattah Kilito, Arabs and the Art of Storytelling, trans. by
Mbarek Sryfi and Eric Sellin (Syracuse, N.Y.: Syracuse University Press, 2014),
pp. 116-25.

59 See al-Dimirdash, Jane Eyre; Munir al-Baalbaki, Jane Eyre (Beirut: Dar Al- IIm
Lil-Malayin, 1985); al-Baalbaki, Jane Eyre (2006); Raghib, Jane Eyre; and Sabri
Al-Fadl, Jane Eyre (Cairo: Al-Usra Press, 2004).
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untranslatable per se, its translations are generally viewed as a means
of capturing the meaning (mana) of the text, rather than translating
the text itself.%

I'would thus argue that the abovementioned translators’ references
to Jane Eyre as a hikaya — a choice that I would argue may have been
facilitated by the first-person narrative with its speech-like elements
in the novel — can be interpreted as a desire not to depict translation
as a production of one equivalent of the origin, but rather as a creation
of a version that is susceptible to other versions and interpretations.
For instance, in line with the fluidity of story-telling, al-Baalbakl’s
willingness (among other translators) to shift at times from the static
to the fluid is worth noting. Tying back to the question of translating
religious texts, al-Baalbaki handled the numerous references to the
Bible and the Old Testament in Jane Eyre not only by including verbatim
extracts from existing Arabic versions of the Bible, but also — given
that many of the translation’s readers would be Muslim — by adding
explanatory footnotes throughout to explain the significance of key
Christian personae. In turn, al-Baalbaki adopted fluid means when
facing the challenge of translating a text replete with references to the
soul and the spirit, as these relate to Christian doctrine. On the one
hand, he adopts the term rih (pl. arwah) throughout the text to refer
to both ‘soul’ and ‘spirit’, as noted in Table 1; in spite of theologically-
charged debates pertaining to Arabic and Islamic approaches to
the meanings and translation of the terms ‘soul’ and ‘spirit’,$! this

60 Starting from the premise that ‘translation is both necessary and impossible’,
Derrida offers the following reflection on Benjamin’s The Task of the
Translator: ‘A sacred text is untranslatable, says Benjamin, precisely because
the meaning and the letter cannot be dissociated’. See Jacques Derrida, The
Ear of the Other: Texts and Discussions with Jacques Derrida: Otobiography,
Transference, Translation, English edition ed. by C. McDonald. (Lincoln:
University of Nebraska Press, 1988), p. 103.

61 On the widespread usage of the term ‘rith’ and related constructs to refer
both to the soul and to the spirit in Arabic, see Mustafa Ali Harb, ‘Contra
stive Lexical Semantics of Biblical Soul and Qur’anic Ruh: An Application
of Intertextuality’, International journal of Linguistics, 6.5 (2014), 64-88. It is
beyond the scope of this chapter to discuss the theologically-charged debates
pertaining to Arabic and Islamic approaches to the concepts of the soul
and spirit, but it is worth noting that rith is widely identified as referring to
both ‘soul’ and ‘spirit’, with nafs also being used at times to translate ‘soul’
(see Hard, ‘Contrastive Lexical’; cf. M. S. Zahir al-Din, ‘Man in Search of His
Identity: A Discussion on the Mystical Soul (Nafs) and Spirit (Ruh)’, Islamic
Quarterly, 24.3 (1980), 96; Abdulaziz Daftari, ‘The Dichotomy of the Soul and
Spirit in Shi’a Hadith’, Journal of Shi’a Islamic Studies, 5. 2 (2012), 117-29.
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approach could be viewed as reflecting what Abdulaziz Daftari refers
to as the ‘common perception in the Islamic tradition that there is no
distinction between the soul and the spirit’.5?

Original

Arabic Translation

‘a good little child, whose
soul is in heaven’ (Ch. 4)

;M|9éo.ﬂl4:>9_)(¢3.§3L'>JLo |y0 Mab

Back translation: ‘a good little child, his soul
[rtth] now lives in heaven

‘punish her body to save
her soul’ (Ch. 7)

elg>oy 385 S laawe o 8leyg

Back translation: ‘punish [you pl, f.] her body in
order for you [p], f] to save her soul [rah]...

‘your soul sleeps’ (Ch. 15)

oYl dexla el>gy )

Back translation: ‘indeed your soul [riih] is [a]
sleep[ing] now’

‘and only the spark of the
spirit will remain’ (Ch. 6)

Lo x93 9 Sallg Bl Lol — oyl 83l yut sy M
el

Back translation: ‘and nothing remains except
the spark of the spirit [rath]’

‘Besides this earth, and
besides the race of men,
there is an invisible world
and a kingdom of spirits’
(Ch. 8)

wzlosl &lang yokain st @lle dla gyl puindl I @8LoYlo

Back translation: ‘And in addition to the human
race, there is an invisible world and a kingdom
of spirits [arwah]’

Table 1 Examples of ‘soul’ and ‘spirit’ being translated as ‘rith’; with
back translations by Y. M. Qasmiyeh.®

On the other hand, while consistently translating the term ‘spirit’ as
‘rah’ throughout the novel, in a series of notable examples, al-Baalbaki
astutely converts ‘the soul’ into individual parts of the body, through
what I refer to as ‘bodily inflections’, and in so doing he renders the
soul concrete in some instances:

62 Daftari, ‘The Dichotomy of the Soul and Spirit in Shi’a Hadith’, p. 117.
63 Other similar examples of the translation of ‘spirit’ are found in Chs. 10, 12,

and 19.
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Original Arabic Translation followed by back translations

‘Then her soul sat on her é).\i o (ama o lga8) cdbaly lgudd <S5 Ly Wlad gy @

lips, and language flowed, UL

fgﬁfrzglh;t source I cannot Back translation: ‘Then her tongue moved in
synchrony with what her [inner] self [nafs] was
concealing’

‘The fury of which she o poladd cilS e b caiial il uadll 890 )

was incapable had been olgdl Jlob ouilgar

g:r?(lgkgl lél) my soul all Back translation: ‘was burning in all my limbs

y ) [jawaanih sing. janaah] all day’
‘the reader knows I had s8it b8 oy Jolial (S 1508 g iy T ey ol
wrought hard to extirpate Jlo lgzaaas! )l ol

from my soul the germs of
love there detected’ (Ch.
17)

Back translation: “... in order [for me] to
extirpate from my heart [qgalb] the seeds of
love..”

Table 2 Examples of ‘soul’ being translated through what I refer to
as ‘bodily inflections’; with back translations by Y. M. Qasmiyeh.

Finally, and most powerfully perhaps, al-Baalbaki reclaims in
translation the position of Palestine in rendering the second part of
the English line ‘I saw beyond its wild waters a shore, sweet as the
hills of Beulah’ (Chapter 15) as §amilan ka hidab Filastin’ (‘as beautiful
as the hills of Palestine’).5 Such a retelling is poignant since it enables
the novel to be situated not only in the Arabic language but also
within Arab readers’ cultural and historical frameworks, and both
geographical and imaginary landscapes.

In these ways, al-Baalbakl’s multiple categorisations of Jane
Eyre as not only a riwaya (novel) and gissa (story) but also a hikaya
demonstrate the fluidity that characterises the retelling of Jane Eyre in
translation, a fluidity inherent within the materiality of story-telling
and its capacity to articulate (or perhaps ‘domesticate’) a foreign text
in a popular way and to a wider audience. Indeed, this approach to the
textual (corpus) as materiality can be viewed as being closely linked to
‘conversion’, in line with Derrida’s conceptualisation. In this vein, the
materiality of the text is connected to the materiality of the translator’s
voice and location, with the translation of Beulah as Palestine being

64 Al-Baalbaki, Jane Eyre (2006), p. 245.
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an instance of how, far from being fixed, the source’s signifieds can
undergo transformation as they pass into another body and location.

As I argue in the remainder of this chapter, to translate a story into
another story, it is important to examine the body of the story in the
targetlanguage in order to see whether all of the elements — including,
in particular, literality, sounds and names — are consciously preserved
as they are (however impossible this might ultimately be) or whether,
in particular, the narratives are privileged at the expense of other
features. It is to this question that I now turn, firstly with reference to
the different written and voiced iterations of the name Jane Eyre, and,
subsequently, to touching as a means of calling out the mutable nature
of the body in translation.

Naming and Titling in Jane Eyre

In ‘Des tours de Babel’, Derrida poses the question: ““Babel”: first a
proper name, granted. But when we say “Babel” today, do we know what
we are naming? Do we know whom?’%* Echoing this question, how can
proper nouns that belong to one language® — to spaces demarcated
by the particularities of sounds, inflections and enunciations — be
translated into another language? In this section on translating the
name, I begin with the notion of the proper noun and the title in the
Arabic tradition while assembling some of the many ‘Jane Eyres’ that
have appeared in Arabic thus far. In so doing, I seek to trace the ways
that the name itself engenders new names, identifying the writing
and pronunciation of the proper name as a particular instance of the
materiality and fluidity of the text.

Building on the extent to which the word ‘title’ in Arabic — according
to the encyclopaedic Lisan Al-Arab, for instance — is understood as
the ‘container’ of the text (from the first to the final word), I would
argue that such a conceptualisation makes the title the protector of
the beginning and the end of a given text, and everything in between.
In other words, the title, alongside its different interpretations, is the

65 JacquesDerrida, ‘Des Tours de Babal’, trans. by Joseph F. Graham, in Difference
in Translation ed. by Joseph F. Graham (Ithaca and London: Cornell University
Press, 1985), pp. 165-205 (p. 165).

66 As Bennington notes, however, ‘we shall have to say that the proper name
belongs without belonging to the language system.” See George Bennington
and Jacques Derrida, Jacques Derrida (Chicago: Chicago University Press,
1999), p. 170.
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only element within a text that is capable of delimiting the text itself.5’
In Arabic, the verb anan — that is, ‘to bestow a title on something’ — is
also understood as follows: ‘to be or to appear in front of something or
somebody’ and/or ‘to block the line of vision’. In turn, the noun unwan
(title)®® is the trait of the book and also the sign or the trace that appears
(gradually) on a person’s forehead as a result of excessive prostration;
this trace, in turn, is perceived to be a sign of total submission to God
and a reiteration of piety. As such, through the title Jane Eyre (whose
full original title in English is Jane Eyre: An Autobiography) or its
translations alone we can identify a direct correspondence between
two corpuses, or more than two: the English, the Arabic and the
multiple transliteration(s) of specific sounds from English into Arabic.
With reference to the latter, although transliteration belongs to and
is managed by Arabic on the basis of the Arabic alphabet, the sounds
themselves and their combinations therein are quasi-shared between
English and Arabic, a dynamic I explore in more detail below.

In two of the Arabic translations consulted for the purposes of this
chapter,” the name ‘Jane Eyre’ in the title of the book has been either

67 Also see Gérard Genette, ‘Introduction to the Paratext’, New Literary History,
22.2 (1991), 261-72.

68 In contemporary Arabic, the term also refers to ‘the address’, hence a marker
of emplacement. It refers to the ‘structure on or in which something is
firmly placed’, and ‘the process through which something is set in place’, ‘the
location’.

69 One of the five pillars of Islam is to pray five times a day, a process which
involves physically kneeling and prostrating, touching the ground with
one’s forehead. In some instances, some believers undertake such regular
and vigorous prostration that this can leave a visible mark or sign on their
foreheads.

70 For the purposes of this section of the chapter, the translations of Jane Eyre
that I have consulted are as follows: Ismail Kamil, Jane Eyre (Cairo: Kitabi
Series, 1956); al-Dimirdash, Jane Eyre; Unnamed group of translators, Jane
Eyre aw Qissat Yatima (Jane Eyre, or Story of an Orphan) (Beirut: Al-Marif
Press, 1984); al-Baalbaki, Jane Eyre (1985 and 2006); Unnamed translator,
Jane Eyre, ed. by Nabil Raghib (Bilingual edition, Cairo: Dar al-Hilal, 1993);
Unnamed translator, Jane Eyre (Damascus: Dar al-Bihar/Cairo: Dar Wa
Maktabat Al-Hilal, 1999); al-Fadl, Jane Eyre; Samir Izzat Nassar, Jane Eyre
(Amman: Al-Ahliyya Press, 2005); Raghib, Jane Eyre; Unnamed group of
translators, Jane Eyre (Beirut: Dar Maktabat Al Maarif, 2008); Rihab Akawi,
Jane Eyre (Beirut: Dar Al-Harf al-Arabi, 2010); Hilmi Murad, Jane Eyre (Cairo:
Modern Arab Foundation, 2012); al-Rifal, Qissat Jane Eyre (Story of Jane
Eyre); Unnamed translator, Jane Eyre (Dubai: Dar Al Hudhud For Publishing
and Distribution, 2016); Unnamed translator, Jane Eyre (Giza: Bayt al-Lughat
al-Duwaliyya, 2016); Yasif Ata al-Tarifi, Jane Eyre (Amman: Al-Ahliyya Press,
2017); Ahmad Nabil al-Ansari, Jane Eyre (Aleppo: Dar al-Nahj/Dar al-Firdaws:
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preceded or followed by ‘Story of” or ‘Story of An Orphan’, making the
Arabic title ‘Story of Jane Eyre’ (Qissat Jane Eyre) or ‘Jane Eyre or Story of
an Orphan’ (Jane Eyre aw Qissat Yatima) respectively.” While the addition
of ‘an orphan’ within the title marks out these Arabic titles from other
languages, given that ‘orphan’ has been incorporated into the formal title
rather than being presented as a subtitle,”” in some sense this retitling
process echoes translations into other languages, whereby the original
English subtitle (‘An Autobiography’) was replaced by references to ‘the
orphan’ or ‘a governess’ (following the 1849 publication of Jane Eyre
ou Mémoires d’une gouvernante/Jane Eyre or Memoirs of a Governess,
and Charlotte Birch-Pfeiffer’s 1853 stage version Die Waise von Lowood,
the Orphan of Lowood). The inclusion of the term ‘orphan’ within the
title is paralleled by the exclusion of the original subtitle: even though
some of the reviews of the Arabic translations, as well as some of the
bilingual (normally abridged) translations published by Dar Al-Bihar
in Syria (with no named individual translators), have used words such
as ‘autobiography’ and/or ‘autobiographical’ to describe the novel and
therefore situate it in a wider genre, the translators themselves have
never done so in any of the texts consulted. Of particular relevance
in light of my discussion of the multiple labels used by translators
themselves to describe the genre (variously as gissa, hikaya or riwaya),
is that the Arabic retitling in these two instances is relatively unique,
writ large, precisely due to the insertion of ‘story’ into the title itself
(with notable exceptions being two recent translations in the Thai
language™). Importantly, the prominence of gissa on the covers of these
translations is nonetheless often complemented, as discussed above, by
the translators situating the text within the framework of the hikaya.
Whether with or without subtitles, and the above-mentioned
additions and exclusions, we can argue that we bestow a proper noun/
name on the text mainly to view everything through the eyes of the

2017); Unnamed translator, Jane Eyre (Cairo, Dar al-Alif for Printing and
Distribution, 2017); Munir al-Baalbaki, Jane Eyre (Morroco: Maktabat al-Yusr,
n.d. print on demand).

71 Given the lack of a direct equivalent or the name ‘Jane Eyre’, as I discuss
below, here I have opted to maintain the English spelling of the name as it is.

72 It is worth noting that the way that subtitles are appended to titles in the
English language does not correspond to the Arabic tradition. Of late, subtitles
have started to be used in Arabic texts.

73 With thanks to Matthew Reynolds for drawing my attention to these
translations. See, for instance, Khwam rak khong yeén &/Jane Eyre: Love Story,
trans. by Sotsai Khatiwgraphong (Bangkok: Phr&, 2007).
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named. In this context, for example, the name is itself the title, and
vice versa. To take it (back) to Arabic and to find an equivalence, we
resort to multiple transliterations of the name or names (Jane Eyre)
to substitute another name or names. But should names always be
perceived as transferable, interpretable and translatable as names?
What if, for example, this vocal directness — that is, the preservation
of the name as it is, with its unique pronunciation which only belongs
to itself — cannot be sustained in other languages, as is the case in
Arabic? Would such a transfer convey the same name, or could we
simply assume that all names are pseudonyms in translation? Such
questions push against Derrida’s argument in ‘Des tours de Babel’ and
expand the focus developed in ‘What is a relevant translation?’ in so
far as Derrida, in those essays, does not acknowledge the importance
of the traces of vocality —the implied pronunciations — that are
inscribed in writing; it is by emphasizing their significance that I
therefore seek to move on from Derrida’s work.

To ponder the untranslatability of the proper noun, Jane Eyre, from
English into Arabic, it is worth examining the title’s two constituent
parts: Jane and Eyre. As demonstrated in Table 3, which lists the
transliterations of the title alongside the translators’ names and years
of publication, in the Arabic translation, Ja (in Jane) = J+a and Ey (in
Eyre) = E+y have been matched with either J > or JT ~ or ATor I ¢
respectively, as a result of the absence in Arabic of direct equivalents of
the elongated and wide sound combinations that exist in English. Such
appropriations and/or distortions, in the form of alternative Arabic
pronunciations to the original, open the title up to different readings
that, in turn, engender new titles/translations, which act independently
of the original title itself.”* Notably, Derrida does not discuss
pronunciation in ‘Des tours de Babel’ and as such in this discussion I
build and expand upon his approach, with my analysis aligned to this
volume’s emphasis on the prismatic nature of translation, as I argue
that the very reiteration of a proper name through language difference
has a prismatic effect.

The way that Jane has been transliterated is closely aligned with
the word jinn (spirit or genie), in particular when the diacritics (signs
written above and below the letter to mark its corresponding short

74 Miss, Mr and Mrs are also transliterated in Arabic letters in the 1985, 2006
and 2012 translations by al-Baalbaki. The word Master was translated as
Sayyid (the head of...).
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vowel sound) on the word jinn are not visible.” Of particular relevance
to the focus of this chapter on the body, the word jinn is itself derived
from the root J-N-N which refers to concealment and the lack of physical
presence. In turn, the equivalent of Eyre, when commonly transliterated
into Arabic, ties to another aspect of the body: that is, ayr, which is the
penis.” This may be one reason why the titles of the book rarely bear
diacritics — even though such signs would make the transliteration
more accurate sound-wise — as these signs would more concretely pin
down the pronunciation of the name and tie it to such connotations.
At the same time, we can assume that the general absenting of the
glottal stop in the transliteration of Eyre (ayr) may have purposely been
applied in order to move the transliteration away from its close Arabic
homophone.

Standing out from the other transliterations is al-Baalbakl’s rendition
of the title, both in its usage of diacritics in the 1985 version, and its
choice) and I (used posthumously, and we can assume amended by
the publishing house). As per Table 4 below, the sound choices here are
difficult to recapture closely in English — the first broadly corresponds
to an elongated ‘ee’ (‘eeer’) and the second to ‘aayir’. Importantly, each
and every reader, especially those unfamiliar with the pronunciation
of the English title, would imagine and enunciate these nominal
alternatives differently.

75 Ibn Manzir, Lisan al-Arab, VII, p. 71.
76 Ibn Manzur, Lisan al-Arab, 11, p. 422.
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Translations bearing the specified title

Title as written in
Arabic (Jane Eyre
unless specified
otherwise)

Nir al-Dimirdash, 1965
Unknown Translator, 1993
Unnamed Translator, 1999
Sabri al-Fadl, 2004

Samir Izzat Nassar, 2005
Nabil Raghib, 2007
Unknown, 2007

Rihab Akawi, 2010

Hilmi Murad, 2012
Unknown translator, 2016
Yusif Ata al-tarifi, 2017

Unknown translator, 2017

BYIPES

Munir al-Baalbaki, 1985

Munir al-Baalbaki, 2006

Ahmad Nabil al-Ansari, 2017

Unnamed group of translators, 2008

ol

Unnamed group of translators, 1984

Jane Eyre, or Story of an Orphan

dagry 08 of 33l e

Amal al-Rifai, 2014
Story of Jane Eyre

Table 3 Some of the Arabic ‘Jane Eyres’ compiled from different
translations completed between 1965 and 2017.
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Guiding Sounds
and Letters

Transliteration

(]"

‘muted j’

bz

c]'a ]a:

i

jujw

ST

:]1 ]T

‘elidable hamza’

I ‘muted a’

ii|‘short and long a’

oi | ‘short and long w’

<l 1| ‘short and long i’

[}
ol n

< | ‘the consonant y or as a
long vowel I’

Table 4 Guiding sounds and letters with their transliterations in the
Arabic transliterations of the name ‘Jane Eyre’.

As it is the name that we are carrying from one language to another,
not as the same name, but as a metaphor of a name, it becomes clear
in Arabic that the ‘foreign’ (ajami) (that which has no equivalence
in Arabic) becomes ‘more foreign’ in translation by being moved
away from its autochthonous sounds. To draw the name-metaphor
apposition closer, the words kunya and kinya (i:%5 or 4:s) in Arabic
(epithet, title, name, surname, nickname) are etymologically related
to the word kindya (4:LS) (metonymy, metaphor, sign, symbol). Such
an affinity is relevant in this context in the interpretation of the
translation of names as a production of ‘new’ metaphors and/or
signs that will eventually take over from the name, as is the case
in the Arabic titles. Indeed, such processes arise throughout Arabic
translations of novels bearing ‘foreign’ proper nouns, and yet perhaps
have especial salience in the case of Jane Eyre because of the challenge
of the repeated vowel sounds and also because of the suggestiveness
of the name in the novel.

Despite the fact that these Arabic transliterations belong to or are
derived from the English Jane Eyre, I would argue that they equally
sit outside the text as written and, as such, they become extra-textual
within the origin. This extra-textuality being established in the Arabic
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text may be seen as a third text:”’ it is neither English (entirely) nor
Arabic (entirely) but a combination of both, whose main aim is to
produce an equivalent that resembles the English Jane Eyre as best as
Arabic sounds can do. Importantly, since it is the female name that is
engendering all these names, it becomes apparent how some Arabic
translators, when transliterating the name Bronté, at times opted
to use the feminine marker (al-ta al-marbiita) (Bruntah) and not an
elongated ee (Bruntee) (which is more common) in order to make the
feminine more physically present through the suffix.

In the absence of capital letters in Arabic to mark the proper
nouns, most Arabic translations have relied on brackets to declare
and concretise the names of people, places, titles and languages
throughout the novel. In so doing, they have reinforced physical
borders (to borrow Reynolds’s words? in another context) around
the proper nouns for the sake of foreclosing any other assumptions
beyond the proper noun and the title. Such an approach in the Arabic
translations has transformed the name itself into a border, firstly, in its
potentiality to (re)assert as well as delineate the linguistic ‘difference’
between Arabic and English, and secondly, in positing the name’s life
as that which transcends the life of the translation itself.

‘Touching’ Jane Eyre

Rather than seeing translating as lifting above materiality and then
mourning it (as argued by Derrida), I have shown that translation
does not rise above, but moves through materiality, thereby not only
generating change but also, in so doing, producing a questioning
textuality in which translation is more like touching than like transfer,
with the concomitant question arising: how much can a touch
accurately apprehend? Building on the preceding analyses, in this final
section, I discuss touch in more detail, arguing that the Arabic is not
only different from the English, but is also arguably more nuanced: in
a sense, it apprehends more than the English knows. I thus examine

77 Homi K. Bhabha, ‘Cultural Diversity and Cultural Differences’ in The Post-
Colonial Studies Reader, ed. by Bill Ashcroft, Gareth Griffiths and Helen Tiffin,
2nd edition (London: Routledge, 2006), pp. 155-57 (p. 156).

78 Here I am referring to Reynolds where he writes: ‘translationese (with its
many sub-varieties) is a different kind of translation, or “translation”, than
the reiteration of a proper name: it creates boundaries between languages
by the very act of bridging them.” Matthew Reynolds, Likenesses: Translation,
Illustration, Interpretation (London: Routledge, 2013), p. 104.
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the multiplicity (and inherently metaphoric nature) of the Arabic
translations of the verb ‘to touch’ in Jane Eyre, thereby elucidating
how ‘touching’ is rendered in Arabic and in what ways its translation
goes beyond the English, not with the aim of identifying similarities
across the languages, but to engender prismatic readings in both the
English and its Arabic equivalent. To develop this text-based reading
of the translation of ‘touching’ in Jane Eyre, I continue referring to
Munir al-Baalbaki’s 1985 Arabic translation of the novel, which, as
noted above, is still considered to be the most reliable of the Arabic
literary translations, to the extent of being elevated to the status of a
quasi-source text. In this translation, three key Arabic verbs are used
to refer to ‘touching’: massa, lamasa and lamasa.

In Stirat Maryam (Chapter Mary) in the Qur’an, Maryam asks: ‘How
can I have a son while no man has touched me and I have not been
unchaste?’” The Arabic verb used in this verse to convey ‘touching’
is massa (from the Classical Arabic root M-S-S) which connotes the
most delicate of touches, which can only be captured or sensed if the
touched person is fully in tune with an emanating touch. Since the
overriding aim of this Qur’anic verse is to dispel the possibility of
conceiving through touching (Maryam is supposed to be a virgin), the
verb massa is employed as an alibi for no perceptible touch. The other
verb thatis used in Arabic to convey touching is lamasa (L-M-S), which
is attributed to the hand touching another part of the body, thereby
highlighting precisely the corporeal aspect of, and in, touching. The
third verb, which is in fact a variant of the second, is lamasa (L-M-S);
unlike lamasa, lamasa (with an elongated first @ sound) is interactive
and connotes interchangeable movements. This thereby makes both
parties (the toucher and the touched) equally involved in the process
of touching.

In the following examples — quoted from the original (English)
version of the text—1I start from the premise that al-Baalbaki’s
treatment of the act of touching in his translation of Jane Eyre embodies
interpretations (and/or versions of translations) that occur first within
Arabic, before being perceived as equivalences, alternatives and/or
substitutes for the English.

With the word ‘touch’ absent from the first phase of the novel at
Gateshead, where physical contact is primarily aggressive, it is only
when the as yet unnamed Miss Temple encounters ‘Jane Eyre’ that

79 Abdel Haleem, The Qur’an, 19:20.
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touch becomes an important motif in the novel, bringing the name,
the body and touch together: “Is there a little girl called Jane Eyre,
here?” she asked. I answered “Yes,” and was then lifted out.’®® The
initial bodily encounter — being ‘lifted out’ or, returning to Derrida,
perhaps ‘relevée’ — not only arises a few short paragraphs after a
noteworthy instance of the whole name ‘Jane Eyre’ (rather than solely
the first name, Jane) being enunciated, but is followed by an unusually
gentle touch for Jane to experience:
She inquired how long they had been dead; then how old I was, what

was my name, whether I could read, write, and sew a little: then she
touched my cheek gently with her forefinger...

In his translation of this sentence (p. 68), al-Baalbaki acknowledges
the gentleness of the touch as reiterated in the original by opting
to use the verb massa (transliterated as ‘thumma massat wajnatayy
bi subbabatihd massan rafiqar’, literally, ‘then she touched my
cheek with her forefinger a delicate touching’).®* In doing so, the
touch(ing) becomes a marker of a beginning, in other words, a gentle
initiation — as interpreted in Arabic —that is performed in/on/
through body parts that are considered less intrusive and therefore
less physical than others.

In the second instance of physical touching in the novel, which
comes immediately after the first, when Jane is new at Lowood and is
determining how to connect to the place and the people there, massa
again (and not lamasa) is used in the Arabic version:

When it came to my turn, I drank, for I was thirsty, but did not touch
the food.®?

It would not be entirely unusual to use the verb lamasa in this context,
precisely because this verb is used to convey the process of palpably
touching food. However, al-Baalbaki invokes the verb massa to reflect
the nature of the rejection of the food: it is an outright rejection, a
rejection even of the intention of touching. In this way, the Arabic
verbs — massa versus lamasa — are placed in a hierarchy according
to subtle proximities and, through these nuances, the involved subjects
are separated or united. In other words, translating touching in Arabic

80 JE,Ch.5.
81 Al-Baalbaki, Jane Eyre (2006), p. 68.
82 JE, Ch. 5; al-Baalbaki, Jane Eyre (2006), p. 70.
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seems to touch first and foremost on multiple degrees of touching
inherent in the language itself.

In turn, the third (and last) example of touching in Lowood pertains
to Helen — ‘but I think her occupation touched a chord of sympathy
somewhere; for I too liked reading’ — and once again the verb massa
is used by the translator, indicating the subtlety and profundity of such
touching.®

Contra the consistent usage of massa in Lowood, the first touches
that occur after Lowood arise from the earlier encounter with
Rochester and his horse, and move us away from this first ‘touching’
verb. The original version in English reads ‘I should have been afraid
to touch a horse when alone, but when told to do it, I was disposed
to obey’, followed by ‘A touch of a spurred heel made his horse first
start and rear, and then bound away.’®* In both of these instances, the
translation of ‘touch’ through the verbal noun lams and then lamasa,
embodies the greater physicality that is taking place, and the active
and direct process of touching by the subjects (pages 187 and 188): the
latter is demonstrated clearly in the back-translation of the second line:
‘and he touched his horse with his heel (the one) which has spurs...”.%

In contrast, al-Baalbaki chooses to use the verb lamasa (with an
elongated a) to exemplify the outward and interactive nature of the
process, as clearly illustrated in the following quotation from the
English, which once again brings together touch and an enquiry about
a name:

Just then it seemed my chamber-door was touched; as if fingers had
swept the panels in groping a way along the dark gallery outside. I said,
‘Who is there?’%

In the Arabic translation, the first touch is converted into the active
voice (‘And at that moment it seemed to me as though a thing had
touched the door of my room’), using the verb massa to allude to the
fact that this touch has originated from an unidentifiable source,
whereas the verb ‘swept’ is translated with lamasa, as if the fingers
and the panels are rubbing against one another.®” Amongst other

83 JE, Ch. 5; al-Baalbaki, Jane Eyre (2006), p. 78.
84 JE,Ch12.

85 Al-Baalbaki, Jane Eyre (2006), pp. 187, 188.
86 JE,Ch15.

87 Al-Baalbaki, Jane Eyre (2006), p. 239.
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things, opting to use lamasa for ‘swept’ highlights the multiple levels
of touching taking place within the same context.

As a final cluster of examples,®® included here in the English, touch
re-emerges powerfully in the penultimate chapter, when Jane goes to
Mr Rochester at Ferndean.

He put out his hand with a quick gesture, but not seeing where I stood,
he did not touch me.

“And where is the speaker? Is it only a voice? Oh! I cannot see, but I must
feel, or my heart will stop and my brain burst. Whatever — whoever
you are — be perceptible to the touch or I cannot live!”

“You touch me, sir — you hold me, and fast enough: I am not cold like a
corpse, nor vacant like air, am I?”

In these examples from Chapter 37, the verbs massa and lamasa are
both used in various forms. The first verb ‘touch’ is rendered massa.
‘(H]e did not touch me’ is translated as ‘lamm yasammant’ (sic) — ‘lamm
yamassan?’ which invokes a touching that did not actually happen,
hence the use of a form of touching that is too discreet in massa instead
of the physicality inherent in lamasa.®® As a brief aside, and prompted
by the typographical error included on page 701, where yamassant
is incorrectly written as yasammant by inverting the order of the s
and the m, the verbs massa (to touch) and samma (to name) that are
conflated here draw powerful attention to the very connection that is

88 Other examples of ‘touch’ in the translation include the following: in Chapter
18, the text reads ‘I see Mr. Rochester turn to Miss Ingram, and Miss Ingram to
him; Isee herincline her head towards him, till the jetty curls almost touch his
shoulder and wave against his cheek; I hear their mutual whisperings; I recall
their interchanged glances; and something even of the feeling roused by the
spectacle returns in memory at this moment.” Here, the relevant part of the
Arabic translation (p. 298) can be back-translated as ‘I can see her inclining/
tilting her head towards him to the extent that/until her tresses were about to
touch his shoulder...” Subsequently, ‘I have told you, reader, that I had learnt
to love Mr. Rochester: I could not unlove him now, merely because I found
that he had ceased to notice me — because I might pass hours in his presence
and he would never once turn his eyes in my direction — because I saw all
his attentions appropriated by a great lady, who scorned to touch me with
the hem of her robes as she passed...” becomes (through the back translation
from Arabic, p. 298) ‘to touch me with the hems [idiomatically, in Arabic we
use the plural of ‘hem’] of her dress as she walks past me...” In both of these
instances, the verb massa is used, in line with the touching of objects of a
delicate nature — the hair and the hem.

89 Al-Baalbaki, Jane Eyre (2006), p. 701.
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at the heart of this chapter on the relationship between the body and
the name.

In the following two lines included above, ‘I feel’ is rendered
‘I touch’ (almis, from lamasa) in line with the English ‘to palpate’,
which in this case mainly refers to the movement of the body towards
another body, with the intention of physically reaching out; in turn,
‘perceptible to touching’ is translated through the verbal noun of
lamasa, lams, thereby once again highlighting the physical attribute of
this type of touching.* Finally, exemplifying the actual act of touching
taking place, ‘You touch me, sir’ is translated by al-Baalbaki as ‘anta
talmisunt ya sayyidr’: ‘You are touching me, sir’.** With no doubt, the
urgency and definiteness of this touching rebuts any suggestion that
Jane Eyre could be ‘cold like a corpse’ or ‘vacant like air’.

Since touching does not solely involve one specific body part, as
Derrida contends,? or more precisely as it escapes the local or localised
in other senses, one might argue that this multidirectional touching
retains the inherent prisms in language. In this sense, these multiple
and yet particular readings of touching in Jane Eyre and al-Baalbakl’s
Arabic translation of this important novel cannot but usher in a
constant return to both languages, not to limit meaning in any way,
but rather to open more possibilities within and beyond both texts.

