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This essay will read Emily Bronté’s Wuthering Heights as part of a process that
redefined the way in 2:57 educated Engl 57:5: and women ::gm]gog their
Emnm;ﬁ&ﬁ: a modern nation. The Q::.J; cnange on which [ want to focus oc-

curred Q::sm the 1830s and 40s while Bronté grew up and did her writing.

>mnoa5m to Leonore Davidoff and Catherine Hall as-well-as E.P. Th ozﬁﬁo:
the same period saw the entrenchment om the modern Eia_m classes and estab-

lished_the wa ol

_they «<oc.3 deal with an o~mm:_w5m clum:  prole mSZi ' During

this period, mnnonn::m to Edward Said, Gayatri ﬁﬁZiA and :r:: others,
English people also began ﬁo. reconceptualize their relation hip as a race lo the
peoples of Africa and Asia.?

Historical mn:o_ 37% has T_<¢: us two .iu_ui,ic

narratives to account for these n_S:mmf in ::w sem c:r Um%micq ,E.rrr s and |
nar ! U 1) L
nﬁwﬁmﬁpﬁk Oﬂﬁ?mbhmabf thmvfpcmm ,:E vamlm::mim that took place

within England as the nation underwent industrialization, and the other tells

of Western Europe’s attempt to dominate :,i::} _that we now locate in the
B e e e

Third World. maozﬂm s novel, as ['am going to reac : took nml in a regional or

ethnic_remapping ¢ of m::mr‘nz::am that is essential to. both narratives and ‘/‘,m.x

nm:‘mm‘ explained by neither one. This rema ing divided the British Isles intol

' a modern _:mnmﬁm urban non m:g what sociologist Michael Hechter refers to as

a celtic or e E:n mm:mrmz

To suggest how Wuthering Heights fit into this long-overlooked chapter of
modern cultural history, let me turn to an example of a popular_Victorian genre
nmcwm mm_: wroﬁ‘ marmmd\ (figure 1). Now any photograph, as Roland Barthes

*  This essay was written while I was on an ACLS Fellowship at the Center for the Humanities, Wesleyan University My
thanks go to Richard Ohmann, Director of the Center: to Susan Davis, for helping me with the folklore: to Andrew
Szegedy-Maszak, for his advice on regionai pnotography: ana to Josue Harari, for noticing the footwork in the
photographs that [ selected.

! Leonore Davidoff and Catherine Hall, Famly Fortunes: Men and Women of the English Middle Class 1780-1850 (Chicago:
University of Chicago Press, 1989); E.P. Thompson, The Making of the English Working Class (New York: Vintage, 1966)

Edward Said, Orientalism (New York: Random House, 1979); Gayatri Chakravorty Spivak, “Subaltern Studies
Deconstructing Historiography” in In Other Worlds: Essays in Cultural Politics (New York: Methuen, 1987); George W
Stocking, Jr., Victorian Anthropology (New York: Macmillan, 1987); Anita Levy, O::; Women: The Writing of Class, Race. and
Gender, 1832-1898 (Princeton: Princeton University Press, 1991).

Michael Hechter argues that, along with Scotland, Wales, and Ireland, certain areas within England were reconceptualized

as an ethnic periphery. The English counties and regions that came to be considered ethnic were those that had

traditionally been organized for grazing and open wasteland rather than for raising crops in enclosed fields. This use of

2+ *_land followed the.“Celtic field system.” Although this system had all but disappeared by the period | am discussing,
Hechter observes that the areas where it had dominated were precisely the peripheral areas that tended to resist the more
common English practice of cereal and grass growing and the more typically English distribution of land through private

- ownership and primogeniture. Yorkshire, where Emily Bronté lived and wrote, was one of those areas [Internal
Colonialism: The Celtic Fringe in British National Devetopment, 1556-19b6 (Berkeley: University of California Press, 1975), 58-
59).
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reminds us, is the memorial or relic of the person or thing whose image it pre-

| serves.  To look at a photograph is to know that the szam and maozdm within

'the image no longer exist outside its frame. At least, they no longer are as they
were at :5 moment when the image was taken, for at that moment object and
image parted ways and pursued entirely different histories. Only certain de-
S:m remain to link the image to the historical world that used to exist oEm_Qm
“the wvoﬁomammr and therefore to the Eo@ 0m its waoazn:o: To make a %::
! photograph, the wroﬂomamem\a exploited this m:c.m,fo: He arranged his sub-
ject—usually a woman—in a potentially otherworldly pose and dress and had
her mﬁmﬁ outside the field of vision while the negative was still. s:amamwamma
The woman’s image remained transparent, mﬁ:ﬁvma of the accidental details
that would tie that image to a specific person, place, or time. But while her
vomv\ remained :m:mwmwm:ﬂ her mcanoz:a_:mm ami&owmn_ :S sense of substan-
tiality within the photographic frame that is conveyed by an image’s opacity.
“To understand the historical impact of folklore and photography, one must
with substance and attempt to

process of nm?mmm:”mzo: A vro”oq_‘m@r Bmaodmrwmm some-

35%%:& th

QG@EQ:W that oEmQ JM its image. The i > image’s oﬁmn_g indicates that

this person or that thing is, in this loose sense, , dead. Rather than death, then,

the transparency of the woman’s image in the mﬁ:: photograph actually indi-
cates that she &mwmnrma herself from that image and, at_ some_point, went on

with_her_life. outside. ﬁrnymmm@wmx.%am:mhmnt. is, in this sense, a vital sign. In

contrast with a photo that is merely bad, the mm:: mhro,ﬁomammr @K.@EHFM"I—%

logic of realism or, in other words, the idea :A\ﬂ the image &mwm:am upon things

which can Um..mmm: 2:7 the eye. The m_u:: ﬁ:oﬁomamwr flaunts photography’s

ability to produce an oEmQ that could not otherwise be seen, because that object
has no existence outside the image. Indeed, the ghost personifies this semiotic
behavior. The ghost turns something old (a body) into something entirely new

(the spirit body) by Tepresenting that thing (or bo y) as something that was
formerly there (namely, a real human being). | am going to argue that together

ﬁom‘mf@mmmma%ro"omnm_ugw brought the same power displayed in spirit photog-
ish Isles.

raph K s

to bear upon the native mmomwm and customs of the Brit

1. Tourism

During the 1830s and 40s, a substantial number of relatively well-to-do
Englishmen began touring the more remote reg.ons of Great Britain in search of
quaint customs and rugged landscapes. Along the way, they vmmms to take notes
on the local folklore, sketch choice bits of scenery, and capture images of rural
life in photographs. By circulating this information among their family,

m, the conventional themes we. mobilize in reading a photograph, from the
of time, that nails an image to the world outside the frame.

Roland Barthes distinguishes the st
punctum, the partial feature, the intrusive accident, the “prick”
The punctum is always a reminder of death. In looking at a photograph, he explains, “1 observe with horror an anterior
future of which death is the stake. By giving me the absolute past of the pose .. . the photograph tells me death In the
future. What pricks me is the discovery of this equivalence. In front of the v__c.owﬁv: of my mother as a child, I tell
myself: she is going to die: 1 shudder, like Winnicott’s psychotic patient, over a catastrophe which has already occurred.
Whether or not the subject is already dead, every photograph is this catastrophe,” Carmera Lucida: Reflections on
Photography, trans. Richard Howard (New York: Hill and Wang, 1981), 96.
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friends, and colleagues, this particular wave of tourists succeeded in portraying
what was then the greater part of the British population as remnants of a
primitive past that lingered on the fringes of the modern nation. When cast in
forms that could be mass ﬁwcm:nm&lzmﬂmq\ travelogue, fiction, and photogra-
phy—this cultural information apparently created a tremendous appetite for
more. The consequences were swifl and brutal. In the early decades of the nine-

teenth century, the expanse of untrammelled countryside seemed limitless. But !

by the close of the century, the tourist had difficulty finding any traces of an
authentic England. One frustrated photographer complained that he had dis-
covered very “few villages and hamlets which seem to belong to past cen-
turies—fresh looking plaster and stucco are there unknown; fashion has not
quite ousted primitive dress, nor Las the din of factories disturbed the sleepy
aspect of the surroundings.”s