Conclusion

In this chapter I have sought to build upon, and in so doing move on
from, Derrida’s pivotal article, ‘What Is a “Relevant” Translation?’,
advocating for the development of a more nuanced, and indeed
prismatic, approach to translation and embodiment, one that conceives
of translation as a touching of bodies rather than a (guilt-ridden) rising
above them. Throughout, I have complicated the distinction between
speech and writing, and highlighted the pluralistic relationships
between the body and translation, arguing that the Arabic translation
is not merely ‘different’ but at times apprehends more than the
English knows. In the scene that draws both this chapter, and Jane
Eyre itself, to a close, the relationship between speech and touch is (to
return to Derrida) particularly ‘relevant’. As Mr Rochester has become

90 Al-Baalbaki, Jane Eyre (2006), p. 702.

91 Ibid., p. 703.

92 Jacques Derrida, On Touching — Jean Luc Nancy, trans. by Christine Irizarry
(Stanford C. A.: Stanford University Press, 2005).
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blind and can no longer read, Jane instead reads to him out loud,
thereby undertaking a particular form of translation — from the text
to the oral and the aural — which resonates with al-Dimirdash’s 1965
adaptation of the novel: from the text, to the script that is performed
by the actors on radio and subsequently consumed by the listener.
While al-Dimirdash’s adaptation is subsequently reborn as a play, to be
observed as well as heard, Jane Eyre’s reading out loud (or storytelling)
to Mr Rochester takes precedence over sight, pushing sound to the
forefront while relegating sight to the background: ‘never did I weary
of ... impressing by sound on his ear what light could no longer stamp
on his eye.” At the same time as sound becomes a form of touch, and
as emotional and physical sensing and feeling come together as one,
so too does touch itself appear as a dynamic that is not only felt but is
also a new language (literally) that gathers two corpuses afresh within
its folds: Jane’s and Mr Rochester’s.*

The relationship between translation and the body is further
concretised in al-BaalbakT’s retelling of this scene, since, in the Arabic
translation, both ‘impressing’ and ‘stamp’ are rendered with the same
verb, tabaa, which, importantly, mean ‘to print’ and ‘to inscribe’, as
though to remind the reader that senses are always in translation — so
to speak — and can therefore be expressed differently.®* While tabaa
refers, inter alia, to the written, this closing account demonstrates
the interconnectedness between the multiple senses of translation,
and the processes of conversion, both bodily and textual, that take
place throughout. The retelling of Jane Eyre that takes places through
translation highlights the ways that languages and genres alike are
converted, including through the labelling of Jane Eyre as both hikaya
and gissa, and the fluidity that exists between and through the oral and
the written. Creating versions that are susceptible to other versions in
this case is also intimately linked to the complexity of translating the
name, including in the very title of the novel under analysis. In light of
the variable, and suggestive, sounds of the name in Arabic, the not-one
Jane Eyre captured in transliterations of the proper noun engenders
different versions of the novel, as the Arabic Jane Eyres will always

93 Iam grateful to Matthew Reynolds for encouraging me to develop this line of
analysis further.

94 Al-Baalbaki, Jane Eyre (2006), p. 731. Interestingly, its cognates, tab‘and tiba,
also mean ‘mannerism’ and ‘character’ respectively.
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be subject to readers’ differing interpretations and voicings; readings
and translations that are, at their very core, inherently prismatic.
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4. Translating the French in the
French Translations of Jane Eyre

Céline Sabiron

Introduction: ‘it loses sadly by being
translated’

‘(I wish I might write all she said to me in French — it loses sadly by
being translated into English)’, Charlotte Bronté’s narrator regrets in
an aside, in her posthumously published novel The Professor (1857).!
Nevertheless, she does sometimes boldly grant herself the freedom to
write in French, as in her more bestselling Jane Eyre (1847), which was
written after The Professor but published ten years before it, since her
first novel had been repeatedly turned down by publishing houses.
Impulsive young Adeéle babbles in French to discuss the ‘cadeau’? that
Mr Rochester has bought her and that consists of a ‘robe’: “Il faut que je
Pessaie!” cried she; “et a 'instant méme!”.® However, Charlotte Bronté
does not overuse this linguistic license and often reverts to English,
as in Shirley (1849) where she translates the French conversation
between Hortense Moore and Caroline Helstone: ‘[t]he answer and the
rest of the conversation was in French, but as this is an English book,
I shall translate it into English’, she explains through the voice of her
narrator.* Translation is therefore presented as both a loss (‘it loses
sadly by being translated’) and an injunction (‘shall’) imposed by the
dictates of the publishing industry in an English context and that she
has to subject herself to. This goes against her spontaneous inner wish

1 Charlotte Bronté, Shirley and The Professor (New York: Everyman’s Library,

2008), p. 810.
2 JE,Ch.13.
3 JE,Ch.14.

4  Bronté, Shirley and The Professor, p. 64.
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to write a multilingual text in which her language of expression would
vary within the very same text depending on the object of her writing.

Nevertheless, this caution about language did not prevent her from
receiving harsh and somewhat exaggerated criticisms from a few
English reviewers mocking her ‘peculiar’ style and her ‘unintelligible’®
language linked to her extensive use of French. Her English-speaking
audience was not the only one tearing their hair out over her text,
however popular it was in the United Kingdom. The novel was also
extremely testing for the translators who endeavoured to translate
it for a French readership, eager in the context of utmost social
discontent and political upheavals to emulate the stable Victorian
values conveyed in the novel. Published in 1847, Jane Eyre was not
officially translated into French until 1854, even if French newspaper
publisher and reviewer Eugene Forcade alludes to the novel as early
as 1849 in his review of Shirley for Revue des Deux Mondes.” While
well-off French readers could afford to buy the English 1847 Smith,
Elder edition circulating from the start on the Continent in selected
bookshops in large French cities like Paris, the majority of copies
available in France came from the Leipzig firm of Tauchnitz that had
been allowed to distribute cheap and portable original novels since
the 1844 International Copyright Act.® Within four months of the
English publication of Jane Eyre in 1847, the French could thus access
the English text that might then be read out and translated on the spot

5 ‘The style of Jane Eyre is peculiar; but, except that she admits too many
Scotch or North-country phrases, we have no objection to make to it, and for
this reason: although by no means a fine style, it has the capital point of all
great styles in being personal, — the written speech of an individual, not the
artificial language made up from all sorts of books’, George Henry Lewes,
‘Recent Novels: French and English’, Fraser’s Magazine for Town and Country,
1830-1869, 36.216 (Dec. 1847), 686-95 (p. 693).

6 ‘The first volume will be unintelligible to most people, for it is half in
French and half in broad Yorkshire. There are many who know “Yorkshire”,
and don’t know French; and others, we fear, who know French and don’t
know Yorkshire’, from an unsigned review, in Fraser’s Magazine for Town
and Country, 1830-1869, 40.240 (Dec. 1849), 691-702 (p. 693), cited in The
Brontes: The Critical Heritage, ed. by Miriam Allott (London: Routledge, 1974),
pp. 153-54.

7  Eugene Fourcade, ‘Le roman anglais contemporain en Angleterre: Shirley, de
Currer Bell’, Revue des Deux Mondes, 1.4 (Nov. 1849), 714-35 (p. 714).

8 Inga-Stina Ewbank, ‘Reading the Brontés Abroad: A Study in the Transmission
of Victorian Novels in Continental Europe’, in Re-Constructing the Book:
Literary Texts in Transmission, ed. by Maureen Bell, Shirley Chew, Simon Eliot
and James L. W. West (London: Routledge, 2001), pp. 84-99.
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during family gatherings. They could also read an abridged version,
adapted in French by Paul Emile Daurand Forgues, nicknamed ‘Old
Nick’, that ran as a feuilleton from April to June 1849 in Le National
(Paris) as well as the Belgian Revue de Paris and L’Indépendance belge,®
before being published as a single volume in 1855 by the Paris-based
firm Hachette. When the first adaptation by ‘Old Nick’ (1849) and the
first translation by Madame Lesbazeilles-Souvestre (1854) came out
in France, no review mentioned the use of French in the original text.
In Journal des débats politiques et littéraires, Louis Ratisbonne praised
the former’s skill at shortening the text and the latter’s elegance and
fidelity to the original.® These remarks, and especially the unspoken
topic of the language choice, raises the question of the way the French
used by Charlotte Bronté in her text was translated in the French
versions of her novel. ‘How do you translate French into French?’
Véronique Béghain aptly wondered in her 2006 study of Charlotte
Bronté’s Villette.!!

Seventeen different translators have gritted their teeth and worked
on Jane Eyre, but the present study will mostly focus on seven of them,
leaving aside Old Nick’s adaptation, and dedicating rather little time
to the 1919 French version (Flammarion) by two feminist activists, the
sisters Marion Gilbert and Madeleine Duvivier, and the 1946 Redon
and Dulong’s translation, published simultaneously in Lausanne (J.
Marguerat), Switzerland, and in Paris (Edition du Dauphin) because
of their almost systematic tendency to simplify the original text by
omitting large parts. This analysis will therefore concentrate on Noémi
Lesbazeilles-Souvestre’s first ever translation in 1854 (first published
by D. Giraud and now accessible electronically), Léon Brodovikoff
and Claire Robert’s 1946 translation, as well as the more recent 1964
(Charlotte Maurat, with Hachette, Paris), 1966 (Sylvére Monod, with
Garnier-Freres, Paris), and 2008 (Dominique Jean, with Gallimard,
Paris) French versions. It will deliberately not discuss the translators’
biography or the identity and history of the publishing houses through

9 Jay Dillon, “Reader, I found it”’: The First Jane Eyre in French’, The Book
Collector, 17 (2023), 11-19. See Chapter I in this volume for discussion.

10 Tune, élégante et fidele due a la plume de Mme de Lesbazeilles; 'autre a été
habilement abrégée pour la Bibliotheque des Chemins de Fer par Old Nick
(M. Forgues)’, Louis Ratishonne in Journal des débats politiques et littéraires (4
Jan. 1856), https://gallica.bnf.fr/ark:/12148/bpt6k4507688.item

11 Véronique Béghain, ‘How do you translate French into French? Charlotte
Bronté’s Villette as a borderline case in Translatability’, Interculturality &
Translation, 2 (2006), 41-62.
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which their works came out, even though they do play a major part
in the text production.!? Neither is our aim to compare and contrast
individual translation choices. Rather, following the concepts and
theories developed by translation and reception specialists, this
article proposes to combine literary, linguistic, and translatological
approaches and study the French translators’ responses to Charlotte
Bronté’s interplay between familiarity and otherness, proximity
and distance, feelings of closeness and estrangement when she both
‘imposes and forbids translation’, thus making the latter altogether
both necessary and impossible in Jane Eyre.’* In order to do that, it
will rely on the three different levels of significance of the French
language in the original text (‘effet de réel’, cultural and ideological,
or ontological differences) as highlighted by three ground-breaking
articles on the subject: Véronique Béghain’s 2006 theoretically-based
essay on the translation of the French language in Villette, and two
literary studies published in 2013: Emily Eells’s examination of the
signification of the French in jane Eyre, and Héléne Collins’s focus
on plurilingualism in The Professor and the various strategies used
by the author to allow coherence between the foreign words and
their co-texts, or their translations within the novel.'* The chain of
signification from the author to the French reader will be examined
through a detailed analysis of the translators’ practices and illustrated
with a comparative study of examples taken from the original text and
its various French translations.

12 ‘thetextmay pass through many hands on its way from author to printed form:
those of scribe or copyist, amanuensis, secretary, typist, editor, translator,
compositor, printer, proofreader and publisher. The work of all these
agents alters the text (directly or indirectly, intentionally or not) and — by
the addition or deletion of material, by errors and accidents in copying or
typesetting, by supplying new contexts (prefaces, dedications, postscripts,
indexes) or by repackaging the text among other texts (in compilations
and anthologies) — substantially conditions what and how the text means’,
Maureen Bell, ‘Introduction: The Material Text’, in Re-Constructing the Book:
Literary Texts in Transmission, ed. by Maureen Bell, Shirley Chew, Simon
Eliot, Lynette Hunter and James L. W. West (Burlington: Ashgate, 2001), p. 3.

13 ‘Il impose et interdit a la fois la traduction’, Jacques Derrida, ‘Des tours de
Babel’, in Psyche: Inventions de lautre, 2 vols (Paris: Galilée, [1985] 1998), I,
203-35 (p. 207).

14 Véronique Béghain, ‘How do you translate French into French’, 41-62; Emily
Eells, ‘The French aire in Jane Eyre’, Cahiers victoriens et édouardiens, 78
(2013); Hélene Collins, ‘Le plurilinguisme dans The Professor de Charlotte
Bronté: entre fascination et neutralisation de I’altérité’, Cahiers victoriens et
édouardiens, 78 (2013).
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Speaking French: A Signifying Linguistic
Spectrum in Jane Eyre

Even though other foreign languages, like German and ‘Hindostanee’,
appear in Charlotte Bronté’s hetero-glossic work, French dominates so
much that it constantly invades and interferes with the English script
revolving, as is often the case in Bronté’s novels, around the teaching of
French. In Jane Eyre, she weaves a French linguistic thread throughout
hertextbyrecreating a French domestic bubble at Thornfield Hall. Jane
thus joins Mr Rochester’s home as a governess to teach his ward Adéle,
the daughter of French opera dancer Céline Varens whom he had an
affair with in Paris.’ The little French girl came to Thornfield with her
French nurse, Sophie, six months before Jane’s arrival. Jane Eyreis thus
strewn with vocabulary, phrases, and idiomatic expressions borrowed
from French, which even contaminates the English text through
clumsy constructions based on French grammatical structures. The
text exemplifies a whole range of language proficiency from Adéle’s
native French, which she speaks in full phrases, to Jane’s fluency as the
result of her dutiful language learning and mimicry of French native
speakers (‘Fortunately I had had the advantage of being taught French
by a French lady [...] applying myself to take pains with my accent, and
imitating as closely as possible the pronunciation of my teacher’¢).
Mr Rochester’s approximate mastery of French features in the middle
of the linguistic spectrum provided. He is conversant in several
foreign languages, including Italian and German through the liaisons
he has had, and he thus mostly sprinkles French words throughout
his conversations with his ward.'” As brilliantly demonstrated by
Emily Eells in her article dedicated to the significance of Bronté’s use
of French, the latter is ‘not merely ornamental and circumstantial’.
It serves to ‘encod[e] issues of gender and education, and [to voice]
the conflict of individualism and conformity in a Victorian context.
True to cliché, it is [also] the language of romance’® and it embodies
passion, fantasy and everything that is associated with French values,

15 JE,Ch.11.

16 JE, Ch.11.

17 Anne O’Neil-Henry, ‘Domestic Fiction Abroad: Jane Eyre’s Reception in Post-
1848 France’, in Aller(s)-Retour(s): Nineteenth-Century France in Motion, ed. by
Loic Guyon and Andrew Watts (Cambridge: Cambridge Scholars Publishing,
2013), pp. 111-24.

18 Eells, ‘The French aire in Jane Eyre’.
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mores, and customs at the time as opposed to reason, morality, and
reality represented by the English language. As a result, French is not
just thoughtlessly sprinkled throughout her text to create a Barthesian
‘effet de réel’. It is rooted in Bronté’s deep interest in languages, and
French in particular, which she had learnt at Professor Constantin
Héger’s boarding school in Brussels in 1842 and 1843.*° It also comes
from her real fascination for foreign words, their musical signification,
aswell as their textual, almost physical, presence on the material page.

Visualising the ‘effet de réel étranger’ (Collins):
The Translator’s vs. the Editor’s Roles

In Jane Eyre, a French signifier is often preferred to its English
equivalent owing to its additional aesthetic value, as demonstrated
by Héléne Collins in her analysis of plurilingualism in Charlotte
Bronté’s The Professor.?® The English text is thus interspersed with
French words because of the exotic sensation and the feeling of
otherness they convey to readers. The experience of reading foreign
written characters is meant to mimic the experience of hearing the
syllable-timed language that is French. This ‘effet de réel étranger’, as
coined by Collins, is used when ‘Adeéle [...] asked if she was to go to
school “sans mademoiselle?””.2! Direct speech — as symbolized by the
inverted commas — enables Adéle’s voice and language to be heard.
What is interesting to mention at this point is that, contrary to the first
edition, or the more scholarly Clarendon Edition, the widely available,
affordable, and therefore very popular, World’s Classics edition of Jane
Eyre (published in paperback by Oxford University Press since 1980,
and constantly reissued with the latest edition dating from September
2019) translates Bronté’s plurilingual text. While ‘mademoiselle’ is
a lexical borrowing that is transparent in English, the more recent
English editions have followed the preposition by an asterisk (*) and
an explanatory endnote saying ‘sans: without’. Even though ‘sans’ has
been found in English since the early fourteenth-century, it is extremely
rarely used and is mostly part of the cultural, and in particular
literary, baggage that a Jane Eyre reader is expected to have, with the
anaphorical repetition of the preposition ‘sans’ emphatically closing

19 Eells, ‘The French aire in Jane Eyre’.
20 Collins, ‘Le plurilinguisme’.
21 JE, Ch. 24.
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the last line of Jaques’s ‘All the world’s a stage’ speech in Shakespeare’s
As You Like It (‘Sans teeth, sans eyes, sans taste, sans everything’, I1.7).
The implied modern readership is thus felt to be more monolingual
and less well versed in classic literature, hence the necessary note
added in more recent editions. When the phrase is taken up by Mr
Rochester immediately afterwards ‘sans’ no longer needs a note: the
otherness has been recognized and got over. The feeling of otherness
is greatly toned down in the French translations: all of them, except
Gilbert and Duvivier’s version, simply resort to italics to indicate that
the words were written in French in the original. Most translators have
then chosen to add a second mark and used either a footnote saying
‘En francais dans le texte’?? or a superscript black star.?® Only Sylvéere
Monod’s translation does not show any other mark, but this was an
editor’s choice rather than the translator’s. His work came out with
‘Pocket’, a French generalist publisher of literature in pocket format
that targets a broad range of readers by producing cheap fiction and
non-fiction books composed of uncluttered, almost bare, texts with
very few endnotes, and no introduction or critical apparatus. In the
French translations, then, exoticism is visually conveyed, through
written marks (italics, stars, and notes), whereas in the original English
it is phonetically conveyed, through the bare use of French words, i.e.,
through French rhythm and sound. The translation work affects the
reader’s sensory experience as it shifts from the ear to the eye, from
a sonorous to an ocular effect. In the French translation, otherness is
the fruit of decisions that involve both translators and editors; it is
moved out of the author’s text to feature as part of what Genette calls
‘paratext’ since it is imprinted into the text, materially inscribed as
part of the printed page.

Translating Otherness: A Shift to the Paratext,
or even Off the Text

In the English jane Eyre, French words are not only used for their
aesthetic value, their exoticism, and musicality. They are often
strategically employed by the author who, as Collins says, ‘relegates
the signified of the foreign word to an irreducible otherness’ (my

22 Charlotte Bronté, Jane Eyre, trans. by Charlotte Maurat (Paris: Le Livre de
Poche, [1984] 2012), p. 309.

23 Charlotte Bronté, Jane Eyre, trans. by Dominique Jean (Paris: Gallimard,
[2008] 2012), p. 441.
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translation; ‘reléguer le signifié du mot étranger dans une irréductible
altérité’).* The phrase ““Jeune encore,” as the French say’, thus sounds
very derogatory, not to say condescending, in Mr Rochester’s mouth,
since it is loaded with illocutionary force by being put aside (through
thelack of translation) and labelled as belonging to a different people.?
The meaning of the French expression — used out of politeness and
respect to mean ‘not old yet’ — is thus perverted and even inverted
in this very case owing to Mr Rochester feeling jealous towards St
John Rivers. The French translators have mostly chosen to displace
the issue from lexico-modal terms to grammatical terms by using the
indefinite personal pronoun ‘on’ (Monod’s ‘Jeune encore, comme on dit
en francais’;?® or Maurat’s ‘Jeune encore!, comme on dit en francais’,
with the note ‘En francais dans le texte’?”). The latter serves to exclude
the speakers, to move away the referent and eventually disembody
the French who are reduced to an empty signifier. Dominique Jean
used a similar kind of grammatical distanciation through the personal
pronoun ‘le’ that substitutes the French phrase, thus belittling it by
reducing it to a two-letter word: ‘“Jeune encore*”, comme le disent les
Francais’.?

If the translations usually try to bring forward the negative
connotation often associated with the use of French in the English text,
in particular through grammatical means, they often fail to convey
the moral or cultural clichés that the British, and Charlotte Bronté in
particular, tend to attach to the French and that are reflected in the
author’s use of the French language. ‘The production of translations
involves the cognitive representation of perceived potential reception
(in other words, the translator’s mental construction of “the reader”
and their horizon of expectations), which affects decision making
during translation and is inscribed in the translation in the form of an
“implied reader”.? Jane Eyre’s French translators thus tend to privilege
a linguistic take over socio-cultural and ideological approaches to

24 Collins, ‘Le plurilinguisme’.

25 JE, Ch. 37.

26 Charlotte Bronté, Jane Eyre, trans. by Sylvére Monod (Paris: Pocket, [1984]
2012), p. 742.

27 Bronté, Jane Eyre, trans. by Charlotte Maurat, p. 507.

28 Bronté, Jane Eyre, trans. by Dominique Jean, p. 715.

29 Haidee Kruger and Jan-Louis Kruger, ‘Cognition and Reception’, in The
Handbook of Translation and Cognition, ed. by John W. Schwieter and Aline
Ferreira (Oxford: Wiley Blackwell, 2017), 71-89 (pp. 72-73).
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translation. There cannot be any ‘dynamic equivalence’® between
the messages conveyed in the source text and the translated text
because the ideology and culture targeted in Bronté’s novel are those
inherently carried by the translators and readers of the translated text.
As defined by Eugéne A. Nida, ‘dynamic equivalence’ is the process
by which ‘the relationship between receptor and message should be
substantially the same as that which existed between the original
receptors and the message’.’! Besides, as Iser argued of all texts
(1972 and 1978), a translation is not complete once the translator has
finished his task: it is the result of two cognitive processes, consisting
of both production and reception. A translation is thus ‘reconstituted
every time it is read, viewed, or heard by a receiver, in an active and
creative process of meaning making’.®? The meaning of a translation is
not inherent in the text; it is conjured up by the interaction between
the text and the reader coming with their own linguistic and cultural
backgrounds. These necessarily affect their reading and construction
of meanings, as illustrated in the following example that points at
the ineluctably partial ‘dynamic equivalence’ between the messages
conveyed in the source and target texts because of a difference in
mental representations.®® ‘I wished the result of my endeavours to
be respectable, proper, en regle’, the narrator, Jane Eyre, says as she
contemplates Mrs Fairfax’s response to her advertisement.>* Her use
of the French expression ‘en régle’ is fraught with meaning as it comes
at the end of her sentence, just before the full stop. It adds extra weight
and features as a final point to her rather strong declaration which
is structured around a ternary rhythm with a double decrescendo-
crescendo effect: first grammatically from the two quadrisyllabic
(‘respectable’) and disyllabic (‘proper’) mono-phrastic adjectives to
the two-word phrase (‘en régle’), and then linguistically from two
English words subtly blending into French lexis (‘respectable’ and
‘propre’) to the borrowed French expression meaning in order, in
accordance with the rules. There is a clear gradation from what is
considered socially and morally acceptable (British values associated

30 Eugene A. Nida and Charles R. Taber, The Theory and Practice of Translation
(Leiden: Brill, 2003).

31 Eugene A. Nida, Toward a Science of Translating (Leiden: Brill, 1964), p. 159.

32 Kruger and Kruger, ‘Cognition and Receptior’, p. 72.

33 Hans Robert Jauss, Toward an Aesthetic of Reception (Minneapolis, MN:
University of Minnesota Press, 1982).

34 JE, Ch. 10.
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with the English language) to what is legally acceptable (Law
French). The two adjectives also serve to throw some light on the
meaning of the French expression through a paraphrastic technique
(using more or less close levels of equivalence), should the latter
remain inaccessible to an English reader. Some French translators
have chosen to compress the sentence by using one encompassing
adjective (‘honorable’ Lesbazeilles-Souvestre). In that case, they have
considered that the main function of the surrounding words was that
of a co-text paraphrasing — through the use of more or less close
equivalences — the French phrase. Others have kept ‘en régle’ with
italicsand an endnote, thereby only pointing atthe change oflanguage.
However, Dominique Jean has chosen a different strategy; he has used
a synonymous expression ‘dans les formes’ meaning ‘done according to
custom’ (‘honorable, convenable, dans les formes’), thus displacing the
topic from the legal field to that of tradition.* Besides, he has actually
replaced the clichéd cultural reference by an intertextual reference to
a literary classic. In the French text, the endnote specifies that Bronté
here alludes to Samuel Richardson’s Pamela in her portrayal of a young
woman, with no protection, in the service of an unscrupulous master.%’
Jean has thus mimicked Bronté’s process of associating the expression
with France, through her use of French and reference to legality (as a
typically French concern), by linking his chosen phrase to a canonical
English text and to tradition. It is interesting to note that because of his
academic background, the relatively recent discoveries (dating to the
1990s)%® in the fields of translation and cognition, and his own take on
the cognitive processing at stake in the reception of translation, Jean is

35 Bronté, Jane Eyre, trans. by Charlotte Maurat, p. 109.

36 Bronté, Jane Eyre, trans. by Dominique Jean, p. 163.

37 The endnote says ‘Allusion a la situation critique de la jeune femme sans
protection au service d’'un maitre peu scrupuleux, dont le modeéle littéraire
remontait au roman épistolaire de Samuel Richardson Pamela (voir n.1, p. 38).
Charlotte Bronté admirait I'ceuvre de Richardson’ [An allusion to the plight of
the unprotected young woman in the employment of an unscrupulous master,
whose literary model was Samuel Richardson’s epistolary novel Pamela (see
n.1, p. 38). Charlotte Bronté admired Richardson’s work], my translation),
Bronté, Jane Eyre, trans. by Dominique Jean, p. 807.

38 See Newmark’s concept of pragmatic translation, requiring that ‘the translator
must take into account all aspects involving readership sensitivity in order
to stimulate the appropriate frame of mind in the reader’, Peter Newmark,
‘Pragmatic Translation and Literalism’, TTR: Traduction, Terminologie,
Rédaction, 1 (1988), 133-45 (pp. 133-34).
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the only translator who reproduces the distanciation effect through a
parallel reversed strategy.

The French translations of Jane Eyre under study thus tend to move
any signs of exoticism to the paratext, leaving the editor, as well as the
translator, in charge of expressing foreignness through visual tokens,
while they ignore any cultural and moral connotations — which
are part of the readers’ mental representations, of their cognitive
baggage — by removing any subjective evocations linked to the
readers’ nationality. Hence the potential pitfall which Véronique
Béghain calls ‘the greying risk’ (‘risque de grisonnement’) that covers
up nuances and standardizes differences.®® This overall tendency
must yet be qualified with the 2008 translation which does resort to
‘transfer’ strategies, taking into account the cognitive dimension of
producing and receiving translated materials, with Jean displaying
what Wolfram Wilss calls ‘a super-competence’,** that is, the ability
to transfer messages between the linguistic and textual systems of
the source culture and the linguistic and textual systems of the target
culture.

Translating ‘Frenglish’: Continuum (ST) vs.
Continuity (TT)

In Bronté’s English text, French words are not only scattered
throughout, they are gradually woven into the fabric of the English
text, so that the language-origin is smoothed out to create a form of
continuum between French and English, a sort of ‘Frenglish’. The
author thus tends to privilege English words from Latin and/ or
French origin (‘mediatrix’;*! ‘auditress and interlocutrice’®?) in order

39 Véronique Béghain, ““A Dress of French gray”: Retraduire Villette de Charlotte
Bronté au risque du grisonnement’, in Autour de la traduction: Perspectives
littéraires européennes, ed. by Enrico Monti and Peter Schnyder (Paris:
Orizons, 2011), p. 99.

40 For Wolfram Wilss three complementary competences are needed in
translation: receptive competence in the source language (the ability to
understand the source text), productive competence in the target language
(the ability to use the linguistic and textual resources of the target language),
and super-competence as defined above. See Wolfram Wilss, ‘Perspectives
and Limitations of a Didactic Framework for the Teaching of Translation’, in
Translation, ed. by Robert W. Brislin (New York: Gardner, 1976), pp. 117-37
(p. 120).

41 JE, Ch. 10.

42 JE,Ch.14.
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to erase the language boundary as if she dreamt of creating a form
of universal language. She therefore often resorts to words that,
through various past cultural contacts and transfers, have been
borrowed from the French language. They usually pertain to the fields
of clothing (‘pelisse’; ‘a surtout’; ‘calico chemises™®), hairstyle (‘a false
front of French curls’*), food and gastronomy (‘forage’; ‘repast’®),
love (““grande passion”“); architecture (‘a boudoir’;*’ ‘consoles and
chiffoniéres’;*® ‘lustre’;* ‘balustrade’™®), and character traits (‘minois
chiffoné’s?), to name but a few.

French gradually contaminates the text as the narrator imports
French words and even full expressions verbatim into her sentences
(‘This, par parenthése, will be thought cool language’?), so much so
that the italics indicating foreign borrowings progressively disappear,
French words being even anglicized and spelt with a mix of English and
French letters: Adéle is said to sing with ‘naiveté’,*® instead of naiveté in
French, through an act of transliteration, i.e., the conversion from one
script to another involving swapping letters ([i] instead of [i] and [é]
instead of [e]). The Englished form ‘naivety’, attested in English from
1708, has been avoided, as well as the English spelling (‘naivete’) of the
French word. Bronté has deliberately chosen the Old French spelling
(‘naiveté’), literally meaning ‘native disposition’, thus indirectly
raising the issue of the origin and subtly pointing at Adéle’s French
descent. The foreign character of the letter [é] has also been preferred
for its French musicality. The diacritical mark — mostly found in the
Latin, Greek, and Cyrillic alphabets and their derivatives — allows the
distinction between the phoneme with the closed tone /e/ which is that
of naiveté and the /o/ sound (‘naivete’). It serves to convey the French
imprint on the musical rhythm of the language. In the translations,
however, this continuum between languages becomes a continuous
flow within the same language since they tend to erase all traces

43 JE,Ch.5,and Ch. 7.
44 JE,Ch.7.
45 JE,Ch.17.
46 JE, Ch. 15.
47 JE,Ch.11.
48 JE,Ch.13.
49 JE,Ch.14.
50 JE,Ch.17.
51 JE,Ch.17.
52 JE,Ch.12.
53 JE,Ch.11.
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of foreignness by choosing existing French equivalents. The noun
‘naiveté’ is thus systematically translated into ‘naiveté’.>* Similarly,
the adjective ‘piquant’ from Middle French is often translated as such,
with French grammar applied (‘piquante’ in Maurat’s and Monod’s
translations), or with a synonym (‘bizarre’ in Gilbert and Duvivier’s).%
Jean has opted for a different expression (‘avait du piment’) that
ignores the etymology, and therefore the French history, of the term in
order to privilege an equivalent semantic effect for the modern French
reader.’ The adjective ‘piquant’ was carefully chosen by the author:
even if the narrator Jane uses it to mean ‘stimulating’, as in piquing
her interest, the word can also mean ‘pricking’, thus programmatically
alluding to future episodes in the plot and the eponymous character’s
pain to come.

Jane Eyre’s English is so contaminated by French that it is affected by
itin strange and subtle ways, as when the young protagonist mentions
her dream of being able to ‘translate currently a certain little French
story-book which Madam Pierrot had that day shewn [her]’.5” The
lexical mistake — caused by the fact that ‘currently’ and ‘couramment’
are cognates, i.e., false friends with ‘couramment’ actually meaning
‘fluently’ in French —is identified as such by an asterisk (and an
endnote in the Oxford World’s Classics edition even though there
was none in the editions approved by Charlotte Bronté). Yet, it has
been fully ignored by all the French translators who have chosen to
translate the expression as ‘traduire couramment’ with no reference
to the confusion between the bilingual homophones. Only Jean shifts
the lexical confusion by playing on the metaphor of the book through
the figurative expression ‘traduire a livre ouvert’, meaning ‘translate
easily and perceptively’.®® Semantic continuity thus prevails in the
French translations that do not bring out the blending of meanings
within the same language.

54 Bronté, Jane Eyre, trans. by Dominique Jean, p. 185; Bronté, Jane Eyre, trans.
by Charlotte Maurat, p. 125; Bronté, Jane Eyre, trans. by Sylvere Monod,
p- 177; Bronté, Jane Eyre, trans. by Marion Gilbert and Madeleine Duvivier
(Paris: GF Flammarion, 1990), p. 117.

55 JE, Ch. 13; Bronté, Jane Eyre, trans. by Charlotte Maurat, p. 146; Bronté, Jane
Eyre, trans. by Sylvere Monod, p. 208; Bronté, Jane Eyre, trans. by Marion
Gilbert and Madeleine Duvivier, p. 134.

56 Bronté, Jane Eyre, trans. by Dominique Jean, p. 213.

57 JE,Ch.8.

58 Bronté, Jane Eyre, trans. by Dominique Jean, p. 141.
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Charlotte Bronté’s text relies on semantic but also grammatical
continuum since it is fraught with ‘barbarisms’, i.e., words and even
phrases that are ‘badly’ formed according to traditional philological
rules as they are coined with a mixture of French and English elements.
The sentence ‘The old crone “nichered” a laugh’ points at both the gap
and the proximity between languages: the French verb ‘nicher’ (to
hide in), conjugated in the preterite tense with its English-ed ending, is
phonetically (and lexically) very close to Old English ‘snicker’, meaning
‘to laugh in a half-suppressed way’.>® However, this overlapping of
languages automatically disappears in the French translations, which,
at best, focus on conveying the concealed nature of the character’s
laughter, when they do not bypass the issue (Redon and Dulong,
Monod), or displace it altogether. For instance, Jean has chosen to
change the characteristics of the woman’s laughter described as
neighing or whinnying, following his process-oriented method.

Translators French Translations

Noémi ‘La vieille femme cacha un sourire’ (etext)
Lesbazeilles-Souvestre

Marion Gilbert and ‘La vieille sorciere eut un rire étouffée’ (p. 208)
Madeleine Duvivier

R. Redon and J. Dulong | ‘La vieille fit entendre un rire sarcastique’ (p. 181)

Sylvere Monod ‘La vieille commere fit entendre un ricanement’
(p. 334)

Léon Brodovikoff and ‘La vieille riait’ (p. 234)
Claire Robert

Charlotte Maurat ‘La vieille sorciére ricana’ (p. 230)

Dominique Jean ‘La vieille commeére langa [...] un rire comme une
sorte de hennissement’ (p. 331)

Lexical and grammatical barbarisms can occur when the narrator
expresses a feeling of rebellion and yearns for freedom, her expression
mimicking the content of her thoughts and flouting any language
rule, as in ‘I was a trifle beside myself; or rather out of myself, as
the French would say’ or ‘I was debarrassed of interruption’.t® The
past participle ‘debarrassed’, here used to mean ‘relieved’ or ‘free’

59 JE, Ch.19.
60 JE, Ch. 2, and Ch. 10.
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is a mix of French ‘débarrassé’, and the more usual English form
‘disembarrassed’, employed by Jane later on (1 sat down quite
disembarrassed’) in the sense of ‘freed from embarrassment’.s The
two notions of freedom and self-respect, thus blended together in the
newly coined word, organically grow from the surrounding English
text made up of words shared with French such as ‘with satisfaction’,
‘revived’, and the opposites ‘Liberty’/‘Servitude’.’? None of the French
translations hint at the barbarism created by the merging of the
two languages. While Monod has ignored the sentence altogether,
Brodovikoff and Robert have simplified and thereby neutralized it (je
n’allais plus étre interrompue’).%® The other translators have opted for
one interpretation or the other, privileging either the idea of shelter
and protection (j’étais désormais a I’abri de toute interruption’ in
Lesbazeilles-Souvestre; ‘Je n’étais plus en butte aux interruptions’
in Jean) or that of freedom (‘ainsi délivrée de toute interruption’ in
Maurat).%* Bronté’s patchwork approach to languages gives way to a
seamless fabric of French words in the translations.