-, How can this veneration for the countryside and the ways of rural people be
reconciled with the devastating effects of tourism and its attendant methods of
memorialization on indigenous cultures? Renato Rosaldo’s thumbnail descrip-
tion of the phenomenon he calls “imperialist nostalgia” can set us on a path to
an answer. “Curiously enough,” he observes,

agents of colonialism—officials, constabulary officers, missionaries, and other
figures from whom anthropologists ritually dissociate themselves—often dis-
play nostalgia for the colonized culture as it was ‘traditionally’ (that is, when
they first encountered it). The peculiarity of their yearning, of course, is that
agents of colonialism long for the very forms of life they intentionally altered or
destroyed.5

If one applies this statement to the photographer’s lament for the passing of a
Imore authentic England, striking parallels emerge. The photographer has com-
is what destroyed the
or. Like the “agents of colonialism,” ;/mfnrcﬁomgm:ma
| “uses a pose of ‘innocent yearning’ both to capture people’s imaginations and to
complicity with often brutal domination” (70). indeed, as Rosaldo
explains further, “much of imperialist nostalgia’s force resides in its associa-
tion with (indeed, its disguise as) more genuinely innocent tender recollections

{

jof what s at once an earlier epoch and a previous phase of life” (70). What
Rosaldo fails to acknowledge, however, 1s that nostalgia not only exculpates
those who recollect a former phase of cultural history with such yearning, the
nostalgic recollection also commits the murder in which the tourist and the

photographer, like the ethnographer himself, deny complicity. Indeed,
throughout Great Britain communities that had long been held together by lo-

.. Quoted in John Taylor, “The Alphabetic Universe: Photography and the Picturesque Landscape,” Reading Landscape:
s Country-City-Capital, ed. Simon Pugh (Manchester: Manchester University Press, 1990), 181.

Renato Rosaldo, “Imperialist Nostalgia,”
69.

in Culture and Truth: The Remaking of Social Analysis (Boston: Beacon Press, 1989),
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cal forms of labor were rapidly dispersed by the words and images that memo-

rialized their ways of life.” )

But as one-sided as this form of internal colonialism may now appear to De,
the transformation was not without profound consequences for those who pro-
duced and consumed such words and images. In the manner of the spirit ES.S-
graph, the wholesale transformation of indigenous n.c:znm into _:monamcoy
that could be distributed on a mass basis created an entirely new world om prim-
itive people, places, and things in relation to iEnT :._mB_umH.m .om ﬁ.rm _:mﬁmwm
m.:ﬁmﬂ.\mmam, wwwﬂmﬁormmwmm..ovmmd‘mam.m QEQ.N.:% Eﬁm\w.ﬁn mmmﬁvr@mm‘ Hr‘m mﬂo“r.m‘w_um
Emmmm.ﬂ.\m. I am attributing to dn‘ﬁa:&%mg.: Bronté’s novel dramatizes
the process by which certain textualizing procedures produced a cultural pe-

/" riphery within Great Britain and subordinated that periphery to an English

sumers of such information who situated themselves at the co

core. But_the novel also shows hiow those same procedures changed the con-

re. They evi-

{ently began to identify precisely the features that .‘m,,m,mw&Mm;.m.:ﬂmw..mmmﬁ_m.mm
m,.umlwrmnlﬁl,wm:.w%mmﬁ,w“&ﬂ‘ib t ational,” primitive, d even perverse
selves, and they_

understood that their right to m - others was based on the

not-altogether-secure ability fo master the Other in themselves.

el n‘mﬁ‘mﬁoﬂmmomr‘n‘mmﬁ an_unbridgeable cultural

o

Bronté’s qm@ﬂdm@m m@@wmﬁﬂm

gap between the educated observer an m:smr_wwywmm‘mm,mwwﬁhm,@hwuhmj.mmm*mv\.km:m.:mr

life. His mastery of the very region that was home to the Bronté mw?r% de-
wmzam on his incorporation of local differences through a process that strips the

culture of those details and then reclassifies members of that culture according

o their conformity with or deviance from :gmmﬁwaom,:mﬁmwom:ﬁm@ auwzﬁd the
Emm.‘m‘mmw?mﬂu_‘v\.‘, mV\ Q,mwmmizm people of the local names and Tm.@;m:o:m that
sitiated them within the socio-economic geography of early E:Qmm:%-nw:-
tury England, however, internal colonization :mummoﬂ:ma ammvmgmgm English
culture into one haunted at the core by possible violations of the family model.

od_himself fails to meet that standard. His venture into the north of

Lockwo

mﬂw_ﬂmmﬂﬂwmm dramatizes the EMn‘_chmKom _L‘o‘nwéooa\m stereotyping and desta-
bilizes the classification system that his stereotypes presuppose. .
" In making this argumment, T witl invoke “gender” only once or twice, even

though the relative masculinity and mmawasﬁx.mm phenomena are everywhere

i " lains how rapidly and
7 “The ic Uni 7 . and the Picturesque Landscape,” 180-82, Taylor exp .
e e g is socio-political transformation of the English

" K he
i tourism, and especially amateur photography, wroug s ¢ : :
_:u“mm_n«mnwcma“ﬂm_ww:d_oaﬂvno:.mvmnno_:: of the dismantling of loczl artisan cultures in The Making of the Modern English

Waorking Class, 543-52.
i i i -centu
8 Jonathan Crary implies that models based on spectacle and spectatorship cannot deal mamn:m_m,_x S_EM :ﬁ_mw.w_m_“rmmm o_._w.
culture because they (1l to distinguish the cultural effects of v y from what he calls visuality. Mo

i i isuali
y ask us to thirk of representations of the object world as simulations of what can be seen with the eye. Visuality

ees are not those which could be seen by the eye, however, m<m‘“_
t

ys upon the model of v :. The objects one s e i €
w:owm..z _vrmw are presented to the viewer as if they were :ml_:_.n:hw of ‘.‘:\ Observer: On Sm_a: ﬂi Kaﬂwm‘__“wo_hﬂrmu:ﬁu_zhdum.
Century (Cambridge: MIT Press, 1990), 112-36). In this way Em:m:._v. could —moawm:_thmm <_m<_ o efiegres .
differential system of graphic signs that make sense only in relation to one another. MHQ:M“ e tor i Hiin
technologies could rapidly transform the contents of that system to delete old and mnMQEE_M m.” evecerpading 5511 p
Appadurai points out that, while they gave the consumer a sense that he or she 8..: _Eﬂm T O e thts
information, the same techniques and technologies also shifted and nuanced -.rm midd .m. 5“ et b (-mmfroae o
sold that consumer a notion of what he or she should know, should amm_a..m:a Smmam onn: b e e ambridie
Commodities and the Politics of Value,” Fiction and the Social Life of Things, ed. Arjun Appadurai (Cambridge:

University Press, 1986), 3-63].
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i jssue in the novel. For what I want to say about this narrative is something

m“:_ cannot be discussed when gender provides the primary categories of analy-
glat & , =, Sy R e =2 L G o
By piecing Wuthering Heights together with some of the other cultural in-

. mation that went into its composition and reception, I will be suggesting not

.,E:\,r\oﬂ\ this information was Emﬁ_mnma m:& recorded in gendered terms, but
1lso what happened to the whole notion .3 gender in the process. If masculinity
mmwmnmm on mastering objects by classifying them according to their relative
stility or beauty, then n asculinity, along with the femininity of the object,
vill be called into question whenever objects resist the classification system
hat educated readers bring to bear on them.?

' To trace the lineaments of such a struggle in Wuthering Heiohts, it is necessary
or me to begin transforming the novel from an object of literary analysis into
vhat might be called an cbject of cultural studies. Bronté scholars tend to look
t the novel as a series of enclosures within enclosures, a structure they regard

s symptomatic.of a_female author who withdrew from adult sexuality into the

B e S IS S iy

anctuary of her family, fantasy life, anid finaiiy deal.d Dersistent as this

.mrm&:m of S\:QE:.:W@&m\:m.rmm been, it is not all that difficult to rethink the
ovel’s self-enclosure in terms of the reclassifying activity I have been describ-
1g. All enclosures within the novel are violated. No spatial boundary remains