This sense of a language continuum between French and English
fails to be translated in the French versions. What is often translated,
though, is imagery; that is to say the language that produces pictures
in the minds of people reading or listening to the text, as demonstrated
through the verb ‘disembowel’ used by Mr Rochester to summon
Adele to unwrap her ‘boite’.®> Even if the word has been attested in
English since the 1600s to mean ‘eviscerate, wound so as to permit
the bowels to protrude’, it is deliberately employed by Bronté because
it sounds like a portmanteau word in the master’s mouth.6 Mr
Rochester wishes to play on French images (through the phonetic
pun, the near-homophony between ‘disembowelling’ and the French
verb ‘désemballer’, ‘to unwrap’) mixed with references to guts and
interior parts as an ironic allusion to Adeéle’s illegitimate origin. About
half of the translations under study have simply focused on the idea
of unwrapping (‘déballer’ in Lesbazeilles-Souvestre), of opening

61 JE,Ch.13.

62 JE, Ch. 10.

63 Bronté, Jane Eyre, trans. by Sylvére Monod, p. 148; Bronté, Jane Eyre, trans. by
Léon Brodovikoff and Claire Robert (Verviers, Belgique: Gérard & Co., 1950),
p. 106.

64 Bronté, Jane Eyre, trans. by Dominique Jean, p. 158; Bronté, Jane Eyre, trans.
by Charlotte Maurat, p. 106.

65 JE, Ch. 14.

66 See ‘disembowel, v., https://oed.com/view/Entry/54194
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up (‘ouvrir’ in Redon and Dulon) a present, with only Brodovikoff
and Robert twisting its meaning a bit through the use of the verb
‘inventorier’, that is ‘to list’, thus pointing at the formal staging of
Adeéle’s gesture.®” The other translators have rather cleverly played on
the imagery of the bowels by picking up the analogy and stretching
it further into their translations, from the rather descriptive phrase
‘vider les entrailles’ (in Maurat) to the slightly more brutal and gory-
sounding phrases ‘éventrer’ (in Monod) — literally meaning ‘to gut’,
‘cut open’ or ‘to rip open’ when used figuratively — or ‘éviscérer’
(in Jean), i.e., ‘to eviscerate’.®® If there is no language continuum but
rather a language continuity through the single use of French in the
translations and the absence of any reference to the subtle blending
of languages in the source text, the translations mostly focus on the
language of mental images.

Conclusion: Foreign Language Instruction and
the Reader’s Role in Jane Eyre

The question of which language to favour and Charlotte Bronté’s
refusal to resort to translation systematically is recurrently raised
throughout her work in a metafictional discourse that betrays the
author’s inner turmoil between her wish to keep foreign words for
linguistic authenticity, to be coherent with her co-text, and the risk she
runs of making her text inaccessible to those of her readers who knew
only English due to an irreducible sense of unfamiliarity, and even
otherness. This hesitation reveals the author’s deep reflection around
the use of untranslated French words. She constantly reconsiders her
choice of language, which is never only artificial but serves a purpose,
as demonstrated by Emily Eells. Through her ‘superimposition of
languages’, her choice not to use equivalences and to keep a feeling of
otherness in her text,% she privileges cultural decentering and asks for
the reader’s cooperation as analysed by Umberto Eco.”

67 Bronté, Jane Eyre, trans. by R. Redon and J. Dulong (Paris: Editions du Dauphin,
1946), p. 123; Bronté, Jane Eyre, trans. by Léon Brodovikoff and Claire Robert,
p. 160.

68 Bronté, Jane Eyre, trans. by Charlotte Maurat, p. 155; Bronté, Jane Eyre, trans.
by Sylvére Monod, p. 223; Bronté, Jane Eyre, trans. by Dominique Jean, p. 227.

69 Antoine Berman, La traduction et la lettre ou Auberge du lointain (Paris:
Seuil, 1991); Henri Meschonnic, Poétique du traduire (Paris: Verdier, 1999).

70 Umberto Eco, Lector in Fabula, trans. by Myriam Bouzaher (Paris: Grasset,
1979).



4. Translating the French in the French Translations 261

Bronté dreams of freeing languages viewed as tools that must serve
a subject matter, an idea, or an emotion. For the latter to bloom and
take on their full meanings, the author feels she cannot be constricted
to one language system, but conversely wished she could dig into
multiple language systems, ideally viewed as a continuum. She thus
relies on her readers to produce textual meaning, and when there
are no editorial signs to guide them, they must look for interpretative
clues — be they etymological, phonetic (through near-homophonies),
or contextual — to unlock the meaning of the passage. In her book
The Foreign Vision of Charlotte Bronté (1975), Enid Duthie points at
the author’s great skill at introducing foreign words since she almost
systematically places interpretative keys to domesticate the foreign
text and thus make the signified more accessible to English-speaking
readers. The latter must then trust that the author has done everything
in her power to facilitate their entry into the text (Collins), and rely on
their expertise in the domain of reading and their own comprehension
abilities. ‘She [Adele] would have Sophie to look over her ‘toilettes’ as
she called her frocks; to furbish up any that were ‘passées’, and to
air and arrange the new’, can be read in Chapter 17. After first giving
the readers a leg-up and guiding them within the text through an act
of self-translation — ‘toilettes’ being immediately given its English
equivalent ‘frocks’ — Bronté gradually leads the readers to autonomy.
‘Reading is a pact of generosity between author and readers; each
one trusts the other, each one counts on the other’, wrote Jean-Paul
Sartre in Qu’est-ce que la littérature? (1948).”* The past participle
‘passées’ therefore no longer needs to be translated, but its meaning
can be inferred from the context and the structure of the sentence,
i.e., the opposition between ‘passées’ and ‘new’ which echoes through
a grammatical parallelism, referring to Adeéle’s clothes. French and
English signifiers work together to produce meaning; hence their
complementarity, and the creation of a Franco-English union within
the source text. This whole framework set up by the author for reader
autonomy is absent from the French translations. The French reader
is effortlessly given the meaning of the word, as in Lesbazeilles-
Souvestre’s translation (‘ses toilettes, ainsi qu’elle appelait ses robes,
afin de rafraichir celles qui étaient passées et d’arranger les autres’).

71 My translation; ‘la lecture est un pacte de générosité entre l'auteur et le lecteur;
chacun fait confiance a Uautre, chacun compte sur autre’, Jean-Paul Sartre.
Qu’est-ce que la littérature? (Paris: Gallimard, 1948), p. 62.
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While Léon Brodovikoff and Claire Robert have opted for a lexical
translation that goes unnoticed for the reader through the use of the
synonym ‘défraichies’, that is to say ‘faded’ (‘ses toilettes, comme elle
appelait ses robes, pour renouveler celles qui étaient défraichies et
arranger les neuves’ Brodovikoff and Robert), other translators have
chosen to keep the French word, but to use a visual sign to point at
its foreign origin, such as italics, and, as aforementioned either a
footnote ‘en francais dans le texte’ (Redon and Dulong, and Maurat) or
a superscript black star (Jean).”

In their take on the target culture, translators have mostly
switched from the ‘domesticating (19th and early 20th centuries)/
foreignizing’ (1960s) strategies, as developed by Lawrence Venuti,”
to the archaizing (1960s)/modernizing (1990s-2000s) approaches in
the latest French versions. While the translators’ former stress was
on culture — ‘domesticating’ the text to make it closely conform to
the target culture, or conversely ‘foreignizing’ the text to respect the
source culture as advocated by Friedrich Schleiermacher and other
German Romantics before being theorized by Antoine Berman as an
ethics of translation in the 1980s7*— their current emphasis seems to
be more on lexis, opposing outdated to modern day vocabulary and
lexical uses. Charlotte Bronté’s pedagogical approach into textual
deciphering is not translated into the French versions of her work, so
that readers are not educated to reading. They are spoon-fed by the
translators who have worked around the problem and also ‘défraichi’
the text by fading out the latter’s sense of otherness. They remain
passive and external to the foreign character of the text before them.
Meaning is not gradually allowed to emerge through the harmonious
blending of the two languages since it is already a priori given. The
Franco-English linguistic union is definitely broken in the translation
which privileges one language viewed as independent from the

72 Bronté, Jane Eyre, trans. by Léon Brodovikoff and Claire Robert, p. 201.

73 ‘Admitting (with qualifications like “as much as possible”) that translation can
never be completely adequate to the foreign text, Schleiermacher allowed
the translator to choose between a domesticating method, an ethnocentric
reduction of the foreign text to target-language cultural values, bringing the
author back home, and a foreignizing method, an ethno-deviant pressure
on those values to register the linguistic and cultural difference of the
foreign text, sending the reader abroad’. Lawrence Venuti, The Translator’s
Invisibility: A History of Translation (London: Routledge, 1995), p. 20.

74 Antoine Berman, L’épreuve de ’étranger: Culture et traduction dans ’Allemagne
romantique (Paris: Gallimard, 1984).
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other. ‘Perhaps, therefore, it is more useful to understand the role of
foreign language instruction and not simply the role of language in
the original version and in the translation of Jane Eyre when trying
to comprehend its transnational reception’, Anne O’Neil-Henry
writes.”> As the teaching-learning process fails to be reproduced in
the French translations and despite the recent tendency to take the
audience’s response into account, it seems that there is an urgent need
for the translators to implement a full ‘dynamic equivalence’ between
the source text and the target text, and acknowledge the cognitive
processing in the production and the reception of translation.
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I1I. Locating the Translations

Matthew Reynolds

‘Locating’, here, has layered and intermingled senses.! There is
tracking down any given translation now, in a database, library
catalogue or bookshop. There is situating its first appearance and its
circulation geographically, as on a map. There is placing it in time. And
then there is the whole intricate and finally unanswerable question
of how to locate a translation vis a vis everything it is ‘into’: not just
‘a language’, but a particular linguistic idiom and style, in a cultural
context (or better, as we will see, a complex of contexts), with some
kind of purpose, among expectations, in conversation with other texts,
in, or in connection to, a genre. The pages that you have read so far
have already raised these issues in abundance, and the essays that
immediately follow this chapter focus on them with special intensity.
So this chapter serves as a hinge, aiming to open general issues of
location, and explore them across several languages and contexts
before the essays to come zoom in on more particular places.

In this endeavour, I will ask you, from time to time, to open one or
other of the interactive maps, built by Giovanni Pietro Vitali, to which
these pages are linked. Our use of maps has drawn inspiration from
the work of Franco Moretti, and we agree with him that it is important
to ‘make the connection between geography and literature explicit’.?
However, learning from Karima Laachir, Sara Marzagora and
Francesca Orsini, we have also been wary of the process of abstraction
that is inevitably involved in cartography, and of the detached,
synoptic and thin kind of knowledge that a map therefore tends to
provide. In harmony with those scholars, we hope that our discussion

1 Anearlier treatment of some of the material in this chapter was published as
Matthew Reynolds and Giovanni Pietro Vitali, ‘Mapping and Reading a World
of Translations’, Digital Modern Languages Open, 1 (2021).

2 Franco Moretti, Atlas of the European Novel, 1800-1900 (London and New
York: Verso, 1998), p. 3.

© 2023 Matthew Reynolds, CC BY-NC 4.0 https://doi.org/10.11647/0BP.0319.08
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shows ‘sensitivity to the richness and plurality of spatial imaginings
that animate texts, authors, and publics in the world’.* As we have
already begun to see, the ‘world’ that is inhabited by the world work
Jane Eyre is not some featureless international zone — not a world of
airports — but a network of particular locations, each thickly striated
and complicatedly entangled, with variable degrees of connection
between them. It is a world unevenly patched together from a
collection of ‘significant geographies’, to adopt Laachir, Marzagora and
Orsini’s term. Places that are distant in space may be closely linked
in the history of Jane Eyre translation, as with the connection from
Brussels and Paris to Havana, Santiago de Chile and La Paz which
we discovered in Chapter I. Or the same city may, both in relation to
Jane Eyre and in other ways, be split from itself by a historical event,
like Tehran before and after the Islamic Revolution, as we will see in
Essay 8 by Kayvan Tahmasebian and Rebecca Ruth Gould. We have
tried to bring something of this awareness of complexity into the maps
themselves, in two ways. First, by making them interactive, so that
you can zoom in on any given point and click for more information
about it; and second, by providing several different kinds of map, each
offering a distinct view, so that the ensemble enables varied kinds of
perception to emerge. We hope to generate an understanding of the
significant geographies of jane Eyre translation from the interplay
between the varied modes of representation, and different critical
voices, that are brought together in these pages. The mobile visuals
of the maps are in dialogue with the broad interpretive arguments in
the chapters, such as this one; and also with the more tightly focused
analyses in the essays.

3 Karima Laachir, Sara Marzagora and Francesca Orsini, ‘Significant
Geographies: In Lieu of World Literature’, Journal of World Literature, 3, 3
(2018), 290-310 (p. 293).
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The Point of a Point on a Map

Fig. 7 The General Map, zoomed out to provide a snapshot of the global
distribution of Jane Eyre translations. Created by Giovanni Pietro Vitali; ©
OpenStreetMap contributors

Each little circle represents what we call an ‘act of translation’ — that
is, either the first appearance of a new translation, or the re-publication
of that translation in a new place (I will expand on this definition
below).* The darker the circle, the more recent the act of translation.
The impression we get is very imperfect, for many earlier acts of
translation are hidden by later ones; but still, looking at the map, we
can immediately see the very broad spread of Jane Eyre translations.
No longer is this a novel that was begun in Manchester and written
mainly in Haworth, Yorkshire, in Charlotte Bronté’s distinctive
language(s). Rather, it has been — and is still being — written in many
hundreds of locations, with as many different linguistic repertoires.®
We can also register the uneven distribution of the translations, the
thick crowds in Europe, China, Japan, Korea and Iran, for instance;
and the patchier scattering in the Americas. Here is a first visual
indication of the world of Jane Eyre translation as a mesh of significant
geographies. Finally, there are the large tracts of the world where no

4 I am grateful to Eugenia Kelbert for suggesting the phrase ‘an act of
translation’.

5 See ChapterIabove for an account of Bronté’s language(s) and an explanation
of ‘repertoire’.
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translations have appeared. These include places where one would
not expect them to, such as Greenland, together with countries where
they perhaps might have done, such as Cote d’Ivoire, Venezuela or
Peru. They also include, of course, countries where English is a — or
the — dominant language, such as Australia, Ghana, Nigeria, Canada,
and England itself (the United States does not figure in this group
because translations have appeared there, into Russian, Vietnamese
and Spanish, and neither does Scotland, because of recent translations
into North-East Scots, Cornish and West Frisian published there by
Evertype). In Essay 1 we discovered, with Ulrich Timme Kragh and
Abhishek Jain, the effect on Jane Eyre translations in India of the
widespread use of English in that country, as well as of colonial and
post-colonial education structures; and in Essay 7, below, Annmarie
Drury explores related reasons that explain, and give significance to,
the paucity of Jane Eyre translations in sub-Saharan Africa: different
significant geographies are revealed by these detailed examinations.
Nevertheless, reflecting on this aspect of the map as a whole, what is
striking is the negative it gives to what one might naively think to be
the global distribution of English literature, as happening primarily in
‘English-speaking countries’. Though we have not attempted the
impossible task of tracking the circulation of English-language copies
of Jane Eyre, it is the case that they might be found anywhere: from the
first year of the novel’s existence, when a cheap English edition was
published in Leipzig by Tauchnitz, the book has travelled widely, and
many people with English as an additional language have read the
text that Bronté wrote.® Even more important is the obvious, though
neglected, fact that is made starkly visible by our map: it is in countries
where English is not a primary language that Jane Eyre has been most
translated — that is, where it has generated the particular, intense
imaginative life that goes into making a translation, and attracted the
distinctive sorts of attention that go into reading one (though of course
these vary in different cultures and times). There is a kind of energy in
an ongoing life through translations that a continuing existence in a
source language does not have.

6 For French readers of the early English-language Tauchnitz editions, see
Essay 4 above, by Céline Sabiron.
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If you now open the [General Map| and zoom in

wherever you like, you will see that the little circles
representing each act of translation are located in
cities and towns (and the occasional village). We have
not attempted to show the spread of each translation’s
readership, because that cannot be known. Equally
we have not tried to visualise the geographical reach
of the language that each translation might be thought to be ‘into’.
There are two, interrelated reasons for this, which I have already
touched upon in Chapter I. Languages, conceived as entities that
are internally consistent and separate from one another, are brisk
abstractions from actual linguistic usage which is always complex and
changeable, with boundaries — if they exist at all — that are fuzzy
and shifting.” The account of Jane Eyre in Arabic, or Arabics, given by
Yousif M. Qasmiyeh in Essay 3 above is a case in point. And translations
are never merely into ‘a language’, but are made with a particular
linguistic repertoire, in a given context and moment, with aims in
view and stylistic preferences in play. Neither a translation’s mode of
relating to language(s), nor the mode of existence of language(s) in the
world, can adequately be represented on a map.

Another entity a translation might be thought to be ‘into’ is the
ongoing literary culture of a nation-state. Here again the picture is
complicated, for nation-states are of course political constructions,
and their borders, though more distinct than those of languages, can
also change, and radically so. Indeed, the State in which a translation
was done may now no longer exist: the former Yugoslavia and former
USSR are obvious examples. Nevertheless, the hope of contributing to
the growth of a national culture can be an important driver of
translation, as Andrés Claro will outline for the Latin American context
in Essay 5 below; and successive translations in the same publishing
market can be in dialogue or competition with one another, as we
have begun to see in the case of France in Essay 4 by Céline Sabiron,
and as many of the essays to come will also reveal. So our maps do
show the borders of States, together with the number of acts of
translation that have happened within them, though with the proviso

7 At first sight, the expensively commercialized language maps produced
by Ethnologue appear to give an impressive rendition of the intricacy of
language borders and borderlands. But the approximation inherent in these
visualisations is evident from the description of their data sources and
processes given here: https://www.ethnologue.com/methodology
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that the borders indicated are those that hold at present (or rather,
that held at a moment in the twenty-teens when the ground-maps that
we have employed were created) — so the State in which a translation
was published may not be the same as the State within whose
boundaries it now appears. The maps, then, need to be read with an
awareness of the historical shifts which their presentist representation
of borders conceals. In the General Map, as you can see, the different
States where acts of translation have occurred are all indiscriminately
coloured green, giving the impression of a continuity of activity across
them. However, in another map, the , we have taken a
different approach, and coloured them differently
according to the number of acts of translation that
each has hosted. This makes the difference between
the States look more substantial, and provides a rough
contour diagram of the intensity of translation activity
in different places.

So one thing that mapping helps us to understand is, paradoxically,
how much about the spatial distribution of translations we cannot
represent, or indeed know; as well as how much we can know
and represent only very imperfectly. But what the maps do show
clearly, as Giovanni Pietro Vitali pointed out while we were making
them, is the importance of cities as centres for the publication of
translations (as they are for the publication of books in general).
The World Map, though it gives a less immediate impression of the
world-wide spread of Jane Eyre than the General Map, is a better
tool for exploring the phenomenon of the city because it groups the
translations numerically. For instance, Figure 8 presents the World
Map zoomed in to show the distribution of jane Eyre translations in
Turkey, Greece, Albania, North Macedonia and Bulgaria: you can see
that Istanbul and Athens are very prominent sources, with lesser
contributions emerging from Ankara, Izmir, Thessaloniki, Sofia,
Tirana and Skopje.
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Fig. 8 The World Map zoomed in to show the distribution of jane

Eyre translations in Turkey, Greece, Albania, North Macedonia and

Bulgaria. Created by Giovanni Pietro Vitali; maps © Thunderforest, data
© OpenStreetMap contributors

If you move around in the World Map you will find that this pattern,
with acts of translation being concentrated in a capital city, is fairly
common. In South Korea, all 27 acts of translation into Korean
occurred in Seoul; in Japan, all 22 took place in Tokyo except for one
(Kyoto, 2002); in Iran, 26 translations into Persian have been published
in Tehran, and 1 each in Mashad, Qom and Tabriz. In Europe, you
sometimes find a similar distribution: Greece, 19 acts of translation in
Athens and 1 in Thessaloniki (1979), as we can see in Figure 2; France,
18 in Paris and 1 in Poitiers (1948). But there are also more dispersed
environments. Of Italy’s 39 acts of translation, 19 occurred in Milan,
but the rest are shared out among 12 other places. German has a yet
flatter configuration which spreads across Germany and beyond: 7 in
Berlin; 3 for Stuttgart; 2 each for Leipzig and Frankfurt; 1 each for six
other German locations; and then 6 in Zurich, 2 in Vienna and 1 each
in Klagenfurt and Budapest.? The markets, the distribution networks,
and the socio-political dynamics are different in each case; and so
therefore are the reach and significance of each act of translation.

8 These translations listed in this paragraph were researched by Emrah Serdan,
Sowon S. Park, Kayvan Tahmasebian, Yorimitsu Hashimoto, Eleni Philippou,
Céline Sabiron, Léa Rychen, Vincent Thierry, Alessandro Grilli, Caterina
Cappelli, Anna Ferrari, Paola Gaudio, and Mary Frank.
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Seeing translations emerge physically into the world in this way
brings the work of translation and the business of publication close
together. Both are needed for Jane Eyre, or any text, to find readers
in new language(s) in another place. This is why, for the purposes of
our maps, we chose to define an ‘act of translation’ in the way I have
described — as either the first appearance of a new translation, or
the re-publication of that translation in a new place — and to create
a separate entry for each such act (we have identified 683 of them
in total). The result is that, when you look at our maps, translation’s
activity of making Jane Eyre available in a spread of new locations
comes to the fore. In particular, two striking instances of such
migratory re-publication are made visible.

The first, researched by Eugenia Kelbert and Karolina Gurevich,
is the case of a classic translation of Jane Eyre into Russian by V. O.
Stanevich. This text was first published simultaneously in Moscow
and Leningrad in 1950. It was much reprinted in both those cities; but
its geographical publication-life also extended a great deal further.
On our maps, you can watch it appearing in Alma-Ata, in what is now
Kazakhstan, and Kiev, in Ukraine (1956), Minsk, in modern Belarus,
Barnaul, in Altai Krai, and Gorkji, now Nizhny Novgorod (1958),
Tashkent, in what is now Uzbekhistan (1959); and then Krasnodar,
on the Eastern edge of the Black Sea (1985), Makhachkala on the
Caspian Sea (1986), Saransk, in Mordovia (1989), Baku, in Azerbaijan
(1989), Voronezh (1990), Izhevsk, in the Urals (1991), Krasnoyarsk,
in Siberia (1992 — see Figure 12), Omsk, again in Siberia (1992),
Kalinigrad on the Baltic (1993), Kazan, on the Volga (1993), Tomsk
(1993), Ulan-Ude, in the Russian Far East (1994), and Nal’chik, in the
Caucasus Mountains (1997).
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Fig. 9 The World Map, zoomed in to show the 1992 publication of Stanevich’s
Russian translation in Krasnoyarsk, Siberia. Created by Giovanni Pietro
Vitali; maps © Thunderforest, data © OpenStreetMap contributors

This distribution gives us a window onto the conditions of publication,
first of all during the 1950s and then during the period of Glasnost
and the dissolution of the USSR. The very fact that these successive
publications in different locations were necessary shows that the
first acts of translation in Moscow and Leningrad did not translate
the novel ‘into Russian’, in the sense of making it available to all
Russian speakers, nor ‘into the USSR’ or ‘into Soviet culture’, in the
sense of conveying it to all inhabitants of that state or participants
in that culture. The first acts of translation brought the novel to
smaller linguistic, topographical and cultural areas (that is, significant
geographies); and more acts of translation were needed to carry it
further.

The second instance is the vivid and absorbing translation of Jane
Eyre into Spanish by Juan Gonzdalez-Blanco de Luaces, first published
in Barcelona in 1943. As Andrés Claro will describe in Essay 5, Luaces,
a republican, had had a career as a novelist before the establishment
of Franco’s regime, and turned to translation both to make a living and
as away of continuing the imaginative life that was no longer available
to him as an author. His version of Jane Eyre was much reprinted in
Barcelona; it then crossed the Atlantic to Argentina where it appeared
in Buenos Aires in 1954, joining four other Jane Eyre translations that
had been published there during the 1940s. Claro explains how the


https://digitalkoine.github.io/je_prismatic_map/
http://www.thunderforest.com/
http://www.openstreetmap.org/copyright

278 Prismatic Jane Eyre

significance of the act of translation changed in the new context: the
same text that, in Barcelona, had enabled Luaces to ‘write between the
lines’ in resistance to Franco became, when transplanted to Buenos
Aires, ‘part of an explicit programme of opening up to and interacting
with foreign languages and literatures as a way of creating a local
ethos and literature emancipated from Spanish colonialism’, taking
on particular significance because ‘the novel became widely known
at the very time the female vote and other civil rights for women
were being secured’. It was only after this that Luaces’s translation
came out in Madrid, where Claro notes that the literary scene was
more Francoist than in Barcelona: it was first published there in 1967,
by the same transnational firm, Espasa-Calpe, that had brought it to
Buenos Aires. Reprints continued (and still do) in all these cities; and
in 1985 Luaces’s translation appeared in a second South American
location, Bogot4, from a different publisher, Oveja Negra. Tracking this
text shows us an instance of the transnational dynamics of Spanish-
language publishing, and the varying pressures that have encouraged
translation in different locations and times.

All these cases reveal the productive interplay between, on the
one hand, the pressure to visualise which comes from trying to make
a map and, on the other, the resistance to being visualised which
comes from the complex nature of thelinguistic and culturallocations
that translations are actually in. Maps make blatantly obvious what
we cannot know: we cannot put boundaries around a language, and
we cannot trace where translations travelled or were read. But we
can see where they were published, and reflecting on that single
parameter can — in dialogue with more detailed knowledge — open
onto an understanding of the significant geographies that they
inhabited. To move through such geographies is also to advance
through time; and we have tried to capture something of this

phenomenon in our [Time Map|.

Translation in Time
The , created by Giovanni Pietro Vitali

and Simone Landucci, should be tranquilly running
through history when you open it (if it isn’t, click the
‘play’ button at the bottom left). Note that each dot
. representing an act of translation lasts for six years,
: before disappearing: this is to help the map be legible,
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but it also hints at the temporal life of a translation which, though
it may be reprinted, become a classic, or indeed simply be stumbled
across, picked up and read at any time, nevertheless tends on the
whole to have a brief moment of higher visibility in culture, followed
by a long stretch of comparative obscurity. If you wish to freeze time
in a particular year, you will see that there is a ‘pause’ button at the
bottom left that enables you to do so.

When we watch the ongoing, proliferative pulse of the world-novel
Jane Eyre in this map, what do we see? In Atlas of the European Novel
(1998), Franco Moretti offered a pattern that we too might discover.
Focusing on Europe, and generalising initially from the case of Don
Quixote, he suggests that the diffusion of translations tends to happen in
three ‘waves’: first, nearby literary cultures (which he calls ‘core’), then
a pause; then somewhat further afield (‘semi-periphery’); and after that
more distant cultures — the ‘periphery’.° The approach builds on Itamar
Even Zohar’s polysystem theory, and adopts its tripartite structure from
Immanuel Wallerstein’s theorization of ‘The Modern World-System’,
in which ‘core’ economies accomplish tasks that require ‘a high level
of skill’, the periphery provides “raw” labour power’, and the semi-
periphery contributes ‘vital skills that are often politically unpopular’.'°
It is not immediately obvious why this particular economic model
should apply to literary writing: as Johan Heilbron has pointed out,
‘the world-system of translation ... does not quite correspond to the
predominant view in world-systems theory ... Cultural exchanges have
a dynamic of their own’.'* We might also demur at the implicitly low
valuation that this picture of waves emanating from a centre gives to
the skill and creativity inherent in translation, and to the imaginative
energies of the translating cultures — factors that are abundantly
evident throughout the essays and chapters that you are reading. Still,
there is also something attractive about the metaphor of translation as
a wave spreading through many locations, in that it seems as though
it might, to some extent, register the proliferative dynamics that we
began to explore in Chapter I, with Old Nick’s version prompting others
which then prompted others again. So how far does the translation
history of Jane Eyre conform to this possible blueprint of three waves?

9 Moretti, Atlas, p. 171.

10 Wallerstein, Immanuel Maurice, The Modern World System, 4 vols (Berkeley,
University of California Press, 2011), vol. 1, p. 350.

11 Johan Heilbron, ‘Towards a Sociology of Translation: Book Translations as a
Cultural World-System’, European Journal of Social Theory, 2,4 (1999), 429-44.
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Well, the novel was translated into cultures well-connected to
English in the three years after its first publication in 1847: Germany,
France, Belgium, Russia, the Netherlands, Denmark and Sweden. It is
plausible to see this group of countries as closely linked both culturally
and economically —as forming a multilingual and transnational
significant geography —a ‘core’ in Moretti’s terms. But, as we
discovered in Chapter I, these are not the only places where Jane Eyre
was translated in those early years. During 1850-51 it appeared in
South America and the Caribbean, first in Santiago de Chile, where it
was serialized in the newspaper EI Progreso, then Havana, in another
newspaper, Diario de la Marina, then elsewhere in Cuba (Matanzas)
and Bolivia (La Paz). As we saw, the mediate source for these texts was
Old Nick’s French version, first published in the French newspaper Le
National and the Brussels-based Revue de Paris and L’Indépendance
belge, which had been put into Spanish for the Correo de Ultramar
in Paris, an act of translation that was designed to travel to Spanish-
speaking locations overseas. The detour via French helped jane Eyre
to be catapulted across the Atlantic, for the Caribbean and South
American publications drew their cultural material primarily from
France as well as Spain, with only the very occasional bit of English.
In El Progresso, the novel serialised immediately after juana Eyre
was Edward Bulwer-Lytton’s Leila; or, The Siege of Granada (1838),
but that — as its title suggests —is an English novel with a strong
Spanish connection; the other texts appearing in the preceding and
following months were translations of two novels by Alexandre
Dumas, and an account of the 1847 murder of Fanny, duchesse de
Praslin ‘traducida del francés’ [‘translated from French’].?? Likewise,
in Diario de la Marina, books serialized in the years before and after
Jane Eyre included Fédéric Soulié’s Les Drames inconnus, Alexandre
de Lavergne’s La Circassienne, José Maria de Goizueta’s Leyendas
vascongadas, Antonio Flores’s Fé, esperanza y caridad, and multiple
novels by Dumas: Le Comte de Monte-Cristo, Les Quarante-cinq and
Le Vicomte de Bragelonne.®® The international news coverage in both
papers tended to have a similar geographical orientation. So in this
leap of Jane Eyre across the Atlantic we can see a particular set of
connections enabling an act of translation that does not fit the model
of a generalized wave.

12 El Progreso, 1 November 1849 — 18 June 1851.
13 Diario de la Marina, 18 January 1848 — 12 December 1851.
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Fig. 10 Time Map: translations 1848-53. Created by Giovanni Pietro Vitali
and Simone Landucci. © OpenStreetMap contributors, © Mapbox

After this early rush, there was something of a slowdown. If we
confine our attention to Europe, we might take this to show that a
group of cultures more immediately connected to English should
be distinguished from a spread of those that were somewhat more
detached — or, on Moretti’s schema, first from second ‘waves’. Despite
the substantial exception presented by the Chilean, Cuban and
Bolivian Juana Eyres, the model does retain some explanatory power.
After 1850 there was a second translation into French, in 1854 (this
time published in Paris) as we saw in Chapter I, and re-translations
also in German, Swedish and Russian between 1855 and 1857. The
first translation into a new language, however, was not until 1865,
into Polish, serialized in the Warsaw magazine Tygodnik Mdd (Fashion
Weekly).** It was followed by the first Hungarian translation in 1873,
then Czech in 1875 and Portuguese in 1877 (an incomplete version
serialised in a Lisbon magazine). Perhaps here we can discern another
pause, before first translations then happen in Japan (1896 — albeit
an incomplete version), Norway (1902), Italy (1904), Armenia (1908),
Finland (1915), Brazil (c. 1916), China (1925), Romania (1930), into
Esperanto in 1931 (in the Netherlands), Ukraine (1939), Argentina
(1941), Brazil and Turkey (1945), Mandatory Palestine, into Hebrew

14 We are grateful to the book collector Jay Dillon for alerting us to this 1865
translation.
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(1946), Iceland (1948), Greece (1949), Iran (1950), India, into Tamil
(1953), Burma (1953), Slovenia and Bulgaria (1955), Sri Lanka, into
Sinhalese (1955), Lithuania (1957), Estonia (1959), Korea and Vietnam
(1963), Serbia (1965), Croatia (1974), Latvia (1976), Bangladesh, into
Bengali (1977), Malaysia (1979), Ethiopia, into Amharic (1981); India,
into Punjabi (1981); India, into Malayalam (1983), North Macedonia
(1984), the Philippines, into Tagalog (1985), Spain, into Catalan (1992);
India, into Gujarati (1993), Nepal (1993), Thailand (1993), Spain, into
Basque (1998), India, into Assamese (1999), India, into Hindi (2002),
Albania (2003), South Africa, into Afrikaans (2005), Tajikistan (2010),
China, into Tibetan (2011), Mongolia (2014), India, into Kannada
(2014), and Scotland, into Doric Scots (2018).

Aswelook at this broad, complicated scattering of first translations,
the idea that it can be organised into three waves that correspond to
‘core’, ‘semi-peripheral’ and ‘peripheral’ cultural and economic status,
comes to pieces, and with it the assumption that the agency involved
is predominantly an emanation from a cultural centre, with Jane
Eyre being passively received in all these locations like a delivery of
international aid. Is Bolivia ‘core’ while Hungary is ‘semi-peripheral’?
Is Italy ‘peripheral’ while Sweden is ‘core’? Clearly more varied and
particular forces are at work — and several of them are detailed in
the essays that follow this chapter. In at least one case, an endeavour
conducted from England, to disseminate English culture, is indeed a
decisive element. As Eleni Philippou will explain in Essay 6, the first
Greek translation came about in 1949 as part of a programme of soft
power in the context of the Cold War. But, in many other instances, the
energies that most drive acts of translation originate in the locations
which we should no longer think of, in the habitual terms of Translation
Studies, as ‘target’ or ‘receiving’ cultures, but rather as ingurgitating
cultures, along the lines of the Latin American anthropophagous
manifestoes penned by Haroldo de Campos and Osvaldo de Andrade,
and mentioned by Andrés Claro in Essay 5. As Claro shows, translations
such as M. E. Antonini’s, published in Buenos Aires by Acme Agency
in 1941, should be seen, not as being subjected to ‘the foreign’ but
rather as choosing to journey through’ it. Likewise, in Iran after the
Islamic Revolution —as Kayvan Tahmasebian and Rebecca Ruth
Gould will explain in Essay 8 — translators turned to jane Eyre to
answer specific imaginative needs. In this vein of interpretation, an
absence of Jane Eyre translations, as in many sub-Saharan African
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countries, need not be configured as a lack, since it can also be a sign
of resistance or sufficiency: of there being no desire to translate Jane
Eyre because interests are directed elsewhere. As soon as you begin
to register the complexity of each situation in which translation is
(or is not) happening, and of the dynamics that drive it, the broad-
brush geometry of a single core and generalised periphery comes to
seem more a matter of imperialistic assumption than of observation
or reading. A better description would recognise that there are many
cores, with energies sparking in multiple directions.s

Seeing this can help us to understand why the proliferative life of
the world work Jane Eyre does not only happen via the first translation
into any given language. It is not that, once translated, Jane Eyre has
simply arrived. Rather, a first translation can open onto a phase of
intense imaginative engagement conducted through re-translations
which are in dialogue with one another as well as with Bronté’s text.
Tahmasebian and Gould illuminate one such phenomenon, the 28
new translations into Persian since 1982. Another, startling instance
consists of the 108 new translations into Chinese since 1990 (see
Figure 11).