#mmﬁm:m:mmﬁ Heights, :o‘m;fmzuo‘m,\ nor bedroom, nor qom< nor book, nor

nbidden and ravishes some sacred ground. Think of the moment when

dckwood first approaches the portals mmqgm;ml:m Heights and is attacked
7 one of the Earnshaw dogs. Or when Catherine and Heathcliff peer in the
m,:aoi of Thrushcross Grange only to have Catherine seized by one of the
inton dogs. Or when Linton separates Catherine from Heathcliff and then
Jeeds her decline and death by childbirth. Or when her daughter scales the
all between the Heights and the Grange to keep company with her sickly
Jusin. Or when Heathcliff takes over the Hei hts, elopes with Isabel Linton,
ikes custody of their son, and forcibly marries him off to the second Catherine.

\1s as if the narrative itself is A sequence of boundary violations, each of

) Sara Suleri identifies “the feminine picturesque” as “a longstanding tradition through*which British women in the
¢ colonized subcontinent were required to remain on the peripheries of colonization, collecting from that vantage point
gz um:”urm:__ images of people and place” (75). In analyzing this tradition of writing, sketching, and photography, she notes a
variously double effect that is very similar to the effect of regional literature and images. “For the female as colonizer,”
Suleri explains, “the picturesque assumes an ideological urgency through which all subcontinental threats could be
Ea_uc_.m:._t converted into watercolors and thereby domesticated into a less disturbing system of belonging. Its aesthetic
<ontributes to what Francis Hutchins calls the “illusion of permanence’ in British imperialism: the picturesque becomes
Q:a:.ﬁ:o:m with a desire to transfix a dynamic cultural confrontation intn a cenverting a pictorial imperative
“”Mﬁmwﬂﬁ.qm ommm:.go:wn:cj that mzoim, the colonial gaze a license to no:mm: :m. ab not to see into studiously visual

E:»:E:E:ozm. But, she continues, “the _,_vm:% o.‘ nm:.moaz -- exacts a price of its own; it calls attention to the colon
©On secrecy through an overly efficient obliteration of the possibility that the objects to be represented could pose to

thei;
U.Em: 2uthor an unread cultural threat” (The Rictoric of English India (Chicago: The University of Chicago Press, 1992). 75-

Wem..ﬂ-ﬁv.%wznﬂﬂmckw:mi what is, to my mind, still the best formalist reading of Wuthering Heights, in The English Novel.
o<m:=.“— _%zjn:oz (New <n._, Im,nnm_‘ and xo:,s. 1961), 154-70. It is significant that when Terry Eagleton decided to
Feprody ma_m idea that Bront#'s fiction was something otherworldly and detached from its moment in political history, he
Brongs nm the same ﬂa_um. of her self-enclosure that had m:mr appeal for formalists. True, Eagleton contends that the
m:iw g :_qm.mam Z,w:E certainly have seen a good amm._. of destitution on their own doorstep” [Myths of Power: A Marxist
oppeq m.n Brontés (New York: Barnes and Noble, 1975), 13]. But he nevertheless assumes that political history must have

that doorstep, leaving the Bronté women and their role as authors miraculously outside it.

.

Feam, nor burial ground. Everyone. in the novel crosses at least one threshold

250 NOVEL | SPRING 1992 o -

which makes an entire classification system shudder at the blow and change in

ome profound way to account for the infrusion, Each ferritorial invasion hap-

fica)

pens strictly accord Hmmmf‘no,\:\umnﬁm‘mr and yet each is described as if it were an act
i e R e e e A 7
of rape, pedophilia, necrophilia, or all of the above.!!
SR e IR Wmetan il e e N
One scene in particular, the central scene in Lockwood’s dream, can be read as

a condensation of these episodes. To recover from a canine encounter, Lockwood

retires to a QE?E%&WMM@E tells us, Heathcliff “never let anyone lodge
willingly.”"? Inside the chamber there is “a singular sort of old-fashioned couch
.. [that] formed a little closet” (25). Once secured within this second chamber,

Lockwood enters yet another enclosure: “It was a testament, in lean type, and

smelling dreadfully musty: a fly-leaf @Oamlfmrm"M:mnl@:ozlmﬂmw@wmm:m
Earnshaw, her boo