15 Somewhat similarly, the Mystéres urbains au XIXe siécle project
identifies three centres ‘qui vont chacun autonomiser leur série de
mysteres urbains: les Etats-Unis, la Grande Bretagne et la France’ [‘each
of which establishes its own series of urban mysteries: the United
States, Great Britain and France’], Dominique Kalifa and Marie-Eve
Thérenty, ‘Introduction’, https://www.medias19.org/publications/les-
mysteres-urbains-au-xixe-siecle-circulations-transferts-appropriations/
introduction
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Fig. 11 The Time Map, zoomed in to show intense Jane Eyre translation

activity in China, South Korea, Taiwan and Nepal, 1992-97. Created by

Giovanni Pietro Vitali and Simone Landucci. © OpenStreetMap contributors,
© Mapbox

No doubt there is some reiteration of material between these
multitudinous publications, though we have not been able to establish
how much. Nevertheless, it remains the case that, during the last
three decades, Jane Eyre has been more voluminously re-written and
reprinted in China than anywhere else. Once you start paying attention
to re-translations there are other distributions of energy that emerge.
During the 1980s there were 8 new translations into Korean but none
into French or German. Where shall we say the ‘core’ of Jane Eyre
translation is located at such times? Similar phases of intensity can
spread across national boundaries. For instance, there was a surge of
Jane Eyre translation, concentrated in Europe, at the end of the Second
World War (see Figure 12), with 25 new translations being published
between 1945 and 1948: 8 each into French and Spanish, 3 into
German, 2 into Turkish, and 1 each into Dutch, Italian, Norwegian and
Hebrew (written by the Paris-based modernist artist Hana Ben Dov,
and published in Jerusalem in 1945). The post-war prestige of English
can be seen here, abetted by the glamour of the widely distributed
1943 American film, directed by Robert Stevenson and starring Orson
Welles and Joan Fontaine. Significance can be found also in a longer,
narrower dispersion, such as the 39 translations into Italian since
1904: they have followed one another at intervals which, though
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decreasing recently, have remained comparatively regular across the
twelve decades. Jane Eyre in Italy has been a continuing presence that
publishers and translators have found reason to turn to, to re-angle or
re-juvenate, from time to time.

Fig. 12 Time Map: translations 1945-50. Created by Giovanni Pietro Vitali
and Simone Landucci. © OpenStreetMap contributors, © Mapbox

Looking at the Time Map, and indeed the World and General maps, in
dialogue with the detailed analyses conducted in the essays, helps us
to see that each translation of Jane Eyre involves a mix of sources of
agency. Translationisnot a passivereception butan active engagement.
To be sure, elements of cultural domination or encroachment are in
play: the power of English, growing globally throughout the period
of Jane Eyre translations so far, is a crucial factor in the way they
have spread. But also in play is the agency of translators, publishers,
readers, and other elements in the ingurgitating culture. There is the
choice to translate, the recognition of why the book might be needed
or liked, the power to cut large stretches of it (as we saw in Chapter I),
the labour of re-making the work with different linguistic materials,
re-orienting it with an eye to the new market and in collaboration with
the translator’s imaginative disposition and style. Each culture where
this happens is not merely peripheral to a centre that lies elsewhere: it
is in many respects a centre to itself. Seeing this brings us back to the
idea of the world as a network or patchwork of significant geographies.
But what kind of significance are we talking about?
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Locational Textures

By significant geographies, Laachir, Marzagora and Orsini mean ‘the
conceptual, imaginative, and real geographies that texts, authors, and
language communities inhabit, produce, and reach, which typically
extend outwards without (ever?) having a truly global reach’.’® In the
case of translation, all three of these geographies are doubled — or
more than doubled — because there are always at least two points of
view from which each of them can be projected. On the one hand,
there are the material (‘real’) factors that have enabled the novel
to travel from its first publication in London, perhaps through the
medium of other languages and re-imaginings, to the place where
it is being translated. On the other, from the point of view of the
ingurgitating culture, there are the material factors that have enabled
it to be sourced, brought in, translated and distributed. On the one
hand, the ‘conceptual’ frame that starts from London and that tends
to see the world work Jane Eyre in terms of spread; on the other, the
conceptual frame that starts from the place of translation, and which
is likely to be built from other elements, including perhaps emulation,
but also interest, choice or a perception of need. And then there is the
‘imaginative’ geography that has been generated in collaboration with
the text — a shifting landscape that has been variously inhabited by
Charlotte Bronté, many millions of readers in English(es) and other
language(s), and many hundreds of translators. This imaginative
geography is affected by the other two kinds: what you see in the
novel will be influenced by where you are standing, and the frame
through which you are looking. But it can also permeate them in its
turn, altering their significance and shape. The world that is in Jane
Eyre is changed by and also changes the world that it is in.

The Jane Eyre that Bronté wrote is a novel full of significant
migrations. From her unhappy childhood home, Gateshead Hall, Jane
is sent fifty miles away to Lowood School, a whole day’s journeying
which seems, to the ten-year-old girl who is travelling alone, much
longer: ‘I only know that the day seemed to me of a preternatural
length, and that we appeared to travel over hundreds of miles of
road’.” Eight years later Jane moves again, to Thornfield Hall: this
means another long spell of coach-travel as Thornfield is situated in a

16 Laachir, Marzagor and Orsini, ‘Significant Geographies’, p. 294.
17 JE,Ch.5.
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‘shire’ that was ‘seventy miles nearer London than the remote county
where I now resided’ — though the older Jane is now better able to
cope with the journey.'®* After many months at Thornfield she makes
a visit back to Gateshead to see Mrs Reed on her deathbed: this is ‘a
hundred miles’ each way.’ Then, six weeks or so later, after the failed
wedding, she flees Thornfield, getting on a coach that is travelling to
‘a place a long way off’, though she only has twenty shillings instead
of the thirty-shilling fare; she is therefore set down before the coach
reaches its destination, at a place called ‘Whitcross’, in a ‘north-
midland shire’, ‘dusk with moorland, ridged with mountain’: it is ‘two
days’ since she left Thornfield.?* She wanders the landscape, spends
two nights in the open, walks ‘a long time’, and ends up at Moor House,
also known as Marsh End. From there, after some weeks, she moves a
little way to the village of Morton when she becomes a schoolteacher.
After some months, just before Christmas, and after she has come into
her surprise inheritance, she moves back to Moor House; from there,
on the “first of June’ she returns to Thornfield, a journey of ‘six-and-
thirty hours’, followed, when she has found Thornfield in ruins, by
another ‘thirty miles’ to Ferndean.

If we try to plot these distances against some of the real places
thought to have inspired Jane Eyre’s five key locations (as gathered by
Christine Alexander in The Oxford Companion to the Brontés), we can
find a shadow of resemblance, albeit a somewhat truncated one. If we
located Gateshead not far from Stonegappe, the house in Lothersdale,
near Skipton, where Bronté was unhappy as a governess, then it
would be a bit more than forty miles north-west from there to the
site of the Clergy Daughters’ School at Cowan Bridge, the inspiration
for Lowood. If we sited Thornfield near Rydings, the battlemented
home of Charlotte’s friend Ellen Nussey, in Birstall Smithies, just
outside Leeds, then that would be about fifty-five miles back to the
south-east. If we followed Ernest Raymond and equated Whitcross
with Lascar Cross on the Hallam Moors, in the Peak District outside
Sheffield, then that would be about forty miles south of our site for
Thornfield. Finally, from Thornfield it is thirty miles to Ferndean; and
so it is also from Rydings to Wycoller Hall, the ruined house that may
have helped Ferndean to be imagined. Wycoller is also only ten miles

18 JE, Ch. 10.
19 JE, Ch. 21.
20 JE. Chs 27 and 28.
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from the Brontés’ home at Haworth: perhaps Bronté liked to think of
Jane ending up nearby.

Obviously these equations are very approximate. The imagined
places are not the real ones, and even their names dislodge them from
any actual geography, locating them in a gently symbolic landscape
of gates, woods, thorns, a marsh, a moor and a cross. Nevertheless,
looking at a map of England does give us a sense of the kind of span
that is crossed in the novel. It makes sense to pin Lowood to Cowan
Bridge, in the North-West, near the Lancashire coast, since that episode
is so tightly rooted in the harrowing facts that Bronté lived through at
the Clergy Daughters’ School. And Whitcross and Moor House must
be somewhere in the Peak District, in the North Midlands, given the
topography as well as the likely equation of ‘S— (mentioned in Chapter
31) with Sheffield. Between these two extremities, which are in fact only
a hundred miles apart, we could amuse ourselves by sliding the other
locations around on the map, to try to make the distances between
them match up. Or, better, we could realise that the journeyings in
the novel are simply longer, more expansive, than those that Bronté
herself took between the loosely equivalent actual English places. Jane
Eyre does not inhabit a realist geography, but a more malleable kind
of imaginative landscape. The novel’s major locations, encountered in
sequence, are also stages of life: early childhood; school; adulthood
and romance; despair and an alternative future; back to the ruins
of romance and a more secure, because damaged, living-on of the
relationship. Various textualities flow into these locations, shaping
them and giving them significance. There is the textuality of Bronté’s
life, as we have begun to see. Part of the reason why Thornfield is so
far from everywhere is that the emotional experience Bronté is most
channelling in these pages took place further away still, in Brussels:
her exhilarating, heartbreaking attachment to her married French
teacher M. Heger. This is also why there is so much French spoken at
Thornfield. There are also literary models, of course. Most prominent
among them are John Bunyan’s The Pilgrim’s Progress, with its
Christian journey through a series of allegorical locations (including
a gate, a ‘slough’ — or marsh — and several houses); Jonathan Swift’s
Gulliver’s Travels (which the young Jane likes to read), in which the
protagonist journeys from one anthropologically instructive fantasy
location to another, each imagined as a different country; the Arabian
Nights (also read by the young Jane), with its succession of different
stories and settings, all linked in the person of the spellbinding woman
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narrator; and Dickens’s Oliver Twist, in which the protagonist (a young
boy) makes alongjourney to London where he encounters two possible
homes and associated family-style attachments — one disreputable,
the other genteel — and moves back and forth between them.

So far, we have seen the significant geography imagined in the
novel blending elements from realistic topography, biographical
experience and literary analogues. These factors all contribute to Jane
Eyre’s distinctive, and unusually complex, generic makeup, with its
blend of precise observation, fierce personal feeling and occasionally
fantastical narrative developments. But there is also another
dimension to the world within the book, one which it shares with
other nineteenth-century British novels such as Austen’s Mansfield
Park, Thackeray’s Vanity Fair or Dickens’s Great Expectations. This is
created by the connections drawn between locations that are book’s
focal points and places elsewhere — in Europe and especially in the
British Empire — which are all, in various ways, brought home to
the English setting. The presence of Adéle at Thornfield Hall is the
first prominent instance of this dynamic. Whatever her biological
relationship to Mr Rochester, she is there as witness to his dissolute
time in Paris, itself (as we later learn) only part of a decade-long,
Don Juan-esque romp around Europe.?! As a figure, Adele is a kind
of prelude to the revelation of Bertha Rochester’s presence in the
house: both the girl and the woman have been brought there from
elsewhere, and are — as Rochester sees it — left-overs from rejected
phases of his life. But Bertha is, of course, from further away — from
Spanish Town, Jamaica — and is much more fiercely rejected than
Adeéle, both by Mr Rochester and by the narrator. If the girl is a channel
for Francophobia, Bertha is charged with the racist attitudes, and fear
and guilt about Empire, which I discussed in Chapter I. St John Rivers,
with his evangelizing mission somewhere in India, is another kind of
embodiment of those attitudes, and another textual manifestation of
fear and guilt. Where Bertha is said to be ‘incapable of being led to
anything higher’, St John is presented as labouring on behalf of people
subject to the ‘informal’ Indian empire of that period, clearing ‘their
painful way to improvement’.??> The novel does not wholly support
his endeavour (after all, Jane chooses a different path), but it does
not wholly condemn it either (St John writes the book’s last words).

21 JE, Ch.27.
22 JE,Chs 27 and 38.
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These two conflicting figures, Bertha and St John, who take contrasting
journeys to and from virtually opposite points on the globe — Jamaica
and India — show the strange, profoundly uneasy and yet also merely
gestural way in which Jane Eyre sees locations in England as being
intimately joined to places elsewhere in the world. As Susan Meyer has
pointed out, the fact that Jane’s inheritance comes from an uncle who
is a wine-merchant in Madeira, that is, someone who is embedded in
imperial structures of trade, leaves her with wealth from a troubled
source, just like the money that came to Mr Rochester from Bertha’s
family, the Masons. In fact, this uncle, John Eyre, is the first of all the
emissaries of Empire in the book, turning up, as Mrs Reed’s maid
Bessie tells the story in Chapter 10, to look for Jane at Gateshead just
a year or so after she had moved to Lowood. The account is brief, and
seems inconsequential, so the connection may not strike a reader as
significant until its consequences play out much later in the novel. But
its uncanny intimacy with Jane, and indeed eery joining of Jane and
Bertha, is suggested right from the start by the phonetic play around
the location of John Eyre’s business: Mad-eira. Of course many other
flickers of suggestiveness have been noticed in Jane’s surname: ‘air’,
‘ire’, even ‘Eire’ in the sense of Ireland. Nevertheless, it is striking that
the other dominant surnames in the novel attach characters physically
to a landscape, in the same vein as the names of the houses: Rivers,
Reed, Roch(rock)ester, Burns, even Temple. But Eyre floats weirdly
free, and can attach itself, not only to Madeira but to that ‘eyrie’ in
the ‘Andes’ which — as we saw in Chapter I — is called to mind, much
later on in the novel, by Bertha’s cry. So this fourth, world-spanning
dimension of the significant geography imagined in the book cuts
across the others, opening yawning spatial voids and throwing sudden
bridges across them.

How does this complicated envisaging of location within the novel
matter to the translations? In several ways, one of which occurs when
there is a conjunction between a translator’s geographical situation
and a place imagined in the novel. Ulrich Timme Kragh and Abhishek
Jain, in Essay 1, have already explored how writers, film-makes and
translators in India have responded, in their re-makings of the novel,
to the role of India within it. Another example will appear in Essay 5,
by Andrés Claro, with its analysis of the reactions of Spanish-speaking
translatorsin South America to the representations of Bertha Rochester
and of Spanish Town, Jamaica. A further consideration is how the
English place-names are, or are not, translated. Studying European
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Portuguese translations, Ana Teresa Marques dos Santos has noted
a consistent practice of reproducing the English names, rather than
attempting to render their significance. This means that their gentle
symbolism is pushed into the background (though of course some
readers of Portuguese translations will also have sufficient knowledge
of English and be able to register it); and instead ‘Thornfield’, ‘Rivers’
and the rest become insistent reminders of the book’s primary location
in England.?® This kind of change alters location and genre together,
shifting the book a bit more in the direction of documentary realism.

Genre is the clearest bridge between location in the book and the
location of the book. How places are imagined is a key part of the
novel’s generic identity; and the novel’s identity affects where it sits in
the cultureitis published into, and how readersrelate to it. Book covers
signal genre and often they do so by choosing to represent particular
scenes and locations from the novel. Our last set of maps, the Covers
Maps, enables you to explore this phenomenon in conjunction with
the locations where the books were published.

23 Marques dos Santos presented these findings as part of her collaboration in
the Prismatic Jane Eyre project.
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Hungarian apanese Persian

These maps are necessarily partial: often we were not able to source
cover images; and the covers of most of the earlier translations were
of course unrevealingly plain. Nevertheless, working with these maps,
we can discern international trends: favourite images for Jane Eyre
covers are a solitary woman (often the 1850 George Richmond pencil
portrait of Bronté); a solitary woman reading or writing; a romantic
couple; a young woman with a big house in the distance; the house
burning; and many variants of Jane’s first encounter with Rochester
when he falls from his horse. Both the house and the landscape are
sometimes plausibly English and sometimes not. We can observe the
global influence of film versions and BBC adaptations, which bring
with them their own visualisations: a cover inspired by the 1943
Robert Stevenson film with Orson Welles appears in Buenos Aires in
1944; the 1996 Zeffirelli version prompts covers in Paris (1996), Sao
Paolo (1996) and Istanbul (2007); and the 2006 BBC series with Ruth
Wilson and Toby Stephens leaves its mark again in Istanbul (2009), as
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well as in Colombo (2015) and Giza (2016). And we can also discern
national trends: Germany has a long-standing preference for the
solitary woman, while the romance scenes prominent on the covers
of Persian translations announce a significant shifting of the book
into the genre of romance, as part of its re-location in Persian literary
culture: Kayvan Tahmasebian and Rebecca Ruth Gould explore this
development in Essay 8.

Partial as they are, the Covers Maps help one to shift perspective
from the global view of our other maps, and register the look of
the individual books, and thereby sense something of the market
conditions in which they were produced and the presence of the people
involved in the design and production process. Of the translators
themselves, generally very little is known. About eighty of them are
anonymous and, of the others, it is only in rare cases such as Marion
Gilbert (French), Juan Gonzdalez-Blanco de Luaces (Spanish), Munir’
al-Baalbaki (Arabic) and Yu JongHo [ &<] (Korean) that more than
the barest details are recoverable — as you can discover from the
selected brief biographies provided in the appendix, Lives of Some
Translators, below.

Likewise, much detail about the cultural location of
translations — where they are being read, and the uses to which they
are being put — is necessarily unknowable. For instance, it is only by
chance, and thanks to the mediating work of Sowon S. Park, that I
came to know of Seo SangHoon, who works at Reigate Grammar School
Vietnam in Hanoi, and who uses Jane Eyre, in the Korean translations
by Ju JongHo and Park JungSook, to teach students about narrative
voice and, as he says, ‘why we should accept information around us
critically’.** There are innumerable other instances of the enterprise
of Jane Eyre translation finding distinct significance in particular
locations. Some of the most striking are gathered in the sequence
of essays that follows this chapter. Andrés Claro traces differences
between the Spanish translations published in Spain and in Latin
America, focusing especially on issues of gender, race and empire (like
Essay 1, this essay is necessarily long, given the wide range of material
considered). Eleni Philippou shows how the British Council supported
the translation of Jane Eyre in Greece as part of an exertion of soft
power during the Cold War. Annmarie Drury explores the complex

24 Seo SangHoon, email to the author, 09.13, 20 March 2020. Quoted with
permission.
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of reasons behind the lack of Jane Eyre translations into Swahili and
most other African languages both during the period of the British
Empire and after. And Kayvan Tahmasebian and Rebecca Ruth Gould
uncover the intricate relationship between jane Eyre and ideas of
romance in twentieth-century Iran, which accounts for the surprising
surge in translations that followed the 1979 revolution.
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5.

Representation, Gender, Empire
Jane Eyre in Spanish

Andrés Claro

I cannot call them handsome — they were too pale and grave for the
word [...], like people consulting a dictionary to aid them in the task
of translation. This scene was as silent as if all the figures had been
shadows [...], not one word was intelligible to me; for it was in an
unknown tongue [...]; it was only like a stroke of sounding brass to
me — conveying no meaning [...].

‘Is there ony country where they talk i’ that way?’ [...]

‘Yes [...] — a far larger country than England; where they talk in no
other way’

‘Well, for sure case, I knawn’t how they can understand t’ one t’
other: and if either o’ ye went there, ye could tell what they said, I
guess?

‘We could probably tell something of what they said, but not all’

C. Bronté, Jane Eyre!

Where meaning is many-faceted, language can become prismatic as
easily as it can become crystal-clear — the meanings projected by one
and the same form of words can splay into a spectrum of colour without
loss of definition [...]. The first question, then, would seem to be, not
whether the poet can bring a prismatic splay of distinct meanings, but
why he does it and why we like it.

W. Nowottny, The Language Poets Use?

1
2

© 2023 Andrés Claro, CC BY-NC 4.0

JE, Ch. 28.

Winifred Nowottny, The Language Poets Use (London: Athlone Press, 1996),

p. 147.
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Translations of Jane Eyre in Latin America and
Spain: The Context of their First Widespread
Impact in the 1940s

‘As far as I can see, it would be wiser and more judicious if you were
to take to yourself the original at once’.? Jane Eyre’s recommendation
to St John could never have become the motto of Spanish and Latin
American readers of British novels since the mid-nineteenth century.
For them, for reasons that range from a constitutive relationship with
the linguistic and cultural fabric making up the multiform literature
and mestizo ethos of Latin America to what has been called modern
Spain’s relative cultural dependency on its northern neighbours,
translation has played and continues to play a decisive and inescapable
role. Thus, it is not altogether surprising to find that an indirect
Spanish version of Jane Eyre appeared in Santiago, Chile and Havana,
Cuba, as early as 1850, i.e., only three years after the first edition of
the English original, but also four decades before a first direct Spanish
rendering appeared in New York (1889), and almost a century before
several complete Spanish translations done directly from the English
text began to have a widespread impact on both sides of the Atlantic
from the 1940s onwards.*

Indeed, whereas translations of the novel up to the start of the
Second World War can be counted on the fingers of one hand, from
the early 1940s onwards there was a veritable burgeoning of versions

3 JE,Ch.32.

4  The first translation of Jane Eyre in Spanish, published without naming
the translator as Juana Eyre. Memorias de una aya [Jane Eyre: Memoirs of a
governess], was initially printed in Paris and then serialised in newspapers
in Santiago and Havana. It was an indirect version based on the French
adaptation produced a year earlier by Old Nick (P. E. Daurand Forgues):
see Chapter I above for discussion, and the List of Translations below for
publication details. Two decades later, an even freer version was published
in Spain in the form of a play by F. Morena y Vals, Juana Eyre. Drama en cuatro
actosy un prologo [Jane Eyre: A drama in four acts and a prologue] (Barcelona:
Manero, 1869). Another two decades would pass before the first direct and
fairly complete version of the novel was brought out in Spanish, published
in the United States as Juana Eyre (New York: Appleton & Co., 1889). Since
then, at least twenty versions have been published in Latin America and as
many in Spain, starting with Juana Eyre (Barcelona: Mentora, 1928) and juana
Eyre (Barcelona: Juventud, 1928). Most of these versions have been reprinted
numerous times by different publishers as the rights have been transferred
or lapsed, so that there have been more than a hundred editions to date.
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and editions, both in Latin America, with particularly active centres in
Buenos Aires (e.g., M. E. Antonini’s popular version for Acme Agency
in 1941, marketed suggestively from 1944 onwards under a title that
translates as Jane Eyre, Rebel Soul) and in Spain, with Barcelona clearly
predominating over Madrid (e.g., J. G. de Luaces’ popular version for
Iberia first published in 1943). Certainly, this proliferation of Jane Eyre
translations can be explained in part by the renewed prestige acquired
by English language and culture after the Second World War. But it
started somewhat earlier, and can be put down as well, and especially,
to differentiated local processes in the Latin American and Spanish
contexts that led to the promotion of foreign literature generally and
this English novel in particular. For whereas the translation boom that
began in Spain in the early 1940s, in the face of censorship and abrupt
stifling of local creative expression by the Franco dictatorship (1939-
1975), can be understood as a literary compensation and even an
implicit alibi serving to avoid oppression and write between the lines,
not least in relation to the Francoist National-Catholic programme and
the domestic role for women that it promoted, the Jane Eyre translation
boom in Latin America was part of an explicit programme of opening
up to and interacting with foreign languages and literatures as a way
of creating a local ethos and literature emancipated from Spanish
colonialism, especially in the young republics of the Southern Cone,
where the novel became widely known at the very time the female
vote and other civil rights for women were being secured.

As regards the context of reception in Spain, then, it should be
recalled that Franco’s dictatorship not only began by abolishing
a number of progressive reforms implemented by the previous
Republican constitution, such as freedom of worship, equal rights
between the sexes, and thence universal suffrage, but also set up a
powerful and energetic system of censorship that directly impacted
literary work and books, with side effects for translation. First of all,
in what can be seen as a kind of sui generis reissuing of the Index
librorum prohibitorum et derogatorum of the old Spanish Inquisition,
Francoist censorship banned all kinds of works and authors seen
as criticising the National-Catholic movement or threatening its
orthodox imaginary, including not only pacifist, anti-fascist, Marxist,
and separatist writings, but also theosophical and Masonic works,
together with any dealing openly with sexual matters (whether
scientific or otherwise) or including explicitly sexual scenes; in short, a
whole array of works that, if encountered, were to be destroyed. Then,
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unpublished works had to undergo prior censorship before they could
be published and distributed, to evaluate them in terms of respect for
and compatibility with the ideology of the regime and dogmas of the
Church, with verdicts that could range from the removal of certain
passages to prohibition of the entire work. Thus, in a country where
many of the leading women and men of literature, the arts, and the
sciences had disappeared, either killed during the Civil War or forced
into exile, among those who remained in Spain translation became
not just a means of economic survival in extremely hard times, but
also a possible way of exercising literary activity despite censorship,
and even of establishing an alibi of anonymity that made it possible
to write between the lines, dividing readerships into accomplices and
dupes, creating complicity in resistance, a negative freedom by way
of subtle gestures that made it impossible for the censors and other
guardians of the law to arrive at forthright rulings. This partly explains
the seeming paradox of a proliferation of translations amid the acute
crisis of Spanish post-war economy, culture and literary production,
with most of them being made from the European languages that the
literati of the time were familiar with, and most particularly English
(to the relative detriment of French and German, which had been
dominant before the War), a proliferation that unsettled the guardians
of orthodoxy on more than one occasion.’

As regards Latin America, the political and literary context in
which translations and editions of Jane Eyre began to be multiplied
and widely circulated was quite different. Certainly, the new relative
predominance of English can be seen here as well, being further
associated with the growingpolitical power,influence,andintervention
of the United States. But from the late 1930s to the late 1960s (i.e.,
before the era of North American-backed military dictatorships), the
young republics of Latin America, independent of Spain for just over
a century, embarked upon a period of relative industrial progress and
new political, cultural, and literary awareness, where translation was

5 For the context of translation in Spain during Franco’s dictatorship, see
Traduccion y censura inglés-espafiol: 1939-1985, ed. by Rosa Rabadéan (Ledn:
Universidad de Leén, 2000). A broader context is provided by Angel Llorente,
Arte e ideologia en el franquismo, 1936-1951 (Madrid: Visor, 1995). For a
particular emphasis on the Spanish translation of Jane Eyre by J. G. de Luaces
(1943) in this context, see Marta Ortega Sdez’s ‘Traducciones del franquismo
en el mercado literario espafiol contemporaneo: el caso de Jane Eyre de Juan
G. de Luaces’ (unpublished doctoral thesis, University of Barcelona, 2013).
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often encouraged and understood explicitly as a necessary process
in view of what Latin America’s literature and culture had been and
ought to be, including as regards its emancipation and differentiation
from Spain itself. This explicit awareness of translation as constitutive
to the Latin American ethos can be traced from period to period and
from north to south: at least as early as the reflections on the mestizo
constitution which appear in the ambiguity of malinchism in Mexico
(where a symbol of foundational linguistic and political betrayal of the
native metamorphoses into a symbol of formative heterogeneity and
female liberation from oppression),® through the romantic republican
project of the mid-nineteenth century (which sought to break away
from the Spanish substratum and transform the language and culture
of the southern countries by grafting other languages and cultures
onto them),” to the more recent conceptions of an anthropophagic
relationship inspired by Amazonian culture (where what is posited
is a relationship of capture, digestion, and assimilation of European,

6 Regarding malinchism, see for example Octavio Paz’s well-known
interpretation, ‘Los hijos de la Malinche’, in El laberinto de la soledad (Mexico
City: Fondo de Cultura Econ6mica, 1989), pp. 59-80. For its repercussions and
interpretations, see La Malinche, sus padres y sus hijos, ed. by Margo Glantz
(Mexico City: Taurus, 2001). For a historical overview, see also Juan Francisco
Maura, Women in the Conquest of the Americas (New York: Peter Lang, 1997),
and Sandra Messinger Cypress, La Malinche in Mexican Literature: From
History to Myth (Austin: University of Texas Press, 1991).

7  See Juan Maria Gutiérrez, ‘Discurso Inaugural del Salon Literario’ (1837),
in Marieta Gargatagli and Nora Catelli (eds.), El tabaco que fumaba Plinio.
Escenas de la traduccion en Espafiay América: relatos, leyes y reflexiones sobre
los otros (Barcelona: Serbal, 1998), pp. 360-86. Thus, Gutiérrez summarizes:
‘Spanish science and literature being negligible, then, we need to divorce
ourselves from them completely and emancipate ourselves in this respect
from peninsular traditions, as we succeeded in doing in politics, when we
proclaimed our freedom. We are still joined by the close, strong tie of the
language; but this should loosen day by day as we enter into the intellectual
movement of the advanced peoples of Europe. For this it is necessary for us to
familiarize ourselves with foreign languages and make it our constant study
to acclimatize ours to anything good, intelligent and beautiful that might
arise in these’. Juan Bautista Alberdi would likewise write: ‘Have no fear of
mingling races and languages. Out of Babel, out of chaos, the South American
nationality will arise some clear, bright day’ (Las bases, Buenos Aires: La
Facultad, 1915, p. 94). For an evaluation of this stance on emancipation from
Spain by way of other European languages and cultures, including its violence
towards the indigenous substratum, see Beatriz Sarlo, ‘Oralidad y lenguas
extranjeras: el conflicto en la literatura argentina durante el primer tercio
del siglo XX’, in Beatriz Sarlo and Carlos Altamirano, Ensayos argentinos: de
Sarmiento a la vanguardia (Buenos Aires: Siglo XXI, 2006), pp. 253-69.
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Oriental, and more broadly universal cultural strength in pursuit of
local prowess).® Amid this multiplicity of scenes — all very different,
of course, and all complex in themselves and not without violence,
but also evincing this common denominator of a constitutive
translation experience — if the focus is narrowed to the River Plate
context whence Jane Eyre was disseminated in the 1940s, it is worth
considering Borges’ well-known admonitions in ‘The Argentine Writer
and Tradition’ (1951), a good synecdoche for the simultaneously
constitutive and emancipatory role explicitly assigned in the Southern
Cone to the process of passing through the foreign. Activating his own
sense of paradox, Borges reviews and rebuts three common claims
about what literature and culture ought to be in Argentina and South
America generally:

[1] The idea that Argentine poetry should abound in distinctive Argentine

features and Argentine local colour seems to me a mistake [...]. The
Argentine cult of local colour is a recent European cult that nationalists
should reject as foreign.

[2] It is said that there is a tradition to which we Argentine writers
must adhere, and that tradition is Spanish literature [.... But] Argentine
history can be defined without inaccuracy as a desire for separation
from Spain, as a voluntary distancing from Spain.

[3] This opinion is that we, the Argentines, are detached from the past
[...]. However [...,] I believe that our tradition is the whole of Western
culture, and I also believe that we have a right to this tradition, a greater
right than the inhabitants of one or another Western nation may have
[...]. I believe that Argentines, South Americans in general, [...] can deal
with all European themes, deal with them without superstition, with an
irreverence that may have, and is already having, happy consequences

8 Among the anthropophagous manifestos, see especially Haroldo De Campos,
De la razon antropofdgica y otros ensayos (Madrid: Siglo XXI, 2000), esp.
‘De la razén antropofagica: didlogo y diferencia en la cultura brasilera’,
pPp. 1-23; and ‘De la traduccién como creacion y como critica’, pp. 185-203.
The background to this position on translation can be found in Osvaldo de
Andrade, ‘Manifiesto Antropofégico’, in Jorge Schwartz (ed.), Las vanguardias
latinoamericanas: textos programdticos y criticos (Mexico City: Fondo de
Cultura Econdémica, 2002), pp. 173-80. More broadly, see Osvaldo De Andrade,
Escritos antropofdgicos (Buenos Aires: Corregidor, 2001). Lastly, for a wide-
ranging study of this complex opening via translation in Brazilian and
Spanish American literature, see Horacio Costa, Mar abierto: ensayos sobre
literatura brasilefia, portuguesa e hispanoamericana (Mexico City: Fondo de
Cultura Econdmica, 1998), esp. ‘El centro estd en todas partes’, pp. 437-46.
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[...]. And so I say again that we must be fearless and take the whole
universe as our inheritance.’

Certainly, setting out from the paradoxical aesthetics of ‘originality as
rewriting’ and ‘finis terrae cosmopolitanism’ that his particular vantage
point on the River Plate allows him, Borges omits the dimension of
conflict that has often been part of the translation experience in Latin
America, ignoring the violence perpetrated on that which resists
assimilation, as has often been the case with indigenous languages
and cultures, while unilaterally emphasising the outlook of sceptical
tolerance that a large-scale translation movement encourages. But
Borges’ awareness of the extent to which South American literature
and culture should be thought of as a journey through the foreign
transcending any boundary between traditions and continents is
characteristic of the women and men of letters of the Southern Cone,
and particularly those of Buenos Aires (a city shaped by a succession of
rapid and large-scale immigrations of Italians, Russians, Jews, Central
Europeans, Asians, and others superadded to substrates of Spanish
and indigenous descent), further resonating in this particular case on
the cultural scene of the ‘translation machine’ that was Sur magazine,
where Borges’ text was published.’ Since from the late 1930s
onwards, everyone in South America who could translate did so; and
everyone, whether they translated literature or not, understood each
other through access to the foreign in translation, whether this meant
intelligibility across the different languages that tend to be hastily
grouped under the label of Latin American Spanish (themselves the
product of different genealogies and translational emphases over the
course of the particular history of each of their regions), or literary
versions such as the ones from Jane Eyre that concern us here, which
became accessible to a wide and varied readership extending far

9 Jorge Luis Borges, Obras completas, 4 vols (Buenos Aires: Emecé, 1974-96), I
(1989), pp. 267-74. My emphases.

10 °‘El escritor argentino y la tradicién’, a lecture originally given by Borges at
the Colegio Libre de Estudios Superiores in 1951, following an earlier version
in Cursosy conferencias (1953), was published in Sur magazine in 1955, after
which Borges incorporated it into his work Discusion (originally published in
1932 and reissued in 1957), where the essay would find its final place. For this
immediate context of Sur as a ‘translation machine’, see especially Beatriz
Sarlo, La mdquina cultural. Maestras, traductores y vanguardistas (Buenos
Aires: Seix Barral, 1998). Additionally see Beatriz Sarlo, Borges, un escritor en
las orillas (Buenos Aires: Seix Barral, 2007).
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beyond the narrow circle of the polyglot elite to which someone like
Borges himself belonged.

In this sense, as one moves from the general and differentiated
outline of the contexts of reception in Spain and Latin America to the
characteristics of the translations of Jane Eyre themselves in relation
to their readerships, one can add that the more than thirty Spanish
versions and hundreds of editions of the novel brought out since the
1940s on the two sides of the Atlantic reveal at least three different
general approaches, manifested in decisions pertaining to both
content and style, and driven by literary, commercial, and ideological
constraints. That is, in what already constitutes a first, very general
instance of literary and cultural prismatisation, one can distinguish
between: (i) ‘relatively unabridged translations’, which preserve most
of the literal surface of the novel, permitting a line-by-line comparison
with the original; (ii) ‘edited compressed versions’, which often drop
or merge sentences, cut passages and sometimes redistribute chapters,
reducing the novel by up to half its length; and (iii) ‘highly condensed
paraphrases’, which rewrite the novel as didactic material, reducing
it to less than a third of its original length. While in each particular
case it is possible to observe the extent to which excisions, as well as
changes of style and content, are driven by considerations ranging
from the ideological to the commercial, these three different, recurring
approaches testify to a settled belief on the part of publishers that the
novel could have just as much success as (i) a classic of world literature
in the form of a female Bildungsroman, (ii) a romantic best-seller for
the general public, or (iii) an edifying tale for the young.

11 This general prismatisation is also made clear by an examination of some of
the paratextual elements, starting with the changes to the title in the post-
war years, which range from juana Eyre: alma rebelde [Jane Eyre: Rebel Soul]
(Buenos Aires: Acme Agency, 1944) in Latin America to Juana Eyre. Una obra
maestra rebosante de ternura y bondad, cuya emocion sabe llegar al alma.
Creacion que labrd la reputacién de su autora, popularizdndola en todos los
paises [Jane Eyre. A masterpiece overflowing with tenderness and goodness
that can move the very soul. A creation that established the author’s reputation,
making her popular in all countries] (Madrid: Revista Literaria, 1945) in Spain.
No less significant are the cover designs, which run the gamut from classical
Victorian portraits of an educated lady to portrayals of female determination
in situations of adversity and romance, right up to the gothic imaginary
associated with adventure. In fact, while the same main emphases and broad
changes recur in cover styles time and again, it can be seen that the covers
of the post-war editions (1940s and 1950s) tend to stress gothic mystery/
aesthetics, a Victorian female ethos and values, determination in adversity,
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Finally, moving on from the foregoing introductory and contextual
observations to the transcendental perspective on language that will
determine many of the analyses to follow — i.e., to a point of view that
interrogates linguistic and literary behaviour as the formal condition
of possibility for the representation of reality and experience — it
is worth clarifying that the aim in what follows is not to denounce
the translative limits that the various modes of passage of Jane Eyre
into Spanish reveal, but to evaluate the levels of refraction between
the English and Spanish languages, literatures, and cultures arising
in the process: the possibilities opened up or not by the formal
insemination and the semantic afterlife involved in these different
forms of translation, which, when strong and achieved, are capable
both of changing modes of representation in the receiving language
and of generating a backward effect on the original, unfolding its
signification over time.

These formal inseminations and prismatisations can already be
noticed to a certain degree at a stylistic micro-level, as can be seen in
the next section (“The literary synthesis and representation of reality:
evaluating the recreation of lexical, syntactic, musical, imagistic,
and contextual forms of meaning”), while examining the variety of
significant behaviours that the Spanish language takes on as it either
echoes or, very often, departs from the English original lexicon, syntax,
verbal music, verbal images or contextual forms of meaning, with the
corresponding forms of experience and representation that they give
rise to.

and some romance. Those of the 1960s and 1970s add pre-Raphaelite
aesthetics and a clear emphasis on adventure and romance in contemporary
terms, with the iconography for Jane shifting from virtue to eros. Those of
the 1980s and 1990s add at least three new iconographies, tailored to the
readership targeted: (1) classical portrayal (making it clear that this is a
classic of world literature, serious writing), (2) film imagery (especially scenes
from Zeffirelli’s adaptation, promoting the idea of an entertainment classic),
and (3) a didactic approach, when children are the intended readership
(abridged versions). Those from the 2000s and 2010s show a new relative
emphasis on solitude and suffering (Jane portrayed alone, meditative). As a
final contrast, it is worth noticing that in the last half century the novel has
not only been frequently published in the ‘classic’ collections of the large
publishing houses — including Coleccion Obras Maestras (Iberia), Clasicos
Universales (Planeta), Letras Universales (Catedra), Coleccion Centenario
(Espasa), Grandes Cléasicos (Mondadori) and Clasicos (Ediciones B) — but
has also been adapted as English-language teaching material, in ‘English
Graded Readers. Simplified Fiction Series, Grade 4’ (Pearson Educacién) and
‘Richmond Readers’ (Santillana).
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But it is above all while looking from a broader, contextual and
cultural point of view on the impact of Jane Eyre in Latin America as
compared to Spain (as we do in the subsequent two sections under
the rubrics “Gender refractions: human individuality as feminist
emancipation” and “Empire refractions: from savage slave to gothic
ghost”), that one can see how the afterlife and refraction of the novel,
starting with those of its crucial gender and colonial motifs, become
particularly significant. Especially bearing in mind that Spanish-
language versions of jane Eyre became popular at a time when
the women’s vote was being fought for and achieved in the newly
independent Latin American republics, which had succeeded only
a century earlier in shaking off the imperial yoke of Spain, where
Franco’s National-Catholic programme was, during this same period,
pursuing the restoration of so-called ‘traditional family values’.

The Literary Synthesis and Representation of

Reality: Evaluating the Recreation of Lexical,

Syntactic, Musical, Imagistic and Contextual
Forms of Meaning

As one focuses on a comparative analysis of the ways the characteristic
signifying behaviours of Charlotte Bronté’s English are rendered in
the different Spanish translations — taking sample passages from
the original that present distinctive organic textures to evaluate the
difficulties encountered and the re-creations devised in the unabridged,
compressed, and highly condensed versions —the aim is not to
arrive at a value judgement of the quality of the translations or the
translators, much the less to list blunders or significant losses relative
to the original, but to evaluate prismatisation from a transcendental
point of view, shedding light on the refractions arising out of these
encounters between the English and Spanish languages, literatures,
and cultures, and pointing to the possibilities of experience or literary
representation they do or do not give rise to.

As a basis for the analyses that follow, we have selected seven
of the most published and read translations of the last eighty years,
produced for different readerships and purposes by translators
situated differently in place, ideological stance, and time. To begin
with, three unabridged translations (marked as ‘A’ alongside the
translator’s name and date of publication in references below):
(1) Maria Fernanda de Pereda’s 1947 Jane Eyre (Madrid: Aguilar, 780
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pages, with at least fifteen editions since); (2) Carmen Martin Gaite’s
1999 Jane Eyre (Barcelona: Alba, 656 pages, with at least six editions
since); and (3) Toni Hill’s 2009 Jane Eyre (Barcelona: Mondadori,
608 pages, with at least six editions since). Then, there are the two
pioneering and most widely read compressed versions, published
in Latin America and Spain just two years apart in the early forties
(marked as ‘B’ alongside the translator’s name and date of publication
in references below): (4) M. E. Antonini’s 1941 Jane Eyre (Buenos Aires:
Acme Agency, 287 pages, with at least five editions in the next ten years
as Jane Eyre, Alma Rebelde, and many more official editions and pirate
versions since); and (5) Juan de Luaces’ 1943 Jane Eyre (Barcelona:
Iberia-]. Gil, 518 pages, with at least thirty-five editions since). Lastly,
the selection is completed by two highly condensed paraphrases for
children, both of which rely heavily on Antonini’s earlier compressed
version and have been published on both sides of the Atlantic over
the years (marked as ‘C’ alongside the translator’s name and date of
publication in references below): (6) Jesus Sanchez Diaz’s 1974 Jane
Eyre (Santiago de Chile: Paulinas, 191 pages) and (7) Silvia Robles’
1989 further condensed adaptation (Jane Eyre, Santiago de Chile: Zig
Zag, 123 pages). Thus, while the selection concentrates on examples of
the three different forms of passage into Spanish identified that have
been repeatedly published and had large readerships, it also offers
a broad spectrum as regards the individuality and positioning of the
translators in the Spanish and Latin American contexts: from the
Catalan Republican Juan de Luaces (tr. 1943), a promising writer and
literary critic before the Civil War who, after a number of vicissitudes,
including censorship and prison, became the most prolific of the post-
war Spanish translators, to Maria Fernanda de Pereda (tr. 1947), who
worked in close contact with the orthodox Madrid establishment;
from M. E. Antonini (tr. 1941), who essentially translated adventure
books for the young (Buffalo Bill, Robin Hood) for a popular collection
issued by Acme Agency in Buenos Aires, to Jesus Sanchez Diaz (tr.
1974) in Spain, who translated mainly educational religious literature
for the young for the Catholic publisher Ediciones Paulinas; from the
very well-known prize-winning Spanish novelist Carmen Martin Gaite
(tr. 1999), born in 1925 and associated with the Madrid literary world,
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to the psychologist and successful author of police novels Toni Hill (tr.
2009), born in Barcelona in 1966.2

In what concerns the sample passages highlighted below, the focus
has been guided first and foremost by the characteristic elements
of Bronté’s style in the English original, involving an examination
of units of meaning from lexical networks and syntactic forms to
the more sophisticated forms of verbal music, verbal imagery, and
contextual effects (it being understood that many of these forms of
representation overlap and work together), to analyse the way these
have been re-created, dropped, or transformed in the different types of
Spanish-language versions, with the corresponding impact on literary
representation and experience.

Lexical Networks

To start with the most basic aspects, such as the taxonomy of reality
produced by lexical networks, there are no drastic difficulties or
prismatisations here, insofar as translation is facilitated by the
partial overlap between the genealogies of the Spanish and English
languages. Thus, most of the keywords that organise the world of the
novel (passion, conscience, reason, feelings, resolve, nature, etc.) are
translated in the unabridged editions by their usual Spanish synonyms
or calques (pasion, consciencia, razon, sentimientos, resolucion,
naturaleza, etc.), with only some slight allusive refraction, mainly
because of the differentiated impact of key concepts in Protestantism
such as ‘conscience’, ‘reason’, and ‘resolve’ when it comes to describing
female determination in the Latin American and Spanish contexts
respectively.

Among the notable exceptions to this lexical straightforwardness
are the twofold denotation and symbolism attached to the names that
Bronté chooses for many of the characters and places in the novel:
Burns, Reed, Temple, Rivers, Lowood, Thornfield. For, notwithstanding
that the compressed versions and reduced paraphrases often adopt
what was a common practice until the mid-twentieth century of
Hispanicising names (as in Juana Eyre by Carlota Bronté), none
of the Spanish versions sets out to account for this way in which
Bronté charges the place-names with meaning. A partial exception in

12 For more details on these translators, see the appendix ‘Lives of Some
Translators’ below.
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respect of Thornfield can be found in Luaces and Gaite, who resort to
annotation. Thus, the latter, whose unabridged translation is the only
one to provide systematic notes (more than a hundred in all), explains:
‘Thornfield significa “campo de espinos”. Con esta metafora volvera
a jugar mas tarde’ [‘The name means ‘field of thorns’. The author
will play on this metaphor again later’] (Gaite 1999A). Luaces, whose
compressed edition provides only four footnotes, explains in the third
of them: ‘Thornfield significa, literalmente, campo de espinos’ [‘The
name literally means field of thorns’] (Luaces 1943B). Luaces will have
nothing to say about the ‘fiery’ allusions of Burns or the ‘religious’
ones of Temple, however, which is perhaps already revealing of the
kind of more-or-less automatic self-censorship that he applied under
Franco’s dictatorship. For, as he tactically puts it in the prologue to
his 1946 Spanish edition of The Canterbury Tales, dividing readerships
into accomplices, innocents, and dupes: ‘I have resisted the itch to
multiply footnotes. My contention is that the well-informed rarely
need them and that they are of very limited value to the unlearned
[...]. In attempting to interpret and unpick all allusions and overtones,
the annotator will often err and provide the reader in turn with a
misleading picture.’t3

Syntactic Forms

More dramatic are the transformations at a syntactic level, where
forms characteristic of the novel, such as the direct presentation and
detailed descriptions that reinforce testimonial and autobiographical
experience, the syntactic repetitions and inversions that help to
express altered states of mind and perception, and verbal time
shifts used to convey emotion, are often simplified, creating a more
straightforward texture and a more homogeneous, linear, logical, and
distant representation of events.

In the first place, whereas the general style of the novel,
although highly elaborate and reflexive, gives the impression of
spontaneity — more precisely, whereas this fiction written as first

13 ‘He huido del prurito de prodigar notas. Sostengo que el informado pocas
veces las necesita, y que al indocto le son de muy parco valor [...]. Interpretar
y desmenuzar todas las alusiones y sobrentendidos, llevan al anotador a
errar con frecuencia, y subsiguientemente a dar al lector una vision falaz de
las cosas’, Ortega Sdez, ‘Traducciones del franquismo en el mercado literario
espafiol contemporéaneo’, p. 123.
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person autobiography has a direct, almost epistolary style, often
highly detailed in its descriptions, which allows things to be touched
and felt — this is an aspect that is not only predictably curtailed in
the compressed versions, and simply omitted in the condensed
paraphrases, but also modified in the unabridged Spanish translations.
Thus, a brief negative description such as ‘I know not what dress she
had on: it was white and straight; but whether gown, sheet, or shroud,
I cannot tell’,** can become anything from a relatively literal ‘No sé
cOmo era su traje: si vestido, o manto, o mortaja; solo distingui que
era blanco’ (Pereda 1947A)," to a condensed version like ‘No me fijé
como iba vestida; s6lo sé que llevaba un traje blanco’ (Luaces, 1943B:
‘I did not pay attention to how she was dressed; I only know she had
a white garment on’), to complete omission in Sdnchez’s and Robles’
condensed paraphrases.

Secondly, while the novel’s syntax tends to be direct and
relatively straightforward, something that heightens the naturalness
and spontaneity of the tale and its emotions, confusion and excitement
are often staged through parataxis, repetitions, and inversions. These
ways of disrupting linear movement are often softened or transformed
even in the unabridged Spanish-language versions, which tend to
clarify and simplify, transforming such passages of fragmented,
heightened, or confused perception into a more straightforward
presentation. Take for instance the dramatic tension achieved in a
passage describing Bertha’s night visit to Jane, who is still unaware of
her existence:

I had risen up in bed, I bent forward: first surprise, then bewilderment,
came over me; and then my blood crept cold through my veins. Mr.
Rochester, this was not Sophie, it was not Leah, it was not Mrs. Fairfax:
it was not — no, I was sure of it, and am still — it was not even that
strange woman, Grace Poole.®

14 JE, Ch. 25.

15 In the other unabridged translations, the passage reads: ‘No sé qué clase
de vestimenta llevaba, aunque si que le caia en pliegues rectos y blancos,
pero no puedo decirle si era un camisén, una sdbana o una mortaja’ (Gaite
19994A); ‘Ignoro que vestido llevaba: era blanco y recto, pero no puedo
decir si era un camison, una sdbana o una mortaja’ (Hill 2009A). Antonini’s
condensed version does not cut much here, although it generalises at the end
of the passage: ‘No puedo decir como iba vestida, s6lo sé que llevaba una
tunica blanca y estrecha; pero no sé si era un baton u otra forma de vestido’
(Antonini 1941B).

16 JE, Ch. 25.
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Confronted with these syntactic parataxes, inversions, and repetitions,
even the unabridged versions, from Pereda (1947) to Gaite (1999),
clarify the text, using resources such as logical connectives and
explanation. Pereda gives:
Me incorporé enla cama y me incliné hacia adelante, sintiendo primero
sorpresa, luego duda, y al darme cuenta de la realidad, la sangre se
me held en las venas. Sefior Rochester, aquella mujer no era Sophie,
ni Leah, ni la sefiora Fairfax, ni era, ... de ello estoy absolutamente

segura..., ni era siquiera esa mujer espeluznante que se llama Grace
Poole.

(Pereda 1947A: I sat up in the bed and [adds connective that avoids
parataxis] leant forward, feeling [adds clarification and link that
avoids parataxis] first surprise, then doubt, and as I became aware
of the reality [interpolates a phrase to explain the confusion which in
the original is staged by the behaviour of language], the blood froze in
my veins. Mr. Rochester, that woman [introduces clarification] was not
Sophie, nor Leah, nor Mrs. Fairfax, nor was it, ... of this I am absolutely
sure... [omits the time juxtaposition between past and present], it
was not even that terrifying woman whose name is [introduces
clarification] Grace Poole’.)"”

The compressed versions provide similarly logic-oriented clarification;
Antonini, for instance, while reducing the passage, explains: ‘y la
sangre se held en mis venas, porque la persona que estaba alli no era
Sophia, ni la sefiora Fairfax, ni Lia, ni aun esa extrafia Gracia Poole’
(Antonini 1941B: ‘and the blood froze in my veins, because the person
who was there was not Sophie, nor Mrs Fairfax, nor Leah, nor even
that strange Grace Poole’).’®

Finally amid these syntactic characteristics, while Jane Eyre
is narrated ex post facto by the protagonist, using the past tense to
recount experiences which are over and done with and of which she
knows the outcome, it often shifts to the present to express emotional
tension, fading across from the point of view of Jane the narrator to
the point of view of Jane the character to make us feel her emotions as

17 Inasimilar vein, Gaite gives: ‘Me habia incorporado en la cama y me incliné a
mirar en aquella direccién. Primero me quedé estupefacta, pero enseguida
el pasmo se convirti6 en una perturbacién que hizo presa en mi y me held
la sangre. No era Sophie, sefior Rochester, ni tampoco Leah, ni la sefiora
Fairfax, no, no lo eran, estoy segura, y ni siquiera esa misteriosa Grace Poole,
tampoco ella’ (Gaite 1999A).

18 Sanchez uses Antonini’s solution with very minor adaptations: ‘y la sangre se
hel6 en mis venas, porque la persona que estaba alli no era Sofia, ni la sefiora
Fairfax, ni Lia, ni aun la extrafia Gracia Poole’ (Sanchez, 1974C).
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they arise. Take for instance a passage that stages Jane’s tension when

she sees Rochester flirting with Miss Ingram:

Miss Ingram placed herself at her leader’s right hand; the other diviners
filled the chairs on each side of him and her. I did not now watch the
actors; I no longer waited with interest for the curtain to rise; my
attention was absorbed by the spectators; my eyes, erewhile fixed on
the arch, were now irresistibly attracted to the semicircle of chairs... I
see Mr. Rochester turn to Miss Ingram, and Miss Ingram to him; I see her
incline her head towards him, till the jetty curls almost touch his shoulder
and wave against his cheek; I hear their mutual whisperings; I recall
their interchanged glances (my italics).*

These shifts of verbal tense into the present to express emotional
tension in the current scene, as in the second half of the excerpt, are
re-created by Pereda’s unabridged Spanish translation and especially
by those of Gaite and Hill.?° Luaces’ condensed version, however,
unifies the point of view by keeping all verbs in the past (Antonini and
Sanchez cut the whole scene). Luaces renders it:

Miss Ingram se coloco al lado de Rochester. Los demds, en sillas
inmediatas, a ambos lados de ellos. Yo dejé de mirar a los actores; habia
perdido todo interés por los acertijos y, en cambio, mis ojos se sentian
irresistiblemente atraidos por el circulo de espectadores... Vi a Mr.
Rochester inclinarse hacia Blanche para consultarla y a ella acercarse a
él hasta que los rizos de la joven casi tocaban los hombros y las mejillas
de sus compafieros. Yo escuchaba sus cuchicheos y notaba las miradas

que cambiaban entre si (Luaces 1943B; my italics).”

19 JE, Ch. 18. Emphases my own.

20

21

The second partofthe excerptbecomes: ‘Veo al sefior Rochester inclinado hacia
su compaifiera, y a ella inclinada hacia éL Veo los rizos de azabache rozar su
espalda y sus mejillas, y sigo escuchando los murmullos de su conversacion y
recordando sus miradas’ (Pereda 1947A). ‘Veo al sefior Rochester volviéndose
hacia la sefiorita Ingram, y ella lo mismo; la veo inclinar la cabeza hacia él
hasta que sus rizos negros casi le rozan el hombre y acarician su mejilla,
oigo sus cuchicheos, recuerdo las miradas que se intercambiaron’ (Gaite
1999A); ‘Veo al sefior Rochester volviéndose hacia la sefiorita Ingram, y a esta
mirandolo; la veo inclinar la cabeza hacia él hasta rozar su hombro con los
rizos o acariciar con ellos su mejilla; oigo sus murmullos de complicidad y
recuerdo las miradas’ (Hill 2009A).

Retranslated into English: ‘Miss Ingram placed herself at Rochester’s side.
The others, in adjoining chairs, on either side of them. I ceased to watch
the actors; I had lost all interest in the riddles, and instead my eyes felt
irresistibly attracted to the circle of spectators [...]. I saw Mr. Rochester lean
towards Blanche to consult her, and her draw nearer to him until the young
woman’s curls almost touched her companion’s shoulders and cheeks [...]. I
heard their whisperings and observed their interchanged glances.’
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The original fade-out from the narration in the present to the intensity
of the past emotion, produced by the change in verbal tense, is thus
unified in a single viewpoint, a texture without time inflections, where
what does stand out though is the vividness of Luaces’ onomatopoeias
(‘escuchaba sus cuchicheos’), conveying a musicality which he is often
more alert to and re-creates more effectively than the other Spanish
translators being considered.

Verbal Music

Even as the Spanish renderings of Jjane Eyre tend to simplify the
syntax, they also, more often than not, do not recreate the verbal
music, at least locally. There are some variously prominent exceptions
in Pereda, Gaite, and Hill when the musicality of the original passages
themselves is particularly significant; thus, ‘the west wind whispered
in the ivy’?? becomes ‘El viento susurraba entre las hojas de hiedra’
(Pereda 1947A); similarly, and more sustainedly, ‘A waft of wind came
sweeping down the laurel-walk [...]: it wandered away — away to an
indefinite distance — it died’® is rendered in a way that re-creates
the harder consonance: ‘El viento pasé deprisa por nuestro sendero
[...], y fue a extinguirse lejos, muy lejos [...] a infinita distancia de
donde estdbamos’ (Pereda 1947A); or ‘Una racha imprevista de
viento vino a barrer el camino de los laureles [...]. Luego se alejo
hasta morir lejos’ (Gaite 1999A); lastly, lines from songs such as ‘Like
heather that, in the wilderness, / The wild wind whirls away’** are
rendered in a way that retains the consonance (but not the clear vowel
sounds): ‘Como el brezo, arrancado del bosque / por una rafaga de
viento salvaje’ (Hill 2009A).2° But the sound iconicity of the original
is usually disregarded, even in very noticeable instances similar to
those quoted above, especially when it comes to the hard alliteration

22 JE, Ch. 20.

23 JE,Ch.23.

24 JE,Ch.12.

25 See also the versions by Luaces and Hill of Rochester’s song ‘The truest
love that ever heart [...]" in Chapter 24, for instance, where, while they are
able to shape a rhymed version, they fall short of the abundant alliteration
of the original. Thus, ‘I dangers dared; I hind’rance scorned; I omens did
defy’ becomes, in the mainly octo- and heptasyllabic reduction in Luaces:
‘obstdculos venceré/ desafiaré peligros’ (Luaces, 1943B), while Hill’s version
in alternate rhymes gives: ‘Desafié peligros, desoi advertencias / todo lo
ignoraba por tenerla cerca, / ni las amenazas de los peores llantos / pudieron
quebrar mi decision terca’ (Hill 2009A).
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and the staccato effect that the predominance of monosyllables in the
English language is able to create, and that can be very effective at
staging extreme emotions, as in: ‘Up the blood rushed to his face; forth
flashed the fire from his eyes [...]. “Farewell, for ever!”,2¢ a musicality
that is hard to re-create given the general sonority of Spanish, with its
predominance of polysyllables, its more spaced-out accentuation and
its legato sounds.

In this sense, even concerning a unique sound effect of Bronté’s in
Jane Eyre, namely her play on the ‘eir’ sound in words such as ‘dare’,
‘rare’, ‘err’, and many others to make the name of the protagonist
resonate by homophony, the Spanish translators devise no way of
re-creating it, with the partial exception of Luaces. Take a particularly
emphatic use of the resource in Chapter 35: the dreamlike state in
which Jane hears Rochester’s voice calling her, where the sound-play
makes her name echo time and again from beyond the immediacy of
the scene and the linearity of the prose:

I might have said, ‘Where is it?’ for it did not seem in the room — nor
in the house — nor in the garden; it did not come out of the air — nor
from under the earth — nor from overhead. I had heard it — where,
or whence, forever impossible to know! And it was the voice of a
human being —a known, loved, well-remembered voice — that of
Edward Fairfax Rochester; and it spoke in pain and woe, wildly, eerily,
urgently.?’

The ghostly sounds of the homophonies and half-homophonies
contributing to the sensuous feeling of the scene, with ‘where’, ‘air’,
‘earth’, ‘heard’, ‘eerily’, ‘urgently’, and other words making us hear
how Jane ‘Eyre’ is being called by name even before the language of
the novel literally tells us so, are not easy to re-create in Spanish. Thus,
none of the translators even of the unabridged versions attempted to
stage the effect locally, and it is possible that they were unaware of it.
Luaces, though, who was certainly aware of the sound pattern, devised
a partial and indirect way of conveying its import to the reader in his
condensed version, writing:
En vez de qué, debia haber preguntado ddnde, porque ciertamente no

sonaba ni en el cuarto, ni encima de mi. Y sin embargo era una voz,
una voz inconfundible, una voz adorada, la voz de Edward Fairfax

26 JE, Ch.27.
27 JE, Ch. 35.
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Rochester, hablando con una expresion de agonia y dolor infinitos,
penetrantes, urgentes.

(Luaces 1943B: ‘Instead of what, I should have asked where, for certainly
it came neither from the bedroom, nor from above me. And yet it was
a voice, an unmistakable voice, a beloved voice, Edward Fairfax
Rochester’s voice, speaking with an expression of infinite, penetrating
and urgent agony and pain’.)

By repeating the word ‘voice’ several times, Luaces takes what the
homophonies of the original do between the lines and repeatedly and
explicitly says it in the Spanish-language version, laying out in literal
terms the fact that Jane is being called insistently.

Verbal Images

It is as one moves on to the translation of verbal images, which are
usually easier to reproduce in another language than syntax, music,
or contextual effects, that one finds a more sustained and massive
re-creation in Spanish of Bronté’sidiosyncratic forms of representation
and experience. This can be observed not only in the networks of
metaphors and the corresponding analogical presentation of feelings,
entities, and events, but also in the biblically inspired parallelistic
forms promoting correlative presentation and, less frequently, in the
perspectivism on reality activated by the paratactic superposition
of points of view, all of which have a decisive impact on the way the
representation of reality is topologically organized.

In general, as might be expected, metaphorical patterns and
other classical tropes reappear in Spanish even when the translator
is not being particularly re-creative, as does their effect of dualistic
representation of the real, which analogically relates the dispersion
of the sensible comparison to the ideal meaning that unifies it. Thus,
for instance, the whole panoply of well-worn metaphors drawing
on an imaginary of war or slavery to represent the ‘conquests’
and ‘submissions’ of love — ‘Jane: you please me, and you master
me — you seem to submit, and I like the sense of pliancy you impart;
and while I am twining the soft, silken skein round my finger, it sends a
thrill up my arm to my heart. I am influenced — conquered; and the
influence is sweeter than I can express; and the conquest I undergo
has a witchery beyond any triumph I can win’?® — are re-created

28 JE, Ch. 24.
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relatively automatically, with few omissions or transformations in the
unabridged Spanish translations, omnipresent as these metaphors are
in the so-called Western tradition and European languages.?® Because
of this largely shared background, even the symbols of the novel tend
to remain quite stable (less so the personifications of faculties such
as Reason, Memory, etc., which describe Jane’s inner conflict and
growing spirituality in a Protestant ethos).

Among the composite figurations characteristic of the novel that
are actively re-created by Spanish-language translators, mention
must be made of biblically inspired semantic parallelism, a form of
representation by repetition or correlation of complementary entities
that Charlotte Bronté will have imbibed naturally from the Scriptures
and from the sermons she heard from her minister father, projecting
a correlative topology of the real.’® Such parallelisms often appear

29 The unabridged Spanish versions give: ‘Jane; ti me atraes, me dominas,
pareces someterte y me gusta esa impresion que sabes dar de sumisa y
ddcil; y mientras devano la madeja fina y sedosa, ella misma se enrolla en
mis dedos; y a través de mi cuerpo, hasta llegar al corazén, me sacude un
estremecimiento que me domina y que me envuelve. Me sometes ti y me
influyes ty, y esta sensacién que experimento tiene para mi el encanto del
hechizo y de la brujeria que hay en tu persona’ (Pereda 1947A). ‘Nunca
he conocido a nadie como tu, Jane, a nadie. Me gustas y me dominas. Da la
impresion de que te doblegas y me complace esa aparente sumision, pero de
repente, cuando estoy enroscando en mis dedos un suave y sedoso mechoén
de tu pelo, éste despide una corriente eléctrica que me recorre el brazo y
me llega al corazén. Me has conquistado, estoy entregado a tu influjo, tan
dulce que no puede expresarse con palabras. Me rindo porque tu conquista
entrafia un hechizo muy superior a cualquier hazafia en la que yo saliera
victorioso’ (Gaite 1999A). Jane: me complaces y a la vez me dominas;
pareces someterte y me gusta la sensacion de docilidad que emana de ti,
pero cuando acaricio un mechon sedoso de tus cabellos, siento un escalofrio
que me sube por el brazo directamente hasta el corazén. Me has conquistado,
me has dominado, y ejerces sobre mi un poder mds dulce del que soy capaz
de expresar. Me dejo llevar por tu hechizo, la muestra de una brujeria a
la que no sé resistirme’ (Hill 2009A). Luaces’ condensed version, however,
replaces part of the metaphorical hyperbolic imaginary by literally asserting
the implicit significance of this tropological multiplication, namely, that the
feelings are ‘inexpressible’ (‘Nadie me ha sometido, nadie ha influido tan
dulcemente como td los has hecho. Esta influencia que ejerces sobre mi es
mucho mas encantadora de cuanto se pueda expresar’ (Luaces 1943B)), a
decision due most probably to self-censorship, since he usually plays down
the erotic intensity of the imaginary. Antonini reduces more, cutting out the
sustained metaphorics of the passage in their entirety, as also happens, more
predictably, in the condensed paraphrases.

30 Charlotte Bronté quotes profusely from the Bible in her writings, often using
for her own purposes passages from Genesis, Samuel, Job, the Psalms, Isaiah,
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when biblical passages are quoted verbatim in the novel: ‘Better
is a dinner of herbs where love is, [/] than a stalled ox and hatred
therewith’.3! But Bronté also uses parallelism as a literary device
when she wants to express extreme emotion, changes of fortune
suffered by the protagonist, and other tensions suited to a correlative
or contrasted representation of reality. Thus, at the beginning of the
novel, parallelism is activated in Jane’s emotional description of her
confinement in the red room: ‘This room was chill, because it seldom
had a fire; [/] it was silent, because remote from the nursery and
kitchens’.** Again, later in the novel, it determines the way she describes
the lonely pathway on which she first meets Rochester: ‘The ground
was hard, [/] the air was still [...]. [//] I walked fast till I got warm, [/]
and then I walked slowly to enjoy [...] [//] the charm of the hour lay in
its approaching dimness, [/] in the low-gliding and pale-beaming sun’.3
An even more emphatic example can be found towards the end of the
novel, as she describes her definitive change of destiny after meeting
Rochester again: ‘Sacrifice! [/l What do I sacrifice? [//] Famine for food,
[/]1 expectation for content. [//] To be privileged to put my arms round
what I value — [/] to press my lips to what I love’.3*

Unquestionably, the passage most continuously shaped by these
forms of biblically inspired parallelism, oscillating between the
repetition and the complementation of an idea through its correlative,

Matthew, and Revelation (to the point where orthodox Anglican reviewers
complained of her profanity in quoting texts of Scripture disagreeably): see
essay 14 below, by Léa Rychen, for discussion of the translation of these
quotations into French. But it is above all the metrical psalter in the Book of
Common Prayer (1662 version), with its solemn cadenced language, which
may have been critical in influencing this parallelistic form of representation
of entities and events.

31 JE, Ch. 8. All the unabridged and compressed Spanish renderings keep the
parallelism well here, with different emphases over time. Thus, Antonini
emphasises the proverbial aspect of the parallelism rather than the biblical
language: ‘Mejor es comer hierbas donde hay amor, [/] que buenas tortas con
nuestros enemigos’ (Antonini 1941B); Luaces is more literal: ‘Mas vale comer
hierbas en compariia de quienes os aman, [/] que buena carne de buey con
quien os odia’ (Luaces 1943B); and then we have: ‘Mejor es comer hierba con
quienes nos aman, [/l que un buey con quienes nos odian’ (Pereda 1947A);
‘Més vale comer hierbas donde reina el amor, [/] que un buey bien cebado en
el seno del odio’ (Gaite 1999A); finally, Hill generalises in more secular terms:
‘Sabe mejor una comida sencilla hecha con amor [/] que un festin suculento
aderezado con odio’ (Hill 2009A).

32 JE,Ch.2.

33 JE,Ch.12.

34 JE,Ch.37.
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is found in the last pages of Chapter 26, where the stylistic device
serves to express the contrasts in Jane’s change of fortune and the
extreme emotion with which she contemplates the cancellation of her
marriage with Rochester. This very long passage, written in parallel
prose throughout, opens:

Jane Eyre, who had been an ardent, expectant woman — almost a
bride —, [/l was a cold, solitary girl again: [//] her life was pale; [/ her
prospects were desolate. [/] A Christmas frost had come at midsummer;
[/1 a white December storm had whirled over June; [//] ice glazed the

ripe apples, [/] drifts crushed the blowing roses; [//] on hayfield and
cornfield lay a frozen shroud: [/] lanes which last night blushed full of

flowers, to-da Mth untrodden snow.