’

irnsh: ~and a date some quarter of a century back” (26). To this
point, the novel extends the empire of the educated observer into the private
sanctuary of another person, a woman who died some years ago. But the
pleasure’sf looking turns into a nightmare as Lockwood begins to read the notes

that she had scribbled

Dars S

she had sc m the book’s margins. Intent on recovering the powers
and pleasures of a bedroom tourist, Lockwood again tries to make the material
from the book that seeped into his nightmare square with the world as his cul-
Em decides that the violence in the nightmare came from

... the branch of a fir tree that touched my lattice, as the blast wailed by, and
ratiled its dry cones against the panes!

I listened doubtingly an instant; detected the disturber, then turned and
dozed, and dreamt again; if possible, still more disagreeably than before.

This time, 1 remembered | was lying in the oak closet, and I heard distinctly
the gusty wind, and the driving of the snow; I heard, also, the fir-bough repeat
its teasing sound, and [I] ascribed it to the right cause; but it annoyed me so
much, that I resolved to silence it, if possible ...

“I must stop it ...I" I muttered, knocking my knuckles through the glass,
and stretching an arm out to seize the ... branch: instead of which, my fingers
closed on the fingers of a little ice-cold hand! ...

“Catherine Linton,” it replied, shiveringly ... “I'm comie home, I'd lost my
way on the moor!”

As it spoke, I discerned, obscurely, a child’s face looking through the win-
dow. Terror made me cruel; and, finding it useless to attempt shaking the
creature off, I pulled its wrist on to the broken pane, and ~ubbed it to and fro till
the blood ran down and sonked the bed-clothes: still it wailed, “Let me in” and

maintained its tenacious grip, almost maddening me with fear. (29-30)

Charles Percy Sanger concludes his dctailed anal ysis of the laws governing marriag: and inheritance in Wuthering Heights
with this remark: “There is, so far as know, no other novel in the world which possible to subject to an analysis of
the kind 1 have tried to make” [“The Structure of Wuthering Heights,” in Emily Bronté, Wuthering Heights, cited v.m_c«..s Nw..m_.
How does one reconcile Bronté's extraordinary care in observing the legal restrictions on marriage and inheritance S.:.r
her strong suggestions that many of the marriages and patterns of inheritance that take place in the novel are perverse _m
not criminal acts? We have to assume that while she had a detailed knowledge of English law on these matters, Bronté
was also aware of a compeling cultural system that governed kinship and rights of land use.

Emily Brontg, «<:::,::z Heights, ed. William M. Sale, Jr. (New York: Norton, 1972), 25. All citations to Wuthering Heighls
are to this edition.

-
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I have written about this scene on several occasions, and yet I feel it still eludes teenth-century mo_Z@\J’m.mlm\@\!mhmbwmbhm_JF.anEmmEma ordinary life in most re- i

. 4 e ; 1-C Inall RalSC oreinan et
me. [ cannot say with any sense of certainty if this account.of a dream expands gions of Great Britain as both primitive and obsolete. They broke down working
. . : ~, - ) FEea ! C . _ 5 e T T T =
@mb‘mum.uwwr\m‘x:mﬂwﬁg S consciousness. O‘omm‘: mmw us ﬂo‘noﬂm::uwmwm something | symbolic systems iito representative details. Then they ‘rearranged :i.umm de- ;
= that moBmo:mEAm ro@ioom can never feel or know because his experience is | tails, regardless of Tocal origin and function, under such abstract headings as I
4 narrower and more homogeneous than that cncodca in the British culture he “costume” or “superstition,” which reclassified all such details as signs of cul- d
4 = oaua more - k N,

Eydmm‘f)‘ma:mmm\ on the one hand, and of picturesque charm, on the other. iy

“Tike the coleetionsand Every-Day Books, Thom’s “Folk-Lore” column in The o

confronts/Or does the dream carry us inward from the moors, house, bed, and

book to hitherfo :bmn%:mwm_mwmg.n‘mn‘m‘wmm‘m of Lockwood’s fantasy life? This may