After some thirty more lines in a similar vein, this extended passage
in parallel prose ends by flowing into the actual words of Psalm 69:

The whole consciousness of my life lorn, my love lost, [/] my hope
quenched, my faith death-struck, [/] swayed full and mighty above me
in one sullen mass. [/] That bitter hour cannot be described: [/] in truth,
‘the waters came into my soul; I sank in deep mire: [/] I felt no standing;
I came into deep waters; the floods overflowed me’.3

Of the unabridged Spanish translations, both Gaite’s and Hill’sre-create
most of the parallelistic form of presentation, with the corresponding
representation of reality as contrast and correlation of entities, events,
and experiences.* Pereda, for her part, somewhat relaxes the effect by

35 See Essay 13, below, for further discussion of this quotation.
36 Gaite begins: ‘Aquella Jane Eyre ardiente y esperanzada, disfrazada de novia,
[/] volvia a ser una muchacha solitaria y encogida, [/] su vida era desvaida,
[/] su porvenir desolador. [/] Una helada navidefia habia sobrevenido en la
plenitud del verano, [/] sobre el mes de junio cayeron las ventiscas de nieve de
diciembre; [/] el hielo congeld las manzanas en sazdn [/] y aplasto los rosales’;
and ends without marking the internal quotation from the Bible: ‘Toda la
consciencia de mi vida solitaria, [/] de mi amor perdido, [/] del naufragio, de
mi esperanza, [/] de mi fe agonizante se abatié sobre mi de lleno, como un
macizo de sombras. No es posible describir la amargura de aquella hora; las
aguas anegaron mi alma, [/] me hundi en un cenagal sin fondo, [/] donde no
se hacia pie, [/] hasta lo mas profundo de las aguas’ (Gaite 1999A). Hill begins:
‘La Jane Eyre ilusionada, ardiente, casi una novia, [/] habia dejado paso de
nuevo a una chica fria y solitaria, [/l que se enfrentaba a una vida desvaida y
a un futuro desolador. [/] Una helada navidefia habia invadido el verano. [/]
Una tormenta de nieve habia secuestrado el mes de junio: [/] el hielo habia
petrificado los frutos del manzano, [/] el viento habia deshojado las rosas que
despuntaban’, and ends: ‘La absoluta conciencia de una vida sin valor, de un
amor perdido, [/] de las esperanzas mutiladas y de una fe derribada a golpes,
[/1 cayd sobre mi con la intensidad de un alud. No soy capaz de describir
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using, as she tends to do, illative words and other particles that soften
the predominantly binary parataxis, while preserving something
of the parallel style of representation in the passage as a whole; she
further ends with a dissolve, omitting the quotation marks around
the biblical passage.®’ As for the condensed literary versions, Antonini
reduces the passage to little more than a quarter of its original length,
dissolving most of the biblically-inspired parallelism, including the
quotation at the end. Luaces, though, while condensing, maintains
the parallelistic figuration of entities and feelings throughout the
passage — ‘Mis esperanzas habian muerto de repente; [/] mis deseos,
el dia anterior rebosantes de vida, estaban convertidos en lividos
cadaveres... [//1 Cerré los ojos. [/l La oscuridad me roded’ (Luaces
1943B) — highlighting the verbatim intrusion of the Psalms at the
end by using quotation marks, just as the English original does: ‘La
conciencia de mi vida rota, de mi amor perdido, de mi esperanza
deshecha, me abrumo como una inmensa masa. Imposible describir
la amargura de aquel momento. Bien puede decirse que “las olas
inundaron mi alma, me senti hundir en el 1égamo, [/] en el seno de
las aguas profundas, y las ondas pasaron sobre mi cabeza™ (Luaces
1943B).

Less re-creation and more simplification are to be found in the
renderings of complex images formed by the paratactic juxtaposition
of points of view, a perspectivism capable of providing a kaleidoscopic
experience. Indeed, other than in quite limited instances, moments of
kaleidoscopic perspectivism are dissolved into a more homogenous
texture in the Spanish, even into a single point of view, with the
resultant simplification of space-time representation.

Alimited form of perspectivismis often constructed by the narrator’s
voice addressing the reader of the novel — ‘oh, romantic reader,
forgive me for telling the plain truth!’*® — juxtaposing the space-time
of the fictitious Jane as a very self-conscious narrator, the space-time

esa hora tan amarga: la unica verdad es que “aquel mar siniestro invadié mi
alma y me hundi en una ciénaga; [/] rodeada de agua, sin encontrar un solo
punto de apoyo, [/] 1a corriente me arrastro hasta el fondo™ (Hill 2009A).

37 ‘La evidencia de mi soledad, de mi amor perdido para siempre, [/] de mis
esperanzas destrozadas y lejanas, la idea de mi fe muerta..., [/] todo ello me
abrumé con infinito desconsuelo. [/] No podria expresar la amargura y el
desaliento de aquellas horas interminables. [/] Bien puedo decir que las olas
inundaron mi espiritu, que me senti sumergida en el espeso fango, [/] que cai
en las aguas profundas y que sus oleajes me cubrieron’ (Pereda 1947A).

38 JE,Ch.12.
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of the story itself with Jane as a character, and the space-time of the
empirical reader, which is multiple and changeable over time. These
forms of superposition, which can be used to create complicity and
allow the narrator to impose her preferences and better control the
reader’sreactions, offernodifficulty and are for the most partre-created
in the unabridged Spanish-language translations — ‘perdona, lector
romantico, que te diga la verdad escueta’ (Pereda 1947A), ‘oh, lector
romantico, perdéoname por contarte la verdad sin adornos’ (Hill,
2009A), less literally in ‘perdona, lector, si te parece poco romantico,
pero la verdad es que...’ (Gaite 1999A) — as they are about two thirds
of the time in Luaces’ condensed version, including as it happens in
this particular instance: ‘perdona, lector romantico, que te diga la
verdad desnuda’ (Luaces 1943B).%

The same can be said of the limited perspectivism obtained by
the juxtaposition of linguistic planes, interrupting the unity of the
English language. This can be seen very obviously in the intrusion
of foreign tongues, such as Miss Temple’s Latin, Diana and Mary
River’s German and Blanche Ingram’s Italian, with the most sustained
instance being Adeéle’s French — ‘having replied to her “Revenez
bient6t, ma bonne amie, ma chére Mdlle. Jeannette,” with a kiss,
I set out*® — which serves to outline the girl’s character, but also to
create complicity with the reader through the traditional nineteenth-
century education shared by the ‘highly educated’ (thus, French is also
used occasionally by Jane the character, who learned it at Lowood,
as well as by Rochester and the friends he receives at Thornfield).*
Pereda and Hill’s un-abridged translations almost always re-create
these juxtapositions of linguistic planes — ‘y contestando con un beso
a sus frases carifiosas de Revenez bientét, ma bonne amie, ma chére
mademoiselle Jeannette, sali de casa y me puse en camino’ (Pereda
1947A), ‘respondi con un beso a su despedida, “Revenez bientét
ma bonne amie, ma chére mlle. Jeannette”, y sali de la casa’ (Hill
2009A) — while Gaite also adds notes giving the Spanish translation
of the French in the text: ‘Revenez bientét, ma bonne amie, ma
chére mademoiselle Jeannette [Note: Vuelva pronto, mi buena

39 These addresses to the reader are not kept in the condensed version of
Antonini 1941B, nor in, predictably, the abridged ones of Sdnchez 1974C or
Robles 1989C.

40 JE,Ch.12.

41 See the discussion of the novel’s multilingualism in Chapter II above by
Matthew Reynolds.
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amiga, mi querida sefiorita Jeannette].’ Le contesté con un beso, y
sali” (Gaite 1999A). Not so the condensed versions, however, where
even Luaces, at least when it comes to Adéle’s French, homogenizes
to a single Spanish perspective in all but a couple of cases, giving in
this instance: ‘respondi con un beso a su “Vuelva pronto, mi buena
amiga Miss Jane”, y emprendi la marcha’ (Luaces 1943B). They are
likewise omitted from Antonini’s version and predictably in the
reduced paraphrases, produced as they were with young readers in
mind. This same unification of linguistic planes is also found in all the
different kinds of Spanish versions when they come to deal with the
linguistic perspectivisms produced by the juxtaposition of different
English registers, such as John’s local form of speech — ‘You’re noan
so far fro’ Thornfield now’*? — or Hannah’s — ‘Some does one thing,
and some another. Poor folk mun get on as they can — which are
dissolved into the general texture in all the different kinds of Spanish
versions.

Leaving aside these simple and limited cases of addresses to the
reader and inclusion of foreign languages or local registers, a more
frequent and complex form of perspectivism in the novel is created
by the juxtaposition without transition of points of view such as direct
and indirect address, present and past tense, narration, and dialogue,
etc., creating an almost kaleidoscopic presentation of reality with
great dramatic potential. Take Jane’s account of Bertha’s nocturnal
visit before the cancelled wedding (in which Jane-the-character in the
past is already taking the place of Jane-the-narrator in the present). It
begins:

All the preface, sir; the tale is yet to come [a literary register — preface,

tale —in the present which announces the future to narrate the past].

On waking, a gleam dazzled my eyes; I thought — Oh, it is daylight!

[direct account of her thoughts in the past, staged in the present

tense; but then back to the narration:] But I was mistaken; it was only

candlelight. Sophie, I supposed, had come in. There was a light on
the dressing-table, and the door of the closet, where, before going to
bed, I had hung my wedding-dress and veil, stood open [introduction

of pluperfect time, and then back to past:]; I heard a rustling there. I
asked, ‘Sophie, what are you doing?’ [new change to her voice in the

42 JE,Ch.11.
43 JE, Ch. 28.
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past staged in the present tense, and then back to the narration:] No one
answered; but a form emerged from the closet.*

Even among the unabridged translations, only Gaite keeps the general
juxtaposition of points of view,* while Pereda and Hill reduce the
perspectivism, dissolving some of the dramatic intensity by cutting
out references in the future and pluperfect tense as well as some
direct accounts of Jane’s thoughts in the past.* Something similar

44 JE, ch. 25. For further discussion of this passage, with an animation, see

45

46

Chapter VII below.

Gaite gives: ‘Paso el prélogo, sefior; aun le queda por oir la historia. Al
despertar, un resplandor deslumbré mis ojos. ‘Ya es de dia’, pensé en un
primer momento. Pero estaba equivocada: se trataba simplemente de la luz
de una vela. Supuse que seria Sophie, que habia entrado a buscar algo. Habia
una vela encendida sobre el tocador, y la puerta del armario donde habia
colgado mis atavios de boda y que cerré antes de acostarme estaba abierta.
Escuché un crujido procedente de alli. “;Qué estds haciendo, Sophie?”,
pregunté. No obtuve respuesta, pero si vi que una silueta surgia del armario’
(Gaite 1999A).

Pereda gives: ‘He terminado el prélogo sefior; la historia es més larga [no
reference to future to narrate past]. Al despertarme noté que una luz cargaba
mis 0jos, y pensé que seria el dia [no direct account of thoughts]; pero me
equivocaba; en efecto: era una luz; crei que Sophie habria entrado, pues la luz
brillaba sobre el tocador, frente al armario de mis vestidos, donde, antes de
acostarme, colgué [no pluperfect] mi velo y mi traje de boda, y cuya puerta se
hallaba abierta. Al oir el ruido, pregunté: “Sophie, ¢qué esta usted haciendo?”
Nadie me contestd; pero una persona se separ6 del armario’ (Pereda 1947A; ‘I
have finished the prologue sir; the story is longer. When I woke up I realised
that a light shone on my eyes, and I thought that it must be day; but I was
mistaken; indeed: there was a light; I thought Sophie had come in, since the
light was shining on the dressing table, in front of the closet where, before
going to bed, I hung my veil and wedding dress, and the door of which was
open. When I heard the noise, I asked: “Sophie, what are you doing?” Nobody
answered me; but a person moved away from the closet.”)

Hill gives: ‘Esto fue solo el principio, sefior. La historia acaba de empezar
[no reference to future to narrate past]. Cuando desperté, distingui un
resplandor. Pensé que ya era de dia [no direct account of thoughts], pero me
equivoqué: era solo la luz de una vela. Supuse que se trataba de Sophie. Habia
luz en el tocador, y la puerta del armario donde habia colgado el vestido de
novia antes de acostarme estaba abierta. Of un crujido procedente de alli y
grité: “;Eres tu, Sophie? ;Qué haces alli?” Nadie respondio, pero una silueta
emergio del armario’ (Hill 2009A: ‘This was only the beginning, sir. The
story has just begun. When I awoke, I was aware of a glow. I thought that it
was already daytime, but I was mistaken: it was only the light of a candle. I
assumed it was Sophie. There was light on the dressing table, and the door of
the closet where I had hung the wedding dress before going to bed was open.
I heard a creak from there and shouted: “Is that you, Sophie? What are you
doing there?” Nobody replied, but a silhouette emerged from the wardrobe.”)
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can be observed in Luaces’ condensed version,*” while in Antonini
and the two reduced paraphrases the passage is fused with Jane’s
earlier dream as a continuation of it, omitting all reference to the
prologue and unifying them into a single perspective.#® Most of the
English perspectivism is thus transformed into a single point of view,
a kind of counter-prismatisation that unifies the juxtaposition of time
and narrative forms of indirect and direct presentation into a sort of
omniscient narrative voice, no longer confronting us with the drama
inside the protagonist as a kaleidoscopic consciousness.

Contextual Effects

Turning finally to contextual effects, to those forms of language that
generate meaning and project representation by appealing to and
playing with the reader’s expectations within a certain historical and
literary context (such as allusion, connotation, irony, intertextuality,
etc.), the enormous difficulties they impose on the re-creative task of
a literary translator who wants to keep meaning under control are
increased when the new text is to be read in more than one context, as
was often the case with the Spanish versions of Jane Eyre in the second
halfofthe twentieth century. In principle, confronted with the variously
noticeable change of linguistic, literary, cultural, and epochal contexts
between Victorian England and twentieth-century Spanish-speaking

47 Luaces gives: ‘Todo el prélogo. Ahora falta el relato. Al despertarme, una luz
hirié mis ojos. Pensé que ya era de dia [no direct account of thoughts]. Pero no
era mas que el resplandor de una vela. Supuse que Sofia estaba en la alcoba.
Alguien habia dejado una bujia en la mesa, y el cuartito guardarropa, donde
yo colocara mi velo y mi vestido de boda, se hallaba abierto. “Qué hace usted,
Sofia”, pregunté. Nadie contestd, pero una figura surgi6 del ropero’ (Luaces
1943B: ‘All the prologue. The story is still to come. When I awoke, a light hurt
my eyes. I thought that it was already daytime. But it was only the glow of a
candle. I assumed that Sophie was in the bedchamber. Someone had left a
candle on the table, and the closet where I had put my veil and my wedding
dress was open. “What are you doing there, Sophie?” I asked. No one answered,
but a figure emerged from the closet.”)

48 Antonini gives: Vi luz y creia que era el alba; pero no: era una bujia que
estaba en mi tocador. Al mismo tiempo senti que alguien revisaba mi
armario y creyendo que era Sofia, le pregunté qué estaba haciendo. Nadie
me respondio, pero un bulto se desprendié de la sombra’ (Antonini 1941B: I
saw light and thought it was the dawn; but no: it was a candle on my dresser.
At the same time I noticed that somebody was looking in my wardrobe, and,
thinking that it was Sophie, I asked her what she was doing. Nobody replied,
but a shape came out of the shadows.”) Sdnchez 1974C and Robles 1989C use
this earlier translation by Antonini, with only minor changes of vocabulary.
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countries, preserving the effect of allusions, intertextuality, or other
contextual forms of meaning (such as political preferences conveyed
through literary allusion to the traditional canon or defiance of
religious authority conveyed by intertextuality), would often involve
creating new equivalent events capable of activating these effects by
reference to the new context, including new representatives of the
approved literary, political or religious law — an effort at re-creation
thatis not found in a sustained way in the Spanish-language versions of
Jane Eyre (or in commercial literary translation of novels into Spanish
generally in contemporary times). Moreover, one must be aware that,
owing to the significant differences between the literary and political
contexts of reception during most of the twentieth century in Latin
America as compared to Spain, the same factual translation of Jane
Eyre could generate different overtones on either side of the Atlantic,
an added difficulty which resulted, not in strong re-creation, but in
calculations and self-censorship of various kinds, especially among
the translators working within the context of Franco’s dictatorship,
and, in any case and often, in strong forms of refraction.

Certainly, most Spanish versionsmanage, more orlessautomatically,
to activate some of the original meanings that depend on a relatively
shared context, which existed for most of the twentieth century.
This is the case with a significant number of the biblical allusions
in the novel, for instance, which tend to preserve their effect when
the translators maintain them as such. The same is true of the many
proverbial expressions — ‘Beauty is in the eye of the beholder’, ‘All is
not gold that glitters’, ‘To each villain his own vice’*® — often activated
by naturally arising Spanish-language proverbial equivalents: ‘La
belleza estd en los ojos del que mira’ (Luaces 1943B); ‘La belleza esta
en los ojos de aquel que mira’ (Gaite 1999A); ‘No es oro todo lo que
reluce’ (Luaces 1943B, Pereda 1947A, Gaite 1999A, Hill 2009A); ‘A cada
vicioso con su vicio’ (Pereda 1947A), ‘Cada villano tiene su vicio’ (Gaite
1999A). Even some of the religious-political allusions in the context
of the relationship and tension between the Anglican and Catholic
churches can reappear more or less spontaneously, or when annotated
and literalised; thus, a reference such as the one in Chapter 3 to Guy
Fawkes — ‘Abbot, I think, gave me credit for being a sort of infantile
Guy Fawkes’ — who was known as Guido Fawkes when he fought with
the Spanish army, can be maintained and work as such, both in Luaces’

49 JE, Ch.17, Ch. 24, and Ch. 27.
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condensed version (1943) and Hill’s unabridged version (2009) (Gaite
also keeps it, telling the reader in a note that he was a ‘conspirator in
the time of James I in England, in the early seventeenth century’ (Gaite
1999A)). Pereda literalises the meaning of the reference by using the
word ‘conspiradora’ (‘conspirator’) instead of the proper name, while
Antonini is more creative, refracting the reference as: ‘Creo que para
la Abbot era yo una especie de bruja infantil’ (Antonini 1941B: ‘I think
that for Abbot I was a kind of child witch’)). The same re-creation can
be found in the case of meaningful contrasts such as the one between
‘stylish’ and ‘puritanical’ in Chapter 20, with both erotic and religious
harmonics — ‘The hue of her dress was black too; but its fashion was so
different from her sister’s — so much more flowing and becoming — it
looked as stylish as the other’s looked puritanical’ — which quite
naturally maintains its effectiveness in the Spanish tradition, where
these connotations of puritanism, including the use of the adjectival
form of the word as a well-worn image in opposition to the sensual,
are well established. Thus, Antonini’s condensed version published
in Argentina gives: ‘Vestia también de negro como su hermana, pero
no en estilo puritano sino elegante’ (Antonini 1941B); while an
orthodox establishment figure such as Pereda can allow herself to
render it: ‘Vestia también de negro, pero con un traje tan estilizado
y tan a la moda como lo era el de su hermana sencillo y puritano’
(Pereda 1947A). But someone like Luaces, a Republican translating
in the immediate aftermath of the Spanish Civil War, avoids murky
religious waters and omits all reference to puritanism, especially
its contrast to the sensual, rendering the sentence: ‘Su vestido era
negro también, pero absolutamente distinto al de su hermana. Una
especie de luto estilizado’ (Luaces 1943B: ‘Her dress was black too,
but completely different to her sister’s. A kind of stylised mourning.’)
Gaite, lastly, translating half a century later, in post-Franco times,
allows herself to unpack and strongly emphasise the implications of
the strict parallelism in the original: ‘También iba de luto, pero su
vestido, cefiido y a la moda, no llamaba la atencién precisamente
por su puritanismo como el de la hermana’ (Gaite 1999A: ‘She wore
mourning too, but her dress, close-fitting and fashionable, was not
exactly remarkable for its puritanism like her sister’s.”).°

50 Hill renders it: ‘También llevaba un vestido de color negro, pero su corte
era muy distinto del de su hermana: mucho mas favorecedor y vaporoso,
menos puritano y mas elegante’ (Hill, 2009A).
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Aside from these instances of more or less automatic reactivation
when the references are not cut out, most of the contextual forms of
meaning either dissolve or refract in more unpredictable directions in
the Spanish-language versions, which do not establish new references
to activate the same effects in the context of the new culture. Nor
do they use sustained annotation, with the notable exception of
Gaite’s translation, which has more than a hundred notes clarifying
historical and geographical references, mythological, biblical, and
literary allusions, and even some possible ironies; in sum, informing
the modern Spanish reader of what the contextual literary forms
of meaning of the original would make complicit English readers
experience directly.>!

Thus, where the linguistic-literary context is concerned, these forms
of meaning can be seen predictably to disappear when they depend on
intertextuality with earlier works of English literature, or with books
fashionable at the time, since the prodigious web of textual allusion
in the original, whether retained or not, does not activate easily in
the Spanish context of reception (and the same probably holds true
for most contemporary English readers, as the increasing annotation
in current commercial editions suggests). These instances range from
references to classics such as Bunyan, Shakespeare, Milton, Johnson,
Swift, Burns, Richardson, Byron, Scott, Keats, and others, up to the
works that Jane reads during her formative years: the childhood vision
of exotic faraway sea coasts obtained from Bewick’s History of British
Birds (Chapter 1), or even the exotic stories of the ‘Arabian Tales’
(Chapter 2) (which some of the translators do not seem to realise are
The Arabian Nights, known in Spanish as Las mil y una noches — The
Thousand and One Nights). Even when very obvious references crop
up in the original English, such as an interpolation taken from one
of Shakespeare’s best-known works in the conversation between
Mrs Fairfax and Jane after her arrival at Thornfield, while they are
touching with ominous humour the possible presence of ghosts in the
house — ‘Yes — “after life’s fitful fever they sleep well [Macbeth
3.2.23],” I muttered’ — the effect is mostly lost.>? A partial exception is
Gaite, who translates in high tone: ““SI — murmuré yo — tras la fiebre

51 More generally, Gaite states in these same notes: ‘Many of the learned
allusions in this novel reveal the Bronté sisters’ fondness for Bible reading
and their belief that their readers will have had exactly the same education’
(Gaite 1999A; note 6).

52 JE,Ch.11.
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caprichosa de la vida, duerme placidamente™ (““Yes, — I muttered —,
after life’s fitful fever, he sleeps peacefully”), and who adds a footnote
explaining the reference, as she does for other contextual aspects:
‘Charlotte Bronté liked to display her knowledge of literature. This
is a phrase from act III of Shakespeare’s Macbeth and refers to the
King of Scotland, Duncan, whom he has recently murdered’ (Gaite
1999A).5% But in the other editions, whether the inverted commas
and attendant superposition of planes are preserved as they stand,
as in Hill’s unabridged version — ‘Si. “Tras la intensa fiebre de la
vida llega el reposo mas placido” — murmuré’ (Hill 2009A) — or are
done away with, so that these appear to be Jane’s own words — ‘Si,
después de una vida borrascosa bueno es dormir — murmuré’
(Antonini 1941B), ‘Hartos de turbulencia, reposan tranquilos,
¢no? — comenté’ (Luaces 1943B), ‘Claro; duermen en paz después
de una vida de emociones y de agitacion — murmuré’ (Pereda
1947A) — the effect of intertextuality is diluted and the ominous
parallelisms with Duncan’s death, or more broadly with the ghosts
and events of Macbeth as a whole, are not activated.

Generally speaking, whether or not all the individual translators
were familiar with these and other less well-known passages of
English literature, they tended to submit to the current imperative
in commercial editions of prioritising the plot of the story without
‘distractions’ for the Spanish-speaking reader, removing — or at least
not re-creating via new references — the allusions and other effects
of intertextual forms. Thus, whereas in the original context this
whole web of literary allusion was able to divide readers between
those who noticed it and extract its meaning and those who did not
(starting with the significant fact that literary allusion is as important
in Jane Eyre as biblical allusion, with both being placed at the same
level of importance in the protagonist’s development and generating a
potential complicity with the novel’s readership in this respect), in the
Spanish translations, where they are not simply done away with — as
they often are in the compressed versions and almost always are in
the condensed paraphrases — their literal preservation, without
any re-creative effort to reflect the difference in context and literary
expectations, means they are left adrift like messages in a bottle.

53 ‘A Charlotte Bronté le gustaba exhibir sus conocimientos de literatura. Es
una frase del acto III de Macbeth de Shakespeare, y alude al rey de Escocia,
Duncan, recién asesinado por éI’ (Gaite 1999A).
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Where the historical context is concerned, however, there is a much
greater tendency towards refraction in the transition from Victorian
England to post-Second World War Spain and Latin America. This can
already be seen in the case of religious references and their moral
and political overtones, which are capable of generating a renewed
meaning when transposed from Protestant England to Catholic
Spain, leading some translators to variously emphatic self-censure
and writing between the lines, especially if they were working under
Franco’s censorship and programme to restore traditional National-
Catholic values (Spain remained a confessional state until 1978).

In general terms, Charlotte Bronté had no particular liking for the
Roman Catholic form of Christianity, dominant in Spain and Latin
America, or forrigid Pharisaic forms of Protestantism and Anglicanism.
‘I consider Methodism, Quakerism, and the extremes of High and
Low Churchism foolish, but Roman Catholicism beats them all’,** she
wrote some time after publishing Jane Eyre, a statement that helps to
unfold her true intentions behind some of the religious references
and overtones in her novel. For the effect even of the English original
in the context of the religious conventions of Victorian England was
felt to be discordant and was attacked as anti-Christian, prompting
Bronté to mount a tactical defence; as she summarises it in a well-
known passage of her Prologue to the Second Edition (1848): ‘Having
thus acknowledged what I owe those who have aided and approved
me, I turn to another class [...] I mean the timorous or carping few
who doubt the tendency of such books as ‘Jane Eyre:” in whose eyes
whatever is unusual is wrong; whose ears detect in each protest
against bigotry — that parent of crime — an insult to piety, that regent
of God on earth. I would suggest to such doubters certain obvious
distinctions [...]. Conventionality is not morality. Self-righteousness is
not religion. To attack the first is not to assail the last. To pluck the
mask from the face of the Pharisee, is not to lift an impious hand to
the Crown of Thorns.

Symptomatically, of the seven versions being considered here,
only Gaite’s translation, done in 1999 from the second English edition,
reproduces Bronté’s Preface. More broadly, when confronted with
religious references, especially with dissident overtones, one often
finds either transformation or self-censorship according to the

54 Elizabeth Gaskell, The Life of Charlotte Bronté (London: J. M. Dent, 1971
[1857]), p. 160.
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religious orthodoxy or the position of the translator relative to the
political regime and apparatus of censorship in the new Spanish
context.

Take the different ways of translating a passage such as Jane’s
‘innocent’ and ‘spontaneous’ words when she is faced with Helen’s
imminent death: ‘How sad to be lying now on a sick bed, and to be
in danger of dying! This world is pleasant — it would be dreary to
be called from it, and to have to go who knows where?’.>> Pereda, as
one would expect, reconciles the anxiety about death with orthodox
Catholic dogma, making Jane doubt the exact location but not the
existence of the realm of the dead: ‘{Qué triste debe de ser verse
tendido en una cama y en peligro de muerte, con lo hermoso que es
el mundo! jSerd espantoso dejarlo para ir a un lugar desconocido
que no se sabe en dénde esta [go to a place whose whereabouts
are unknown]!” (Pereda, 1947A). Luaces, a Republican, accentuates
between the lines, using a religious expression (God knows where)
to subvert religion; stressing the subversion of consolation vis-a-vis
death, he renders it: ‘jQué triste estar enfermo, en peligro de muerte!
El mundo es hermoso. jQué terrible debe ser que le arrebaten a uno de
él para ir a parar Dios sabe donde [to end up God knows where]",
a passage whose rendering acquires further political overtones from
the fact that it was published just a few years after the massacres of
the Spanish Civil War.

Conversely, a revealing example of the removal of allusive
references can be found in the treatment of the interpolation of Esther
5.3 in Chapter 24 — ‘Now, King Ahasuerus! What do I want with half
your estate? Do you think I am a Jew-usurer, seeking good investment
in land?” — which takes on a particularly ominous meaning in the
years after the Spanish Civil War and the Second World War. Once
again, the positions of these two Spanish translators working in the
forties are symptomatic. Thus, whereas Pereda keeps this intact in
her translation, just as she does other hiblical allusions — ‘Bueno,
rey Asuero. ¢Para qué necesito yo la mitad de su hacienda? ¢Es que
se figura que soy un judio usurero que voy buscando la manera de
sacar partido de unos caudales?’ (Pereda 1947A) — Luaces cuts out the

55 JE, Ch. 9.
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entire reference (as does Antonini in Argentina at the same time, by
contrast with the more recent versions, which are more literal here).>¢

Finally, in less conscious but no less revealing modes, one can
consider the way the turn of phrase ‘my master’ is avoided by Luaces
and the rest of the early Spanish translators when used by Jane for
Rochester (while this same word ‘master’ is kept as ‘maestro’ when
confined to its social and educational uses). That is, confronted with
expressions such as ‘“It must have been one of them,” interrupted
my master’,’” whereas Antonini in Argentina (1941) or Hill much
later in Spain (2009) would often render the expression as ‘mi sefior’,
with clear erotic overtones, none of the early versions published in
Spain offer this turn of phrase ‘mi sefior’, using rather expressions
such as ‘Rochester’ (Luaces 1943) or ‘el sefior Rochester’ (‘mister
Rochester’: Pereda 1947, as well as later in Sdnchez 1974). For despite
a possible literal reading (Jane was in fact employed by Rochester),
the immediate literal equivalent of ‘my master’ as ‘mi sefior’ would
have had disruptive religious overtones in mid-century Spain, being
normally reserved in the Spanish language and Catholic tradition for
Christ who, according to his biographers in the Gospels, was already
thus called by his disciples: master. In synthesis, it would be giving to
a man what belongs to God.

One can realize how in two of the three instances just examined,
as in other examples commented on before, Luaces takes advantage
of the cover of anonymity provided by his position as translator
to write episodically between the lines, shielded as he is by the
canonical authority of Charlotte Bronté, whom he recalls in the brief
introductory note to his Spanish edition is one of the greatest women
writers of all time, concluding, no less surreptitiously in the context
of the immediate situation in Spain, that ‘Jane Eyre is, in summary, a
bright picture on a dark background’ (Luaces 1943B). But this is a way
of dividing readerships between accomplices and dupes that Luaces
only activates occasionally, when opportunity allows or the passage

56 Indeed, Gaite and Hill, translating more than half a century later (1999 and
2009), reinstate the words of the original: ‘.Y para qué quiero yo la mitad de
su patrimonio, rey Asuero [nota: ‘Rey persa inmensamente rico que prometio
a su mujer entregarle cuanto pidiera]? ¢Me toma por un judio usurero en
busca de una provechosa inversion? (Gaite 1999A); ;.Y para qué quiero yo la
mitad de su herencia, rey Asuero? ;Acaso cree que soy un usurero judio que
desea hacer una buena inversién?’ (Hill 2009A).

57 JE, Ch. 25.
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merits it, while he acts cautiously and censors himself in many other
instances when it comes to translating religious or social references
with local harmonics, since out of political considerations and the
need to earn a living he could not risk his manuscripts being rejected
by the censor (something he was familiar with, since his text Fuera de
su sitio was banned in 1939, probably because of its open treatment
of sexual matters).5® Luaces’ duplicity was effective, in any event, and
the guardians of the law took the bait; in its prior censorship ruling,
the Department of Propaganda decreed (13 October 1942) that Jane
Eyre was ‘A good novel that tells the life story of an orphan girl, her
sufferings and her struggle to attain to a decent living. It is completely
moral, but because it is an English work, all its action takes place within

58 It is enough to look again in more detail at the childlike innocence of these
scenes of friendship between Jane and Helen (where the former, albeit
admiringly, shows doubts about religious beliefs and rebels against the latter’s
submissiveness) to find several instances of moderation and self-censorship
in Luaces; thus, when confronted with a kind of programmatic summary like
‘I could not comprehend this doctrine of endurance; and still less could
I understand or sympathise with the forbearance she expressed for
her chastiser’ (JE, Ch. 6), a defiance with religious and political overtones
in Franco’s Spain, Luaces cuts out almost everything, leaving just: ‘No podia
estar de acuerdo con aquella opinién’ (Luaces 1943B; ‘I could not agree with
this opinion’).

More broadly, and on a strictly religious issue, one may take the most
sustained instance of doubt on Jane’s part about existence in the other world
that follows. The original reads:

‘I believe; I have faith: I am going to God.’

‘Where is God? What is God?’

‘My Maker and yours, who will never destroy what He created. I rely
implicitly on His power, and confide wholly in His goodness: I count the hours
till that eventful one arrives which shall restore me to Him, reveal Him to me.’

‘You are sure, then, Helen, that there is such a place as heaven, and
that our souls can get to it when we die?’

‘T am sure there is a future state; I believe God is good; I can resign my
immortal part to Him without any misgiving. God is my father; God is my
friend: I love Him; I believe He loves me.’ (JE, Ch. 9)

Luaces avoids any dissonance with dogma and doubt vis-a-vis religious
authority by condensing this whole anguished dialogue into a single speech
uttered by Helen: ‘Si, 1o sé, porque tengo fe. Voy a reunirme con Dios, nuestro
creador. Me entrego en sus manos y confio en su bondad. Cuento con
impaciencia las horas que faltan para ese venturoso momento. Dios es mi
padre y mi amigo: le amo y creo que El me ama a mi’ (Luaces 1943B: ‘Yes, I
know, because I have faith. I shall be reunited with God, our creator. I resign
myself into his hands and trust in his goodness. I impatiently count the hours
until that happy moment. God is my father and my friend: I love Him and
believe that he loves me.)
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the Protestant religion,”® in view of which nothing was required to
be removed or altered, it being considered that these dissonances
characteristic of the Protestant religion had been duly toned down and
transformed (which is indeed the case with other additional aspects,
such as the harsh and punitive Calvinist God, or the evangelism of
St John Rivers, which are played down, not to mention occasional
allusions to non-Christian religions, which Luaces simply removes).

Nonetheless, despite Luaces’ self-censorship and transformations
by other translators, dissident or otherwise, to avoid problems with
the guardians of the law, the difference in cultural and historical
horizon between Victorian England and post-war Spain and Latin
America could not but produce a sharp refraction of the contextual
effects in Jane Eyre. Leaving aside all explicit self-conscious censorship
to dupe the guardians of the law, and to a more acute degree than with
the recreations and refractions in lexical, grammatical, musical, and
imagistic aspects reviewed earlier, it is mainly when these contextual
effects come to be evaluated that one finds a sharp prismatisation of
the work in the Spanish language. And of these refractions between
the different cultural contexts, it is above all the prismatisations
concerning gender and colonial motifs in the new differentiated
contexts of the Latin American republics as compared to Spain under
Franco’s dictatorship which become particularly significant, as will be
examined in the two sections that follow.

Gender Refractions: Human Individuality as
Feminist Emancipation

Among the cultural instances that refract most decisively in the
passage of Jane Eyre from its original context of inscription in mid-
nineteenth century Victorian England to the mid-twentieth century
contexts in which its Spanish translations were popularized in Latin
America and Spain, one finds first and foremost its potential as a
feminist emancipation manifesto. For, even beyond the differentlevels
of emphasis or self-censorship that can be found in the translations,
whether emphasizing or downplaying the protagonist’s passion and
sense of independence, the very sense of individuality congenial to
Protestant English culture, key to the pathos and plot of this kind of

59 Ortega Sdez, ‘Traducciones del franquismo en el mercado literario espafiol
contempordneo’, p. 183.
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Bildungsroman presentation of a female character’s development
against adversity, is refracted in decisive and differentiated ways in the
young republics of South America, on the one hand, where struggles
for the women’s vote and other civil rights were in their critical stages,
and in the Iberian Peninsula, on the other, where Franco’s National-
Catholic programme sought to re-establish traditional family values
that assigned women a domestic role.

Certainly, the force of the novel as a provocative statement about
women’s emancipation can easily be lost on contemporary Spanish
readers (or indeed English ones) —they might be confused, for
instance, by the way Jane, despite her disdain for John Reed or for
St John Rivers’ ambitions, seems to aspire to marriage as a woman’s
ultimate fulfilment — so that contextual adjustments are required to
take the full measure of its original impact and likewise its potential for
refraction in mid-twentieth century translations in Latin America and
Spain. Regarding the English text in its original context of inscription,
the reader must be reminded that this mid-nineteenth century portrait
of the desires and frustrations of an educated woman not enjoying all
the privileges of class, written at a time when women had few civil
rights, was experienced by its Victorian readership as depicting an
impetuous, rebellious figure who broke the traditional moulds and
was described as ‘unfeminine’ by her detractors (within and outside
the novel itself),*° being seen as a direct assertion of women’s rights by
complicit readers. As for the Spanish language versions done during
the first large wave of translation of the novel in the 1940s, of which
there were at least six issued in dozens of editions between 1941 and
1950, including the most re-printed ones by Antonini (1941), Luaces
(1943), and Pereda (1947), the contemporary reader would have to be
reminded of the differentiated social and cultural contexts in which
the emancipatory potential of the novel was refracted during this first
widespread reception in Latin America and Spain respectively.

For in the South American republics, on the one hand, this
popularity of Jane Eyre was exactly contemporary with the explicit
political and social struggle for women’s civil rights and achievement
of suffrage (attained in 1946 in Venezuela, 1947 in Argentina, 1949
in Chile, 1955 in Peru, and 1957 in Colombia, and earlier in some
countries: 1924 in Ecuador, 1932 in Uruguay, and 1938 in Bolivia),
an event regarded as a fundamental advance in the long and as-yet

60 For instance JE, Ch. 35.
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unfinished movement towards equal rights. Thus, whereas the
Seneca Falls Declaration of Sentiments (1848), usually identified as
the founding moment of suffragism, is strictly contemporary with the
publication of the original English version of Jane Eyre (1847), it was
around the time of what is viewed as its final international recognition
a hundred years later with the Universal Declaration of Human Rights
(1948) that the novel had its translation boom in Latin America, just
as women were attaining equal civil rights in many of the young
South American republics following a struggle that had begun in
the early twentieth century. In Argentina itself, where this Jane Eyre
translation boom began with Antonini’s pioneering 1941 version,
Eva Duarte (Evita, 1919-1952) — whose own life story, from humble
beginnings and a career as an actress to her work as a trade unionist,
political leader and final explicit proclamation as ‘Spiritual Head of
the Nation’ (Jefa espiritual de la nacién) before she died at the age
of thirty-three, offers a no-less sui generis formation narrative in this
respect — spoke as follows on national radio about the enactment of
the law on women’s suffrage, in which she had been actively involved:
‘My fellow countrywomen, I am even now being presented by the
national government with the law that enshrines our civil rights. And
I am being presented with it in your company, in the assurance that
I do so on behalf and as the representative of all Argentine women,
jubilantly feeling how my hands tremble as they touch the laurels that
proclaim our victory. Here it is, my sisters, summed up in the cramped
print of a few paragraphs —a long history of struggles, setbacks
and hopes. And so it contains flares of indignation, the shadows of
threatening eclipses, but also the joyous awakening of triumphant
dawns, heralding the victory of women over the incomprehension,
denials and vested interests of the castes repudiated by our national
awakening.’s!

61 ‘Mujeres de mi Patria, recibo en este instante, de manos del Gobierno de
la Nacidn, la ley que consagra nuestros derechos civicos. Y la recibo ante
vosotras, con la certeza de que lo hago en nombre y representacién de todas
las mujeres argentinas, sintiendo jubilosamente que me tiemblan las manos
al contacto del laurel que proclama la victoria. Aqui estd, hermanas mias,
resumida en la letra apretada de pocos articulos, una historia larga de luchas,
tropiezos y esperanzas. Por eso hay en ella crispaciones de indignacion,
sombras de ocasos amenazadores, pero también alegre despertar de
auroras triunfales. Y esto ultimo que traduce la victoria de la mujer sobre
las incomprensiones, las negaciones y los intereses creados de las castas
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Franco’s dictatorship in Spain, on the other hand, did not just
abolish the female suffrage sanctioned by the 1931 constitution
enacted under the Second Republic and repeal other civil rights won
during the previous period, such as the equality of the sexes before
the law and the ability to dissolve a marriage. More radically, as part
of what was conceived as a struggle of Good against Evil projected
on to the two sides that had confronted each other in the Civil War,
Francoism applied an explicit National-Catholic programme to restore
traditional family values, making canonical marriage the only valid
kind and encouraging women to leave the workforce and devote
themselves to domestic tasks (so that from 1944 Spain’s labour laws
required married women to have their husband’s permission to
work). The result was the establishment of a nationalist and religious
traditionalism unequalled in the Europe of the day.

Itis this contextual difference and relative separation of the cultural
destinies of South America and Spain between the 1940s and 1970s,
then, that substantially accounts for the different forms of emphasis or
self-censorship regarding the potential for female emancipation that
are observed in the various translations of Jane Eyre that came out
at the time, starting with those of Antonini (1941) and Luaces (1943),
two compressed versions that are to some extent equivalent, and that
would enjoy great commercial success in their respective regions.

Thus, in South America, itis symptomatic that Antonini’s pioneering
Argentine translation was sold, beginning in 1944 and for the three
decades to come, in the series of editions published by Acme Agency
in Buenos Aires, under the composite title of Jane Eyre: Rebel Soul
(Juana Eyre: alma rebelde), with the iconography of its cover design
emphasising the idea of the independent and educated woman (you
can see the cover, together with the book’s place of publication, on the
third screen of the Spanish Covers Map). While this addition to the title,
‘Rebel Soul’, matches that of the Spanish-language version of the 1943
film adaptation of Jane Eyre by Robert Stevenson, with Joan Fontaine
and Orson Welles in the roles of Jane and Rochester, it summarizes
well the emphasis Antonini would give both to proclamations of
gender equality and to the heroine’s erotic intensity.

In the way Jane Eyre translation was approached in Spain in those
same years, conversely, starting with Luaces’ version, it is possible

repudiadas por nuestro despertar nacional’. Eva Perdn, Dicursos (Buenos
Aires: Biblioteca del Congreso Nacional, 2012), p. 46.
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to see how the conditioning of the Francoist National-Catholic
programme in relation to the social role of women led to varying
degrees of self-censorship when it came to the novel’s potential for
female emancipation, including its variously explicit eroticism. Insofar
as Franco’s dictatorship prescribed the re-establishment of traditional
patriarchal culture against the conquests made in the previous
Republican period, promoting values and a role for women that did
not actually differ greatly from those of the Victorian context in which
Jane Eyre originally appeared, it was precisely those moments of the
novel that created dissonance in its original context of inscription by
deviating from expectations about the social role of women, starting
with its claim to equality and its erotic passion, that activated the
Spanish translator’s self-censorship in the new context a century later.
In fact, Luaces also acted here in a very deliberate and often astute
manner, decisively moderating the energy with which Jane asserts her
emancipatory positions and experiences her passions, especially the
erotic impetus, but also allowing a hidden agenda to show through for
those prepared to understand, so that his translation divides readers
into accomplices and dupes in more or less subtle and probably
automatic ways within this context of censorship in which he was
operating.

For this ability to divide readers into accomplices and dupes was
something that Luaces exercised from early on, even before he was
imprisoned or censored, as can be seen in his work as a writer under
the previous dictatorship of Miguel Primo de Rivera (1923-1930),
and not least in relation to the civil oppression and erotic repression
of women. Take his journalistic text ‘Feminismo y desverglienza’
(‘Feminism and Shamelessness’), written when he was just 19 and
published in the Heraldo Alavés (25 February 1925), not only because
it can effectively divide readerships even now, but also because the
picture it provides of the female oppression and tension in which his
compressed version of Jane Eyre was to appear somewhat later could
hardly be bettered. Luaces, the young Republican poet, thunders:

Not in fancy dress but in undress, their pink flesh covered only

by the flimsiest of shifts, two graceful women, identity unknown,

shielded behind never-raised masks, had the absurd — or shamelessly
insolent — fancy of mingling with the colourful crowd of masked
figures at the Press ball in the Theatre Royal. This public display of
brazenness and unseemliness is yet another treacherous blow dealt us

severe Spaniards of the old stock, enamoured of Christian modesty and
southern mystery, by the foul, misshapen monster of feminism without
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femininity. Women voting, women writing, women in government and
at the bar, women naked in public, open prostitution proliferating,
sterility rampant, bestiality triumphant, spirituality groaning:
ambiguity, destitution, decadence... This is the work of feminism. Where
is this path leading us? Is there in Spain no morality, no conscience, no
masculinity even? Must we forever indulge the repellent spectacle of
pseudo-women alienated from the home, from motherhood and from
Religion, the artist’s or lawyer’s cloak draped over the garb of harlotry?
Iknow that these and worse outrages are common currency abroad, but
are we to measure Spain, severe, virile, noble, conquering Spain, by the
same yardstick as the frivolous French or the Yankee bacon mongers?
[...] Against the barefaced shamelessness of women unworthy to be
called Spanish, against the increasing womanishness of men, against
indifference, scepticism and denial of all that is good, beautiful and
grand, we must raise a wall of sound tradition, of sincere austerity, of
triumphant manhood. We must preach an ethical and aesthetic Crusade
to restore all the old foundations of the true Spanish ways.5?

By taking the attire of two women supposed to have attended a ball at
the Theatre Royal as a pretext for a hyperbolic condemnation of both

62 See Marta Ortega Séez, ‘Traducciones del franquismo en el mercado literario
espafiolcontempordaneo: elcasodejane Eyrede JuanG.de Luaces’, (unpublished
doctoral thesis, University of Barcelona, 2013), p. 103. (‘No disfrazadas sino
desvestidas, cubiertas solo sus carnes rosadas por una camisilla muy sutil,
dos gentiles mujeres desconocidas, parapetadas en el no levantado antifaz,
tuvieron el absurdo capricho o la insolente desvergliienza de mezclarse a
la multicolor algarabia de las mdascaras del baile de la Prensa en el Teatro
Real. Nosotros, los recios espafioles de afieja casta, enamorados del cristiano
recato y del misterio meridional, hemos, con esta publica demostracién de
impudicia y antiestética, sufrido un nuevo traidor zarpazo del deforme y
hediondo monstruo del feminismo sin feminidad. Mujeres electoras, mujeres
regidoras, mujeres escritoras y togadas, mujeres publicamente desnudas,
libre prostitucién multiplicada, esterilidad que aumenta, bestialidad
triunfante, espiritualidad mugiente: ambigiiedad, miseria, decadencia... He
aqui lalabor del feminismo. ¢ A dénde vamos por este camino? ¢Es que no hay
en Espafia moralidad, conciencia, ni siquiera masculinidad? ¢Es que hemos
de tolerar indefinidamente el repelente espectidculo de las pseudo-mujeres
alejadas del hogar, de la maternidad y de la Religién, que, bajo un manto
de artistas o letradas ocultan la deshonesta falda de picos pardos? Ya sé que
estas, y aun mayores atrocidades son en el extranjero moneda corriente,
pero ¢(mediremos a la Espafia severa, viril, noble y conquistadora con el
mismo metro que a la Francia frivola o la Yanquilandia tocinera? [...] Ante la
descarada desvergiienza de esas mujeres indignas de ser dichas espafiolas,
ante el afeminamiento de los varones, ante la indiferencia, la negacién y el
escepticismo, de todo lo bueno, lo bello y lo grande, hemos de alzar un muro
de sanas tradiciones, de sincera austeridad, de virilidad triunfante. Hemos
de predicar una Cruzada ética, estética, y restauradora de todos los antiguos
sustentdculos del verdadero espafiolismo’).
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literary feminism (of which Charlotte Bronté was a pioneering and
archetypal figure) and foreign influence on Spain (which he would
devote the whole of his subsequent literary labour to furthering),
Luaces not only subverts by reductio ad absurdum the traditionalist and
nationalist programme pursued by the dictatorship of Miguel Primo
de Rivera, but also illustrates his ability to write between the lines
and separate readerships, deployed here with a youthful assurance
and effrontery less subtle than the approach he would take during the
Francoist oppression two decades later. In all cases, while separating
accomplices from dupes, he could not be accused by the duty censor
of saying anything but what ‘his words in the text literally say’, making
the guardians of the law take the bait (as they still do).5® But whatever
attitude the reader of the day might have taken to Luaces’ text, and
whatever today’s reader might choose to think hisreal intentions were,
what it leaves in no doubt is the cultural outlook and traditional view
of women officially promoted by the authorities in the 1920s, before
the Second Republic (1931-1936) — the same traditional view that the
National-Catholic programme implemented by Franco’s dictatorship
after the Civil War would be seeking to restore at the time Luaces was
undertaking and publishing his successful version of Jane Eyre.

As one thus returns from the Spanish and Latin American contexts
to the text of the novel itself and its translations into Spanish, if
Jane’s development in the face of adversity includes her repeated
rebellions against oppression (not least oppression by a number of
male characters, from her cousin John Reed’s physical abuse and Mr
Brocklehurst’s psychological abuse to St John Rivers’s attempts at
control), alternating with a series of explicit reflections about the need
for women to be independent of and equal to men, and an explicit
staging of her erotic passion for Rochester, a married man, one can

63 For the unstable and undecidable nature of meaning when an author writes
effectively between the lines, which constitutes an ‘art of writing’ very
different from ‘Jogical encoding’, not allowing censors (including scholarship)
to ‘prove’ their point by methods of inquisitio or factual research, see Leo
Strauss, Persecution and the Art of Writing (London: Chicago University
Press, 1988, esp. “Introduction” and “Persecution and the Art of Writing”),
pp. 1-37. For Juan de Luaces’ political stance, his problems with censorship,
imprisonment, as well as his attempt to escape to Latin America during the
Spanish Civil War, see the appendix ‘Lives of Some Translators’ below. More
broadly, see Marta Ortega Saez’s ‘Traducciones del franquismo en el mercado
literario espafiol contempordaneo: el caso de Jane Eyre de Juan G. de Luaces’
(unpublished doctoral thesis, University of Barcelona, 2013).
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notice how the versions produced by Antoniniin Argentina and Luaces
in Spain proceed quite differently in relation to this series of aspects
with a common potential for female liberation, notwithstanding that
both appear to be extremely alert to such a potential in their respective
contexts.

Thus,bearingin mind that Antonini’s versionisfar more compressed
than Luaces’ (having 287 pages as compared to 518, in a similar
format), whereas the Argentine translator cuts substantially more than
the Spaniard at all other times, when it comes to declarations about
female liberation or Jane’s erotic passion he translates emphatically,
stressing the novel’s impact as a romantic bestseller at a time of female
emancipation. Luaces, on the other hand, acting just as consciously,
cuts much more in those passages than he does elsewhere, obscuring
Jane’s demand for emancipation and particularly her erotic passion,
portraying her as a more resigned and restrained woman; as one who
is less passionate and more demure and chaste. This is so, at least,
in the literal fagade his Spanish version presents to the censor; since
some of what he does, often no doubt spontaneously, gives grounds for
suspecting second intentions here as well.

To recommence the analyses, let us take a passage of the novel
where a proclamation of equality is made in a context of eroticism,
like the one Jane makes during her conversation with Rochester in
the garden at Thornfield, when she confesses her love to him although
believing him to be engaged to another woman. The original reads:

‘I am not talking to you now through the medium of custom,

conventionalities, nor even of mortal flesh; —it is my spirit that

addresses your spirit; just as if both had passed through the grave, and

we stood at God’s feet, equal, — as we are!’

‘As we are!’ repeated Mr. Rochester — ‘so,” he added, enclosing me

in his arms. Gathering me to his breast, pressing his lips on my lips:
‘so, Jane!’s

Amid this explicit opposition to ‘conventionalities and custom’,
apparently diminished by the contraposition between body and spirit,
life and death, which in fact ultimately makes it even more suggestive
(i.e., ‘men and women may be physically different, but our minds are
alike and have the same rights’), an initial moment of emphasis comes
at the end of the first paragraph of the excerpt, where it is proclaimed
in the present tense and with a final exclamation mark: ‘““equal, — as

64 JE, Ch. 23. Emphases my own.
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we are!” This is what Rochester apparently assents to (‘““As we are!”
repeated Mr Rochester’), even if the conclusions he draws from this
primarily concern sexual freedom (centring on the body, not the
spirit): ““so,” he added, enclosing me in his arms. Gathering me to his
breast, pressing his lips on my lips: “so, Jane!””

Antonini, whose quite compressed version translates less than half
the original overall, departs from his usual procedure on this occasion
and, instead of condensing, emphasises throughout:

No le estoy hablando como se acostumbra, ni aun habla mi cuerpo; es
mi espiritu que se dirige a su espiritu..., como si ya estuvieran mas alla
de la tumba, y estuviésemos a los pies de Dios, iguales, como somos.

—iComo somos! repitid el sefior Rochester —. jAsi! -y me estrechd
entre sus brazos, apartindome contra su pecho y oprimiendo mis
labios con los suyos-. ‘jAsi, asi!’ (Antonini 1941B).

Besides the suggestive ellipsis that Antonini adds after the idea of the
two minds being on equal terms — ‘es mi espiritu que se dirige a su
espiritu...,” — his use of the present tense in the Spanish — ‘iguales,
como somos’— as in the English makes it clear that the spiritual
equality proclaimed by Jane exists in the present. His translation
of ‘So’ as ‘Asi’ (‘Like this’), privileging the physical over the logical
aspect of the expression, and likewise the literalness of the passionate
kiss — ‘oprimiendo mis labios con los suyos’ — serve to emphasise the
physical eroticism of the scene.

But see now what happens in Luaces’ version, which, far less
compressed overall, on this occasion not only cuts out much more than
usual but includes additional precautions so that this proclamation of
gender equality in an eroticised context does not draw the attention of
the guardians of the law. He renders it:

Le hablo prescindiendo de convencionalismos, como si estuviésemos

mas alld de la tumba, ante Dios, y nos halldsemos en un plano de

igualdad, ya que en espiritu lo somos.
iLo somos! — repiti6 Rochester. Y tomadndome en sus brazos me
oprimié contra su pecho y unié sus labios a los mios —. Si, Jane!

(Luaces 1943B).

Luaces’ self-censorship is not unskilful, for he is able to allow different
meanings to activate depending on how complicit and suspicious the
reader is. On the face of it, his translation does not explicitly stage
Jane’s manifesto of equality in the present, saying literally: ‘as though...
we were on a footing of equality, since in spirit we are’ (‘como si... nos
hallasemos en un plano de igualdad, ya que en espiritu lo somos’); in
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other words, although men and women cannot be regarded as equal
on earth, we are equal as sinners before God on the Day of Judgement.
This is all beautifully orthodox. And the same can be said of the way
the lovers’ lips barely touch — ‘unié sus labios a los mios’ (‘he joined
hislips to mine’) — without the passion entailed by the ‘pressing’ of the
English original. Implicitly, though, what Bronté is really saying can
also be understood: that while men and women are not equal in their
bodies, they are as minds, which gives them equal rights, breaking
with social ‘conventionalities’, including sexual oppression. However
Luaces’ version is read, though, his self-censorship is as apparent as it
is revealing.

These levels of emphasis and self-censorship tend to be even more
obvious at times when Antonini and Luaces translate scenes where
the protagonists’ amorous passion is manifested, especially when
there are erotic overtones present in the original or liable to appear
when it is translated into Spanish. We may take what is on the face of it
a fairly innocent scene in Chapter 16, where Jane becomes aware that
she ‘desires’ to meet Rochester while she is looking after Adéle:

‘Qu’avez-vous, mademoiselle?” said she. ‘Vos doigts tremblent
comme la feuille, et vos joues sont rouges: mais, rouges comme des
cerises!

‘T am hot, Adéle, with stooping!” She went on sketching; I went
on thinking.

I hastened to drive from my mind the hateful notion I had been
conceiving respecting Grace Poole; it disgusted me. I compared myself
with her, and found we were different. Bessie Leaven had said I was
quite a lady; and she spoke truth — I was a lady. And now I looked
much better than I did when Bessie saw me; I had more colour and
more flesh, more life, more vivacity, because I had brighter hopes and
keener enjoyments.

‘Evening approaches,’ said I, as Ilooked towards the window. ‘Il have
never heard Mr. Rochester’s voice or step in the house to-day; but surely
I shall see him before night: I feared the meeting in the morning; now
I desire it, because expectation has been so long baffled that it is
grown impatient.’

Bronté operates subtly here. Besides veiling the question about
what is really happening to Jane in Adéle’s French — ‘Qu’avez-
vous, mademoiselle? ..” — she establishes a parallel between the
explicit reality that is briefly outlined and the implicit thought — ‘1
am hot, Adele, with stooping! [:] She went on sketching; [/] I went
on thinking’ — something that gives rise to a new contrast between
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Jane’s wishful thinking in the third paragraph of the excerpt — ‘Bessie
Leaven had said I was quite a lady; and she spoke truth —1I was a
lady’ — and what is implied in the final paragraph: ‘now I desire it,
because expectation hasbeen solong baffled thatitis grown impatient’.
Antonini, who does cut this time, following his normal practice
in his compressed version, does so only to construct a suggestive
montage that emphasises what is only implicit in the original passage,
enhancing the eroticism of the scene; he reduces the whole to:

— ¢Qué tiene, sefiorita? Sus dedos tiemblan como las hojas y sus
mejillas estan rojas como cerezas...

— Tengo calor, Adela.

Yo esperaba, con desconocida impaciencia, la hora de ver al sefior
Rochester. Pensaba interrogarlo sobre Grace Poole, y aun hacerle rabiar
un poco, para después contentarlo... (Antonini 1941B)

Retranslated into English it gives:

‘What is the matter, Miss? Your fingers are trembling like leaves and
your cheeks are as red as cherries...’

‘I am hot, Adele.’

I was waiting, with unwonted impatience, until I could see Mr.
Rochester. I planned to question him about Grace Poole, and even anger
him a little, and then make him content...

Antonini’s swingeing cuts are placed at the service of an emphatic
refraction. First of all, Adele’s words are in Spanish (not veiled by the
French),and headdsafinal ellipsis(...) whichindicatesto the reader that
there is ‘something else’, something unsaid about Jane’s appearance.
Thus, Antonini replaces the original’s parallelism between the explicit
physical description and the implied thoughts — “I am hot, Adéle,
with stooping!” She went on sketching; I went on thinking’ — with
a unilateral emphasis in ‘I am hot, Adela’, an isolated expression
that, cutting out the whole of the reflection about being ‘quite a lady’
which follows in the next paragraph of the original, he juxtaposes
directly with the desire to ‘see Mr. Rochester’, her aim being, we are
suggestively told, to ‘anger him a little, and then make him content...’,
with the new ellipsis added by Antonini at the end suggesting to the
complicit reader something considerably more physical than spiritual,
and in any event something unsaid implicit in this desire to ‘make him
content...’.

As might be expected by now, Luaces operates quite differently,
taking the opposite direction at each of the crossroads that occur in
the original. Thus, while he cuts much less than Antonini, he presents,
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at least for the literal reader, a Jane who is far more demure, with the
implied eroticism concealed. His rendering is:

— ¢Qué tiene usted, sefiorita? — dijo —. Sus dedos tiemblan y sus
mejillas estdn encarnadas como las cerezas...

— Es que al inclinarme estoy en una posicién incomoda, Adeéle.

Ella continué dibujando y yo me sumi otra vez en mis pensamientos.

Me apresuré a eliminar de mi mente la desagradable idea que
habia formado a propdsito de Grace Poole. Comparandome con ella,
conclui que éramos muy diferentes. Bessie Leaven decia que yo era
una sefiora, y tenia razon: lo era. Y ahora yo estaba mucho mejor que
cuando me viera Bessie: mas gruesa, con mejor color, mds viva, mas
animada, porque tenia mds esperanzas y mas satisfacciones.

«Ya esta oscureciendo -medité, acercandome a la ventana —, y en
todo el dia no he visto ni oido a Mr. Rochester. Seguramente le veré antes
de la noche. Por la mafiana lo temia, pero ahora estoy impaciente por
reunirme con él.» (Luaces 1943B)

Luaces’ translation conceals all the overtones that reveal erotic
passion in the original or could be understood as having a double
meaning in the Spanish context. To start with the most obvious, his
rendering of ‘I am hot, Adéle, with stooping!’, cuts out the reference
to the temperature and unilaterally emphasizes Jane’s position, to
give ‘Es que al inclinarme estoy en una posiciéon incomoda’ (‘I am
uncomfortable from stooping’), a phrase that turns away from the
implications created by Bronté (it is also a phrase that describes
Luaces’ position as a translator under the Francoist regime quite well!)
Similarly, Jane is made into a mature ‘sefiora’ not a young ‘sefiorita’,
and her impatient desire to see Rochester is unilaterally turned into
‘impatience’, removing any erotic implication. The result is a passage
in which there is nothing to alarm the guardians of orthodoxy in the
Spanish context, with both the expression of female desire and the
very intensity of Jane’s emotions being attenuated.

Similar decisions about emphasis and self-censorship are observed
when Antonini and Luaces deal with other erotic situations, such as
the possibility of becoming the lover of a married man. This happens,
for example, when Jane, after discovering Rochester’s deception,
struggles with her conflicting feelings. Rochester notices and says to
her:

‘You intend to make yourself a complete stranger to me: to live under
this roof only as Adéle’s governess; if ever I say a friendly word to you,
if ever a friendly feeling inclines you again to me, you will say, — ‘That
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man had nearly made me his mistress: I must be ice and rock to
him;’ and ice and rock you will accordingly become.’ss

Confronted with this passage, Antonini decides to preserve more than
usual; consistently with his version, which makes Jane Eyre a romantic
bestseller and female emancipation novel (paradoxical as these two
aspects might seem now), he gives:
— Piensa en el medio de volver a ser para mi una extrafia: vivir aqui
como la institutriz de Adela solamente; y si le digo alguna vez una
palabra amistosa, se dira: ‘Este hombre piensa hacerme su amante;

¢necesito ser roca y hielo para é1?’; hielo y roca llegaria usted a ser
(Antonini 1941B).

It will be noted that Antonini not only makes the possibility of her
becoming Rochester’s mistress a firm decision — ‘piensa hacerme su
amante’ (‘intends to make me his lover’) — but also adds a question
mark of his own to Jane’s thought — ‘snecesito ser roca y hielo para
é1?’ (‘must I be rock and ice to him?’) — thus emphatically spelling out
the doubts she actually has about whether or not to give herself to
him, whether or not to become his lover. Luaces, on the other hand,
who once again cuts more than usual here, and removes all double
meanings, gives:

‘Te propones convertirte para mi en una extrafia, vivir bajo mi mismo

techo exclusivamente como institutriz de Adele, rechazando mis

palabras y mis aproximaciones como si fueras de piedra y de hielo’
(Luaces 1943B).

The Spanish translator not only cuts out the word ‘mistress’ but, by
removing the perspectivism of the protagonist’s inner thoughts, makes
the state of ‘rock and ice’ a simile of Rochester’s for the distance Jane
may take from him, not a staging of the inner doubt in Jane’s own
passionate consciousness, as she struggles in the double bind between
her amorous passion and social convention.

In fact, even when the erotic passion is attributed to Rochester
himself, with the description of his physical movements often
providing the necessary suggestion, there is a radical difference in
the ways Antonini and Luaces translate for their respective Latin
American and Spanish contexts. Take one last scene, from Chapter 23:
Rochester has now proposed to Jane and for the first time we are given

65 JE,Ch.27.
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a description of physical contact between the lovers, in which she by
no means rejects his advances. The original reads:

‘Come to me — come to me entirely now,” said he; and added, in
his deepest tone, speaking in my ear as his cheek was laid on mine,
‘Make my happiness — I will make yours.’

‘God pardon me!’ he subjoined ere long; ‘and man meddle not with
me: I have her, and will hold her.’

‘There is no one to meddle, sir. I have no kindred to interfere.’

‘No — that is the best of it,” he said.

Several of the highlighted expressions of Rochester’s are racy for the
period, revealing literally the intensity of his amorous passion and
implicitly the desire for sexual intercourse. His ‘God pardon me!’ thus
refractsin other directions apart from the secret he still keeps. Likewise
with what follows, the suggestion that for this passion to be realised it
is desirable to be free of the pressures brought by traditional family
ties, something that is expressed with seeming innocence by Jane,
for whom this absence is consubstantial with her development as an
independent woman against adversity — ‘There is no one to meddle,
sir.Thave no kindred to interfere’ — but which Rochester reformulates
into a kind of aside with various underlying implications: ‘No — that
is the best of it

Antonini not only preserves the whole passage but, as we would
now expect, employs his usual resources to emphasise the passion and
some of the double meanings:

— Ven a mis brazos, ven ahora... dijo, y estrechdndome la cabeza
murur6 a mi oido: — Haz mi felicidad que yo haré la tuya. iDios
me perdone! — afiadié — ; y que los hombres no se me traviesen. Te
poseo y te poseeré.

— No hay nadie que se resista — dije —; yo no tengo parientes
que puedan pretenderlo.

— 8i, y eso es 1o mejor — dijo. (Antonini 1941B).

Although Antonini leaves out ‘entirely’ at the beginning of the passage
as a whole — ‘Come to me — come to me entirely now’ —he adds
one of his usual ellipses — ‘Ven a mis brazos, ven ahora...” (‘Come to
my arms, come now...”) — highlighting what is left unsaid, what the
surrender implies. This is reinforced by his emphatic translation of
Rochester’s ‘T have her, and will hold her’ as ‘Te poseo y te poseeré’ (‘1
possess you and will possess you’), just as Jane’s ‘There is no one to
meddle, sir’ becomes ‘No hay nadie que se resista’ (‘There is no-one
to resist’), giving it a bolder tone than the original.
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Luaces, whose version, it should be recalled, is at least fifty percent
longer than Antonini’s, cuts out most of the scene here, removing the
idea of total surrender and the other sexual overtones. He leaves just:

— Ven, ven conmigo —y rozando mis mejillas con las suyas y
habldndome al oido, murmuré — : Hazme feliz y yo te haré feliz a ti.
(Luaces 1943B).

Besides playing down the initial request for total surrender with
his rendering ‘Ven, ven conmigo’ (‘Come, come with me’), Luaces
symptomatically excises both the idea of divine forgiveness associated
with the extramarital relation with Jane and the idea that the absence
of traditional family ties creates the opportunity for amorous union,
aspects that would undoubtedly have been subject to censorship by
the guardians of the family values and female chastity promoted
in Franco’s National-Catholic programme. (One can see in fact how
Luaces cuts throughout the novel the references to or justification of
Jane’s development away from family and social ties; expressions such
as ‘I am absolutely destitute’ and ‘Not a tie holds me to human society
at this moment’, or, more emphatically, ‘Some of the best people that
ever lived have been as destitute as I am’,% are all symptomatically cut
by Luaces — who does translate the passages where these sentences
appear, though — an omission that can also be explained in terms of
their allusive refraction as a more general description of the situation
of opposers to Franco’s regime).

In the light of this, the obvious differences between Antonini’s and
Luaces’ pioneering versions when it comes to refracting the potential
of Jane Eyre for female emancipation, both in the book’s proclamations
of women’s rights and in the scenes where Jane’s amorous passion
and the sexual freedom it can potentially give rise to are manifested,
show the extent to which they were aware of the role the novel could
play in this respect for a contemporary readership, on both sides of
the Atlantic. On the one hand, certainly, in no area so much as that of
female emancipation do we find such radical, systematic differences
between the versions produced by Antonini (1941) and Luaces (1943),
for while the South American version betrays obvious efforts to
emphasise the novel’s emancipatory and erotic potential, consistently
with the way it was marketed as a romantic bestseller (Jane Eyre) and a
Bildungsroman depicting awoman struggling against social convention

66 See JE, Ch. 28, and Ch. 19.
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(Rebel Soul), it is in this very area that the Peninsular Spanish version
evinces the greatest self-censorship, with Luaces moving carefully so
as not to attract the attention of the guardians of Francoist orthodoxy.
On the other hand, however, whether the erotic passion and potential
for female emancipation in jane Eyre were played up or concealed in
the Spanish translations, its liberating effect would be strongly felt by
readers who were able to understand, on both sides of the Atlantic.
For them, it would be enough to consider the work’s authorship and
engage with its plot as a novel of a woman’s development in the face
of social adversity to extract its transformative potential.

For, ultimately, it is not only the protagonist’s more explicitly
rebellious attitudes towards female submission, which the translators
could transform at will as has been seen, but also the female
individualism characteristic of the Protestant tradition, which defines
its authorship, pathos, and plot in ways that could not be changed
by the translators, that would refract Jane Eyre as a manifesto of
female liberation in the new Hispano-American context. Before even
opening the translated volume, it was enough to be presented with a
work by one of the ‘Bronté sisters’, who by the mid-twentieth century
had acquired a symbolic aura directly associated with their status as
‘women writers’, to feel an emancipatory potential (redoubled among
informed readers by the awareness that, from Jane Austen to the
Bronté sisters and George Eliot, women writers had made the decisive
contribution to the English novel in the Victorian era). Then, focusing
on Jane Eyre in particular, the emancipatory refraction intensifies
when one considers its plot as a kind of Bildungsroman of female
liberation, its presentation of woman’s individual triumph over
social adversity, which would have produced its own differentiated
harmonics for those living in Francoist Spain, with its regressive
female policies, and those living through the earliest conquests of civil
rights in Latin America.

Indeed, the very Protestantidea ofanindividual directly responsible
for her acts, embodied in this case in an emphasis on a woman’s will
as a path to gradual spiritual growth — ‘seized against your will’,
Rochester recognises, ‘you will elude the grasp like an essence’s” — will
have been regarded in the mainly Catholic contexts of South America
and Spain as a model for female emancipation. In other words, the way
a female orphan becomes a mature and responsible woman through

67 JE,Ch.27.
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a combination of rebellion and learning experiences comes through
in the Spanish translations as a model of individual behaviour and
responsibility that not only subverts traditional male domination
and traditional ideas about the family space as the exclusive realm
for female growth and fulfilment, but also the Catholic emphasis on
hierarchy, whereby priests impose control, penance, and absolution.
If one of Bronté’s bétes noires was the priestly control of women’s
education — ‘given up independence of thought and action into the
hands of some despotic confessor’, ‘conjured by Romish wizard-craft’
(The Professor, Chapter 12) — it was precisely this liberation of women
from the Catholic hierarchy, Catholic tutelage, and Catholic education
that was explicitly and repeatedly identified in twentieth-century
Hispano-America as a prerequisite for obtaining and sanctioning full
civic rights for women.5®

It is this significant change of context, then, in which the Protestant
individualism staged by thenovelisrefracted asarelative emancipation

68 This issue of the power of Catholic priests over women created paradoxical
situations in both Spain and Latin America, where female suffrage was
supported right across the political spectrum, whether out of principle or
pragmatism. Thus, in Chile, where intellectuals had upheld women’s right
to vote since the beginning of the twentieth century as part of their civic,
cultural, and educational emancipation, that same right was also upheld by
sections of the Conservative Party allied to the Church in the hope that it
would work in their favour, given that women received a Catholic education
(in fact, the Conservative Party was the first to present a bill to bring in female
suffrage, in 1917, and this was rejected by the centre-left, which feared that
the generally Catholic education of women would favour right-wing parties
in elections). A similar argument against female suffrage was put forward
by some Spanish Republicans: giving the vote to women would lead to a
conservative and theocratic state, they thought, because of the influence of
the Catholic Church on women’s education. Even Victoria Kent, the Spanish
lawyer and Republican politician — and the first woman to be admitted
to the College of Lawyers in Madrid — argued in 1931, against what she
acknowledged were her own principles, for the female vote to be postponed
because women’s generally limited political knowledge as a result of Church
influence would ensure that they inclined towards the conservatives. As she
summarised it: ‘I don’t think it’s the right time to give Spanish women the
vote. I say that as a woman who at the critical juncture of having to come
down on one side or the other finds herself forsaking an ideal’. (The law was
passed with support from the right, the Spanish Socialist Workers’ Party and
small Republican groups, but the great majority of Republican Action, the
Radical Republican Party and the Radical Socialist Republican Party voted
against it. As was observed earlier, this law conferring suffrage was repealed
by Franco, who would ultimately proscribe all voting rights, for both men and
women).
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from religious male authority and education as such, associated with
the influence of Castilian-style Catholicism, that explains how a novel
written a hundred years earlier (and in which a clear sexual hierarchy
and sexist prejudices doubtless persist) could become a manifesto for
women’s liberation, the Bildungsroman of the ‘rebel soul’ fighting
against the prejudices of tradition and the oppressiveness of society. If
the traditional religious menace was most clearly recognisable in the
formalism of St John — who, in the face of Jane’s resistance, exclaims
‘Your words are such as ought not to be used: violent, unfeminine,
and untrue. They betray an unfortunate state of mind: they merit
severe reproof: they would seem inexcusable’ — Jane’s imaginary of
individual liberation when faced with the pressures of her context
could only be read as an explicit manifesto for women’s emancipation:
‘I am no bird; and no net ensnares me; I am a free human being with
an independent will’.®® It is symptomatic that Luaces’ compressed
version leaves only the first metaphor here — ‘No soy un ave’ (‘I am
not a bird’) — which is somewhat obscure by itself, whereas the other
translation done in Spain in the period, the unabridged one by the
orthodox Pereda, reads ‘nest’ instead of ‘net’ — ‘No soy ningun pajaro
y no hay nido que me retenga’ (Pereda 1947A: ‘I am no bird and no
nest holds me back’) —replacing the image of oppression with a
metaphor of family belonging.

For there is perhaps no aspect of the novel that produces a stronger
refraction in Spanish than these liberation metaphors presented by
the protagonist throughout, which rise to something of a climax in
the imaginary of rebellion against slavery, the passages comparing
the situation of women to that of slaves in need of freedom. Not least
because, as might be expected, this comparison was omnipresent
from the outset of the struggle for equal rights in Hispano-America;
as Gabriela Mistral would put it in the early twentieth century: ‘As
minds are illuminated, her mission and value are beginning to be
understood and she is becoming a companion, an equal, instead of the
slave of yesterday. Compared with her old humiliation, she has already
won significant ground, but there is still much to explore before she
can declare victory’”® Thus, the refraction of new meaning can be

69 JE, Ch. 35, Ch. 23.

70 Gabriela Mistral, ‘La instruccién de la mujer [1906], in Mujeres Chilenas.
Fragmentos de una historia, ed. by Sonia Montecino (Santiago: Catalonia,
2008), p. 97.
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envisioned even in passages such as the following from Chapter 24,
where Jane compares the situation of a woman regaled with all kinds
of unwanted luxuries to that of prisoners in an oriental harem who
should be liberated:

The Eastern allusion bit me again. ‘I'll not stand you an inch in the stead
of a seraglio,’ I said; ‘so don’t consider me an equivalent for one. If you
have a fancy for anything in that line, away with you, sir, to the bazaars
of Stamboul without delay, and lay out in extensive slave-purchases
some of that spare cash you seem at a loss to spend satisfactorily here.’

‘And what will you do, Janet, while I am bargaining for so many tons
of flesh and such an assortment of black eyes?’

‘Tll be preparing myself to go out as a missionary to preach liberty
to them that are enslaved — your harem inmates amongst the rest. I'll
get admitted there, and I'll stir up mutiny; and you, three-tailed bashaw
as you are, sir, shall in a trice find yourself fettered amongst our hands:
nor will I, for one, consent to cut your bonds till you have signed a
charter, the most liberal that despot ever yet conferred.’

‘I would consent to be at your mercy, Jane.’

‘Iwould have no mercy, Mr. Rochester, if you supplicated for it with
an eye like that. While you looked so, I should be certain that whatever
charter you might grant under coercion, your first act, when released,
would be to violate its conditions.’

Jane’s refusal to accept the presents Rochester wants to give her, which
for many of Bronté’s English contemporaries would have constituted
a scene not devoid of flirtation, could be (and increasingly was)
construed in the new twentieth-century Spanish-speaking contexts as
a scene of resistance to the traditional image of the woman dependent
on the will, praise, and respect of a man, valued for her beauty as an
adornment to him. In fact, several of the motifs making up this quasi-
allegory of the slave in need of liberation take on clear and immediate
cultural and political overtones, including the mention of a ‘liberal
charter’, which Luaces capitalises as ‘Constitucion’ in a suggestive
rendering of the phrase — ‘una Constitucion tan liberal como jamas
déspota alguno haya concedido’ (Luaces 1943B: ‘a Constitution more
liberal than any despot has yet granted’) — writing once more between
the lines for his local readership, while there are further echoes with
the struggle for equal civil rights in the South American republics,
liberated barely a century earlier from European imperialism.
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Empire Refractions: From Savage Slave to
Gothic Ghost

The imaginary of slavery staged in Jane Eyre had a strong refraction
not only due to its significance for female emancipation, but also in
terms of the criticism it activated of European colonialism and the
racial prejudices that fed it, towards which there was a particularly
acute sensibility in Latin America, leading the translators into Spanish
to make variously drastic and deliberate transformations. Certainly,
as one focuses on the original Victorian British context, when there
were colonies from the Americas to India, all further applications
of this slave imaginary to Chartism and industrial capitalism would
have been lost on the twentieth-century Spanish-speaking reader,
including the echoes and condemnation of ‘white slavery’, which
would have given the original English novel, appearing only a year
before the 1848 Revolution, certain subversive overtones, however far
its author was from seeming to be a revolutionary in this respect. But
Jane’s episodic denunciation of slavery throughout the novel takes on
a new meaning when read either from the perspective of the former
colonial territories of Latin America, now emancipated republics, or
from the perspective of the old colonial power, Spain, where Franco’s
National-Catholic programme had renewed its universalist imaginary
of imperial evangelisation. (As Luaces parodically summed it up in the
article ‘Feminism and Shamelessness’ quoted earlier, when confronted
in his youth with a similar renewal of imperial evangelism during the
dictatorship of Primo de Rivera: ‘Spain is a nation upon which God has
conferred the highest governing and civilising mission that a people
ever received. But if we Spaniards are to be worthy once again to wear
the crown of dominion on our brows, it is indispensably necessary for
us to extirpate from the fertile garden of our land the weeds of foreign
influences, feminisms, and all other pernicious isms’).”

Already a scene such as the childhood episode in which John
Reed’s cruelty and violence are likened to those of slave drivers and
Roman emperors — “Wicked and cruel boy!” I said. “You are like a
murderer — you are like a slave-driver —you are like the Roman
emperors!”7? — refracts in a symptomatic manner, superimposing as

71 Ortega Saez, ‘Traducciones del franquismo en el mercado literario espafiol
contempordneo’, p. 103.
72 JE,Ch.1.
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it does slavery on to the quintessential model of imperialism, while
the historical parallels with the contemporary situation are explicitly
brought forward by the introspective commentary that Bronté adds
immediately afterwards, with Jane as her mouthpiece: ‘I had drawn
parallels in silence, which I never thought thus to have declared
aloud’. Suggestive parallels of precisely this kind were activated in the
early translations published in Spain through the rendering of ‘slave-
drivers’ as ‘negreros’ — ‘{Malvado! —le dije—. Eres peor que un
asesino, que un negrero, que un emperador romano’ (Luaces 1943B);
‘‘Empecatado, cruel! — dije —. {Eres como los asesinos, como los
negreros, como los emperadores romanos!” (Pereda 1947A) — which
not only anchors the image unequivocally in the context of modern
authoritarian rule and imperialism, modelled on Rome, but also in the
trade in humans from Africa, and which finally resonates critically
with the situation of the working class, since the word ‘negrero’ is a
well-worn Spanish metaphor commonly used to denote somebody
who is exploitative in his treatment of those working under him.”

This same type of refraction, where imperial exploitation overlaps
with the exploitation of workers, is activated when Bronté next returns
to the analogy between childhood violence and slavery at the start of
the second chapter, where we find Jane confined to the red room:

I'was conscious that a moment’s mutiny had already rendered me liable
to strange penalties, and, like any other rebel slave, I felt resolved, in
my desperation, to go all lengths.

‘Hold her arms, Miss Abbot: she’s like a mad cat.’

‘For shame! for shame!’ cried the lady’s-maid. ‘What shocking
conduct, Miss Eyre, to strike a young gentleman, your benefactress’s
son! Your young master.’

‘Master! How is he my master? Am I a servant?’’*

Of the early versions in Spanish, Antonini’s in Argentina, which
symptomatically cuts nothing here, is the most emphatic, strongly

73 Antonini misreads the original here, rendering ‘slave-driver’ as ‘cochero
eslavo’,i.e, a ‘Slavcoachman’: ‘{Malvado y cruel muchacho — exclamé —, eres
un asesino, mas bruto que un cochero eslavo y semejante a los emperadores
romanos!” (Antonini 1941B). Gaite’s later translation removes the reference
to African slaves and the work connotations: ‘— jMaldito canalla! —Ile
increpé —. Eres un asesino, un déspota, como los emperadores romanos’
(Gaite 1999A). Hill is more literal, but has a less effective and natural rhythm:
‘{Chico malvado y cruel! — grité —. Eres igual que un asesino, te comportas
como un tratante de esclavos, como un emperador romano’ (Hill 2009A).

74 JE,Ch. 2.
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refracting this overlap between the imperial imaginary and that of
social subjection:

Tenia el convencimiento de que un momento de rebeldia me haria
merecedora de severos castigos y, como una verdadera esclavarebelde,
resolvi, en mi desesperacién, arrostrar hasta el fin las consecuencias.

— jAgdrrela por los brazos, sefiorita Abbot; mire, parece un gato
montés!

— iQué verglienza!, jqué vergiienza! — exclamaba la doncella —.
iQué conducta tan escandalosa la suya, sefiorita Eyre! Golpear a un
joven caballero, hijo de su benefactora! j{Su joven amo!

— jAmo! ;Quién es mi amo? ;Soy acaso una sirvienta? (Antonini
1941B).

Besides the retention of the reference to the rebellious slave, Antonini’s
decision to translate ‘master’ by ‘amo’ (which brings in the senses of
‘owner’ and ‘boss’) reactivates the parallelism between the childhood
scene and social exploitation. This is not done in the two translations
produced in Spain at about this time, however, which render ‘master’
as ‘sefiorito’ (‘young master’ in the sense of ‘young gentleman’),
limiting the reference to the childhood scene in a domestic context.
Thus, Luaces gives:

Comprendia, ademads, las consecuencias que iba a aparejar mi rebeldia
y, como un esclavo insurrecto, estaba firmemente decidida, en mi
desesperacion, a llegar a todos los extremos.

— Cuidado con los brazos, Miss Abbot: la pequefia arafia como una
gata.

— iQué verglienza! — decia la criada —. jQué vergiienza, sefiorita
Eyre! jPegar al hijo de su bienhechora, a su sefiorito!

— ¢Mi sefiorito? ;Acaso soy una criada? (Luaces 1943B).

While Luaces preserves the imaginary of a slave in rebellion at the
beginning, his rendering of ‘amo’ by ‘sefiorito’ at the end dissipates
somewhat the strength of the parallel between the domestic
childhood realm and the social and employment realm. As for the
other version published in Spain during the period, Pereda cuts out
some expressions: this is rather surprising, on the face of it, given that
hers is an unabridged translation, though less so when her relative
orthodoxy is considered. She gives:

Comprendia que aquellos instantes de rebeldia me traerian
consecuencias funestas, y en mi desesperacion, estaba decida a llegar
al final.

— iSujétale los brazos, Abbot! {Parece un gato rabioso!
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— Sefiorita, qué verglienza, qué vergiienza haberse atrevido a
pegar al hijo de su bienhechora, que es todo un caballero, a su sefiorito!

— ¢Por qué va a ser mi sefiorito? ;Es que soy una criada? (Pereda
1947).

Repressing any imperial and social refraction that might take us away
from the childhood scene as such, Pereda not only translates ‘master’
as ‘sefiorito’, but excises the imaginary of the rebel slave. In Spain, only
the post-Franco translations by Gaite and Hill convey the passage with
a completeness equivalent to that provided by Antonini in Argentina
in 1941, in circumstances where the refraction would connect more to
the situation of ‘maidservants’ than to liberation in a colonial context.”

More broadly, although Jane Eyre betrays many of the middle-
class social and racial prejudices which lay at the heart of both
the exploitation of the working class and the slavery that upheld
nineteenth-century British imperialism (and European colonialism
more generally), theserefractin a quite different manner and direction
through the transformations wrought in the Spanish versions over
time, a refraction that becomes once again particularly significant
when the decisions taken in Latin America and Spain, respectively,
are compared.

Thus, the early translations published in Spain, unlike Antonini’s
in Argentina, make no difficulty about reproducing clichés
concerning the relations between European nations, as when Jane
chauvinistically contrasts the supposed constancy of the English to

75 These unabridged translations published much later in Spain give:
Me daba cuenta de que algunos instantes de rebeliéon ya me habia hecho
acreedora de extrafias penitencias y, como cualquier esclavo rebelde en mi
caso, decidi, llevada por la desesperacidn, llegar todo lo lejos que hiciera falta.

— Sujétele bien los brazos, sefiorita Abbot; estd igual que un gato furioso.

— iQué bochorno! — gritaba la doncella— ;no le parece una conducta
bochornosa sefiorita Eyre, atacar a un muchacho que ademads es hijo de su
bienhechora? jA su joven amo!

— ¢Amo? ;Por qué va a ser él mi amo? Yo no soy ninguna criada. (Gaite
1999A).

Era consciente de que un s6lo momento de desobediencia me habia
reportado un injusto castigo y, como cualquier otro esclavo rebelde, estaba
tan desesperada que habria hecho lo que fuera para escapar.

— jTomela por los brazos, sefiorita Abbot! {Parece un gato salvaje!

— iQué verglienza! jQué verglienza!l — exclamaba la doncella de la
seflora —. ¢Como se ha atrevido a golpear al joven sefiorito? jAl hijo de su
benefactora! jA su sefior!

— iMi sefior! ;Cémo va a ser mi sefior? ;Acaso soy una criada? (Hill
2009A).
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the supposed fickleness of the French. Prejudices such as ‘a sound
English education corrected in a great measure her French defects’,’
summarising at the end of the novel the way in which Adeéle has
apparently been transformed from a frivolous and capricious young
girl into a docile, good-tempered and well-principled woman, are fully
reproduced in the mid-twentieth-century versions published in Spain
by both Luaces — ‘una sana educacion inglesa corrigio en gran parte
sus defectos franceses’ (Luaces 1943B) — and Pereda — ‘una sdlida
educacion inglesa, que corrigid, en todo lo posible, los defectos
propios de la educacion francesa’ (Pereda 1947) — a passage that
would certainly have chimed with the animosity towards France of
Francoism (onomastic paradoxes aside): ‘Are we to measure Spain,
severe, virile, noble, conquering Spain, by the same yardstick as the
frivolous French?’, as we read in Luaces’ own parody. In Argentina,
conversely, where the journey through the French language and
French culture (and, more broadly, through the languages and
cultures of a number of other European nations) had since the
Romantic period been part of an explicit programme of liberation
from Spanish literary and cultural colonialism, Antonini completely
omitted this contemptuous prejudice against the French, vaguely
attributing Adele’s faults to her personal ‘inheritance’ (i.e., it is hinted,
to the habits of her dancer mother): ‘la perfecta educacion inglesa
que habia recibido le corrigié los defectos heredados’ (Antonini
1941B: ‘the perfect English education she had received corrected her
inherited defects’). This kind of transformation is also found in the
translations published in Spain much later, in the post-Franco period,
with both Gaite and Hill watering down the anti-French prejudice by
attributing the defects once again to Adéle’s personal constitution:
‘La sélida educacion inglesa corrigio en gran medida sus defectos de
origen [her defects of origin]’ (Gaite 1999A); ‘los sélidos principios de
la educacion inglesa fueron corrigiendo los defectos de su naturaleza
[the defects of her nature]’ (Hill 2009A).

Where racial prejudices towards non-European peoples are
concerned, meanwhile, all the early Spanish-language translations
curtail or omit them, even when the word ‘race’ was used to mean
(as the Spanish word ‘raza’ also commonly was during the first half of
the twentieth century) ‘feature’, ‘family’, ‘nation’, or ‘humanity’. Thus,
an expression of Rochester’s such as ‘Her family wished to secure me

76 JE, Ch. 18.
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because I was of a good race’, used to explain why the Mason family
wished him to marry Bertha, is stripped of all its racial overtones
when translated into Spanish.”” The most extreme suppression, as
we have learned to expect, comes from Antonini in Argentina, who
does translate this whole passage containing Rochester’s explanation
to Jane, but cuts out precisely this sentence about Bertha’s Jamaican
family being pleased by his ‘English race’. The early Spanish translators,
for their part, although they did not cut out the sentence, restricted
the implications of ‘race’ to social genealogy: ‘Su familia deseaba
asegurarme, porque yo pertenecia a una casta ilustre [illustrious
caste, heritage]’ (Luaces 1943B); ‘Su familia queria engatusarme, ya
que pertenecia a una ilustre casa [illustrious household, heritage]’
(Pereda 1947A). Even when used as a synonym for humanity, in a way
that ‘race’ often was by extension in both English and Spanish until the
1940s, the word tended to be avoided in the translations published in
Spain; thus, a phrase such as ‘he labours for his race’,”® summarising
St John’s missionary task at the very end of the novel, becomes in the
translations ‘labora por sus semejantes [his kind]’ (Luaces, 1943B),
‘trabajar a favor de sus préjimos [his fellow men]’ (Pereda, 1947A),
unequivocally emphasising the Christian universalist imaginary
(the same holds for Gaite’s ‘se desvive por sus semejantes’ (1999)
and for Hill’s ‘mejorar la raza humana’ (2009)). Antonini, however,
in what is a less favourable presentation of the Christian missionary
destiny associated with British imperialism, translates literally this
time — “él trabaja para su raza’ (Antonini 1941B [‘he works for his
race’]) — which refracts differently, also suggesting that St John works
in the interests of his own colonizing nation.

These imperial refractions and associated transformations in the
Spanish translations of Jane Eyre reach something of a climax when
it comes to the colonial conception of the ‘savage’, that European
anthropological invention of the nineteenth century used to describe
a sort of proto-man, characterised by both his cultural backwardness
and his position in a teleology leading towards the civilised European
man, which finds its paradigmatic embodiment in the figure of Bertha.
For when ‘the madwoman in the attic’ is presented as a dangerous
being, a monstrous savage endowed with an enormous sexual
passion, her aura of mystery and characterisation as an absolute

77 JE, Ch.27.
78 JE, Ch. 38.
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alterity, likened at times to either the animal imaginary or the
ghostlike, vampiric gothic imaginary, are defined first and foremost
by her mestizo genealogy (she is the daughter of an English merchant,
Jonas Mason, and a Jamaican Creole, Antoinetta). In other words, she
is defined by the absence of a pure identity, culturally and historically
speaking, by a sort of degeneracy — ‘she came of a mad family;
idiots and maniacs through three generations!” — that contrasts with
Jane’s stable identity and healthy constitution as an unquestionably
white European woman (at least literally speaking, leaving aside for
the moment psychoanalytical interpretations of Bertha as an alter
ego of the protagonist).” Thus, it is not fortuitous, and it becomes
significant in the translations, that Rochester should have married
Bertha in ‘Spanish Town, Jamaica’, just as it is significant that, bringing
together a number of these imaginaries, Bertha’s ‘savage’ cry should
be determined by comparison with that of the largest bird which flies
over the highest South American peaks: ‘Good God! What a cry!... not
the widest-winged condor on the Andes could, twice in succession,
send out such a yell from the cloud shrouding his eyrie’.®

Faced with this particular conception of the ‘savage’, which had been
applied across the board to the indigenous peoples of America — and
which, more broadly, Europeans had used in their discourse to
characterise the exotic cultures they came into contact with on their
colonial campaigns, incorporating them into a supposedly inevitable
evolution running from primitive savagery through gothic-medieval
barbarism to modern civilisation — it is once again symptomatic that,
while the orthodox editions published in Spain tended to stage at least
some of these imperial and racial prejudices, likening Bertha to an
animal, the more dissident ones, as well as those translated in Latin
America, tend to emphasise a more gothic imaginary, the well-known
ghost motifs of British culture that are also present in Bronté’s novel,
likening Bertha to a night spectre.

Take one of the standout moments of the novel in this respect, the
scene where Bertha’s nocturnal visit is described by Jane to Rochester.
Amid the long portrayal in the original, one reads:

79 JE, Ch. 26. For a discussion of the idea of Bertha as an alter ego, see Chapters I
& II above.
80 JE, Ch. 20.
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‘Fearful and ghastly to me — oh, sir, I never saw a face like it! It was
a discoloured face — it was a savage face. I wish I could forget the roll
of the red eyes and the fearful blackened inflation of the lineaments!

‘Ghosts are usually pale, Jane.

‘This, sir, was purple: the lips were swelled and dark; the brow
furrowed: the black eyebrows widely raised over the bloodshot eyes.
Shall I tell you of what it reminded me?’

‘You may.’

‘Of the foul German spectre — the Vampyre.’®!

Confronted with this amalgam of racial prejudice and gothic
imaginary, which the reader of the original would divide automatically
between the actual facts — Bertha’s ‘savage’ face (red eyes, blackened
lineaments, broad dark lips), suggesting a mulatto constitution — and
Jane’s fanciful comparison of her to a spectre, the different Spanish
versions react not only by omitting details, but also by modifying the
words of the description that present Bertha in the light of a primitive
savage, promoting the animal and the gothic rather than the colonial
imaginary. Even Pereda, while generally remaining literal and
orthodox, so that most of the implications of the original come out,
does not allow herself to reproduce the reference to the ‘savage’ as
such, but gives:

— iEspantosa y como un fantasma, sefior! No puede concebirse
nada parecido: la cara, sin color humano; la expresién, de fiera [her
expression that of a wild beast]. {Qué daria por olvidar la mirada
de aquellos ojos sanguinolentos y aquellas facciones ennegrecidas y
abultadas!

— Los fantasmas suelen ser muy palidos, Jane.

— Pues este no lo era; tenia un color amoratado, los labios cardenos
y como hinchados, el cefio de furia y una espesas y negras cejas. ;Sabe
lo que me recordaba sefior?

— (A qué?

— Al inmundo espectro de las leyendas alemanas, al vampiro.
(Pereda 1947A)%

81 JE, Ch. 25.
82 Retranslated into English:

‘Horrifying and ghostlike, sir! It is impossible to conceive of anything like
it: the face, without human colour; the expression, that of a wild beast. What
would I give to forget the look in those bloodshot eyes and those blackened
and swollen features.’

‘Ghosts are usually very pale, Jane.

‘Yet this one was not; it had a purple colour, the lips violet and as though
swollen, a furious brow and thick black eyebrows. Do you know what it
reminded me of, sir?’



5. Representation, Gender, Empire: Jane Eyre in Spanish 359

Pereda’s unabridged translation reproduces the whole portrait of
Bertha’s features (black face, red eyes, broad purple lips, etc.), adding
explicitly that its colour was ‘not human’ (‘la cara, sin color humano’).
But instead of summarising the whole as a ‘savage face’ (which would
be cara salvaje or cara de salvaje in Spanish), she speaks about the
expression of a wild beast (expresion de fiera), pushing the translation
of the word savage towards its original meaning of an undomesticated
animal or plant before it became a conventional anthropological
metaphor to designate ‘uncultivated’ human beings. Thus, instead of
emphasising the image of the lustful, promiscuous and supposedly
inferior inhabitant of the colonized regions — ‘her vices sprang up
fast and rank [...] What a pigmy intellect she had, and what giant
propensities!’,® in Rochester’s words this time — Pereda emphasises
the bestial side, matching the frequent animalisation of Bertha in
other passages of the novel — ‘whether beast or human being, one
could not, at first sight, tell’,** as Bronté puts it when Jane confronts
Bertha in the knowledge of who she is. Luaces, meanwhile, is more
emphatic in his transformations, giving:

— Me parecid horrible. Nunca he visto cara como aquella: una
cara descolorida, espantosa. Quisiera poder olvidar aquel desorbitado
movimiento de sus ojos inyectados en sangre, y sus facciones hinchadas
como si fuesen a estallar.

— Los fantasmas son pdlidos, por regla general.

— Pues éste no lo era. Tenia los labios protuberantes y amoratados,
arrugado el entrecejo, los parpados muy abiertos sobre sus ojos
enrojecidos. ¢Sabe lo que me recordaba?

— ¢Elqué?

— La aparicion de las leyendas germanas: el vampiro... (Luaces
1943B)%

‘What?’

‘Of the foul spectre of German legend, the vampire.’
83 JE, Ch.27.
84 JE, Ch. 26.
85 Retranslated into English:

‘Itlooked horrible to me.IThave never seen a face like that: a face discoloured,
horrifying. I would like to forget that bulging movement of its bloodshot eyes,
its features swollen as though about to burst.

‘Ghosts are pale, as a general rule’

‘This one was not, though. It had protuberant, purplish lips, the brow was
wrinkled, the eyelids wide open over its reddened eyes. Do you know what it
reminded me of?’

‘What?’

‘The apparition of the Germanic legends: the vampire...’
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Luaces, who tried to escape to South America during the Spanish
Civil War, cut out most of the key details that would make the reader
construe the figure as a native of Africa or some other southern or
colonized region, starting with the words ‘savage’ and ‘black’. For, as
regards the way the scene had been received and translated in South
America itself a couple of years earlier, Antonini’s version not only
omits the ‘savage’ reference but cuts even more emphatically to tilt
the scales towards the gothic imaginary and away from the colonial,
giving:

— Me parecio espantoso: nunca he visto una cara como aquélla. {No

puedo olvidar esos sanguinolentos ojos y esas inflamadas facciones!
— Los espiritus ordinariamente son palidos.
—El color de éste era purpura, los labios renegridos y las cejas

espesas y levantadas. Me parecié un espectro, un vampiro. (Antonini
1941B)%¢

As one goes back to Antonini’s pioneering version in Buenos Aires,
then, Bertha’s apparition is no longer simply likened by Jane to a
vampire — ‘Shall I tell you of what it reminded me? [...] Of the foul
German spectre — the Vampyre’ — but actually seems to her to be
one — ‘It seemed to me a spectre, a vampire’— more unilaterally
emphasising the English imaginary of ghosts and spectres that is
deployed at other points in the novel to present the threat of Bertha
at Thornfield: ‘This accursed place, [...] this insolent vault, offering the
ghastliness of living death to the light of the open sky — this narrow
stone hell, with its one real fiend, worse than a legion of such as we
imagine. [...] Iwas wrong ever to bring you to Thornfield Hall, knowing
as I did how it was haunted’.?’ In the refraction of Antonini’s South
American version, then, the threat enclosed in the attic is no longer
that of an anthropological creation, the savage emerging from the
southern seas, but rather that of a mythological creation, the vampire
or spectre inhabiting the misty northern climes.8¢

86 Retranslated into English:
‘I found it frightful: I have never seen a face like that one. I cannot forget
those bloodshot eyes and inflamed features!”
‘Spirits are usually pale.
‘This one was purple in colour, with blackened lips and thick raised
eyebrows. It seemed to me a spectre, a vampire.’
87 JE, Ch.27.
88 The much later unabridged translations by Gaite (1999) and Hill (2009) restore
the ‘savage’ face, but using ‘savage’ unambiguously as an adjective (‘the face
was savage’ in Gaite, ‘the face had something savage’ in Hill), thus no longer
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Some Final Remarks on Literary Simplification
and Cultural Refraction

The refraction of Jane Eyre in the Spanish language was as limited at a
literary micro level, in stylistic terms, as it was strong at a contextual
level, in cultural terms. On the one hand, if editorial policies influencing
the translation of novels into Spanish often promote various forms of
literary simplification and domestication — especially when a book
is recognised as having potential not only as a literary classic for an
instructed audience, but also as a bestseller and youth story, as has
been the case with Jane Eyre — the resulting only partial re-creation of
the characteristic forms of meaning of the English original, eschewing
any stronger poetic insemination of language and corresponding ways
of representing reality, does not preclude an important prismatisation
in Spanish at such an intratextual level. On the other hand, though,
one observes a quite strong refraction resulting from the contextual
differences between the English culture of the mid-nineteenth century
and the respective Spanish and Latin American cultures of the
twentieth, unfolding the potential signification of gender and colonial
motifs in Bronté’s novel in an effective and often differentiated
afterlife in both sides of the Atlantic.

On the face of it, the interrogation of linguistic behaviours as
formal conditions of possibility of representation in the various
kinds of Spanish-language renderings (the relatively unabridged
translations, the edited compressed versions, and the highly condensed
paraphrases), paying attention to the wide spectrum of forms that the
Spanish language enacts or not in response to the lexical, syntactic,
imagistic and musical behaviours of the English novel, reveals at least
three interrelated simplifying tendencies that are relatively common
in mainstream translation, namely (i) a realistic and intentional
semantics, (ii) a literary hypertextualism, and (iii), to a lesser extent, a
relative ideological domestication.

From a semantic point of view, the Spanish translations operate
with an inherited horizon of realism and intentionality. In objective
terms, the meaning is more often than not understood as an ideality
that transcends the linguistic and formal behaviour of the text. In

referring explicitly to the supposedly uncultivated native inhabitants of the
colonies, but evoking someone with a fiery look, an expression like a wild
beast’s, like Pereda before them.
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subjective terms, it is assumed that the apprehension and translation
of this meaning does not depend on a poetic receptiveness towards
the unpredictable effects of grafting the foreign literary forms onto
the Spanish language, but rather on an intentional act that involves
grasping this ideality and then presenting it once again with all the
resources of the new language. This procedure works relatively well at
the basic level of the taxonomy of experience produced by the lexical
networks of Spanish and English (given the partial overlap between
the genealogies of these languages), and likewise in the transmission
of metaphorical imaginaries, parallelisms, and other forms of verbal
imagery that translate more or less effortlessly when it is ideas that
are privileged; but it becomes more problematic when it comes to
syntactic and musical forms, for instance, with the array of stylistic
peculiarities that Charlotte Bronté deploys in the context of the English
language (parataxis, time perspectivism, sound iconisms, etc.) being
disregarded by translators, with some exceptions in Luaces and Gaite.

This is why the general approach can be summarized as
‘hypertextual’. Far from privileging the materiality and behaviour
of Bronté’s idiosyncratic forms of representation, most translators
deploy either a general imitatio, prevalent in the longer unabridged
translations, or an adaptive inventio, prevalent in the more
compressed versions. Whereas the former already involve all
kinds of rationalisations, clarifications and simplifications — very
obviously so in the case of Pereda (1947) and still in evidence with
Hill (2009) — that generate a more straightforward, logical texture
and a more distant representation of the facts, the latter clearly drop
the signifying system of the original. In fact, the only common form
of hypertextualism not observed in a systematic way in the Spanish-
language versions examined here is ‘embellishment’, an absence
which tells us something about the power relations, in literary and
cultural terms, between the Spanish-speaking and English-speaking
countries in the second half of the twentieth century, when British
and Anglo-American traditions had acquired enormous influence and
prestige.

For the same reason, within the typically interrelated domesticating
tendencies, one can observe a certain degree of cultural-ideological
adaptation, a process that may include anything from acts of omission
to stronger transformation of aspects that are dissonant or difficult
to understand for the new readership. As might be expected, the
largest cuts are to be found in the highly condensed paraphrases
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aimed at a young readership, whose translators or editors seek to
turn the novel into an edifying story, transforming any content that
might be potentially dissonant and any phrases that could break the
spell of fiction, even Hispanicising some of the names to make them
more familiar and immediate to the reader. But a slightly different
process of adaptation is also evident in the unabridged translations
and compressed versions, with the difference in ideological-cultural
context between the first inscription of the English original and the
later inscriptions of the Spanish-language versions leading translators
to remove aspects that could offend Spanish or Latin American
sensibilities, such as the characterisation of Bertha as a savage from
colonised regions, while exploiting the novel’s potential for the new
place and time, including its important impact as a manifesto for
female emancipation.

In this sense, having recognised the semantic realism and
intentionality, the literary hyper-textualism and the relative cultural
adaptation in the Spanish renderings of Jane Eyre, one can end by
insisting that the change of the ideological-cultural context activated
a decisive refracting of the work, a Spanish-language after-life to
the English novel that detonated new signification, as has been
seen especially concerning the motifs of empire and gender in their
differentiated reception in Latin America and Spain. It is above all the
effect produced by these gender and imperial motifs that differentiates
the refraction of meaning between the first large-scale reception of
Jane Eyre in Spain and in Latin America in the aftermath of the Second
World War. That is, the differences are to be found not only in the
divergent choices made in the Spanish-language texts, but also in the
significations these texts activate in the different contexts.

Thus, firstly, one can witness the different significance of the
motifs of female liberation. In the context of the struggle for women’s
civil rights in the Latin American republics — where there existed
a separation between Church and State, and where the vote for
women was fought for and obtained in one country after another
from the late 1930s to the late 1950s — one finds that not only the
explicitly emancipatory aspects of the novel, but also a large part of
the individualism characteristic of the English Protestant tradition,
are refracted spontaneously as a manifesto of female liberation. On
the other hand, in the Francoist context of promotion of traditional
Catholic values in a confessional state, translators had to censor
themselves or write between the lines to varying degrees.
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Then, there is the refracted meaning of the imperial motifs — with
symptomatic cases in the treatment of the imaginary of ‘slavery’ and
the racial representations of the ‘savage’, instances where European
power and knowledge had come together to justify the hierarchy
between human beings and territories that are at the root of colonial
conquest — with a certain contrast between the versions produced in
the Latin American countries, liberated from colonialism a century
earlier, and those coming out of Spain, which was redefining itself
at the time as a somewhat backward post-colonial nation among
the European countries, although in both cases effecting significant
transformations when they come to deal with racial prejudices.

Lastly, within Spain itself, there are noticeable differences in
the translations and promotion of the text between Castile and
Catalonia. For among the reasons that the publishing of Jane Eyre in
Madrid during Franco’s dictatorship was quite backward relative to
publishing in Barcelona were not only the death, imprisonment, and
exile of many literary figures during the Civil War, but also the fact
that translating and commenting on foreign works, including one
with the kind of potential for female and colonial liberation offered by
Jane Eyre, can be a very effective way of writing between the lines in
dissident regions under pressure, of projecting one’s own voice onto
others’ at times of political persecution or intellectual repression, as
was the case for literary resistance through translation in Barcelona.
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