~ beconsidered a rare moment v?:n‘m:m:_.m‘mﬂ:‘.ﬁm.,.mm‘EwT.f&mz we can sce exactly | Athenaeun (1846) gradually converted the symbolic economies of different re- al
how contending ways of making meaning once struggled for possession of the - gions info a coin of exchange among literate men of Teisure, From eighteenth- 12 |
same cultural space. - century éﬂgrmn:m the idea that native customs ol |
wg ;ﬂmm»y_.mnm‘%immgﬂmmmwmgmmqmmmﬁwwﬁ m:d¢mem@hmbﬁm%%b£ﬁﬁa es indicated something much more insidious than the mere lack of elite manners V :
m:@MW@dnl@&wﬂ:ﬂm\MmEamu@m,@ﬁmwnome;nﬁmﬂm‘,ﬁ\.mmm local and mass=mediated cul- . and education. Writing in 1777, for example, John Brand regarded British folk- B
me‘w t ?.wmwm.m*mm;w,}mwwmwﬂMmammh%ﬁm&ﬁ ;E@m@wmJmumm[m‘Wmﬁ@,wWwﬂ. two ways as the relics of pre-Reformation England. This was a time, he claimed, id :
| moments in time, one of which is over; Yorkshire culture belongs to the past. when “a Profusion of childish Rites, Pageants and Ceremonies diverted the Y|
¢ The ghost identifies this earlier moment in time with women and children and, Attention of the People from the consideration of their real State, and kept le
by so doing, provides a spectacle of interiority that incorporates the other cul- them in humour, if it did not sometimes make them in love with their slavish 5,
ture ‘within modern consciousness, as somethin that has been g;o:m:loﬂ\ﬁ Modes of Worship.”!s Nineteenth-century folklorists often saw local customs as I, |
mwmmmWw@%dxmgsm this process in more detail and suggest in more precise terms pernicious in much the same way, and could be quite forthright about wishing to n |
what its political impact might have been, I would like to turn to folklore, an- stamp them out. “Those who mix much amongst the lower orders,” wrote one ly
other Victorian genre that gained momentum at the very time when Bronté was influential collector, “will find in these remote places,—nay, even in our towns ct
preparing to write her novel. From there, I will move into a brief description of and villages,—a vast mass of superstition holding its ground most tena- g
the_regional m‘rogmﬁwmex that became extremely popular along with British . ciously.”'® In such statements, however, the rationale for battling folkways no ac
folklore and Wuthering Heights. longer rested on linking them with the practices of Catholic Europe; nine-
. teenth-century folklore identified the folk as foreign in a distinctively nine- l
IL. Folklore teenth-century way. Regional people did not constitute a competing subculture g’
?:r whom the folklorist, as a representative of mass-mediated culture, en- es
For all practical purposes, folklore got started sometime during the 1820s. By gaged in a struggle for meaning. Folkloristsrepresented the struggle as one that .
the 1840s when Emily Bronté was writing Wuthering Heights, a substantial num- was over by the time it actually Ummm:. They identified indigenous cultures as §"
» ber of people were collecting stories, superstitions, cures, and arcane practices an earlier stage in the development of modern English culture, since those cul- Wm_
! from every out-of-the-way place in the nation and writing them down for tures sanctified precisely the excessive, frivolous, or nasty behaviors that edu- .
v weekly and monthly publications. The influential collector William Thoms can cated English adults had outgrown. B
Ca be credited with coining the term when, in 1846, he described folklore as “a A second and far more positive view of folk culture existed side by side with
vast body of ‘traditionary lore’ floating among our peasantry.”> As consoli- #~  the view that justified wiping it out. Thomas Keightley’s Tales and Popular
dated by Thoms and his fellow collectors, the project always assumed, in the . Fictions (1834) regarded its object of study as a rare and fragile thing that—like
words of Richard Dorson, that “A rude and primitive peasantry fitted natu- , anything whose value was not evident to the ordinary run of readers—was des-
rally into the landscape and intrigued the traveller with their superstitious " tined to pass into oblivion. Keightley situated himself as the lore witness to o
rites and ceremonies.” Turning back to this rather substantial body of writing such primitive beauty: “Yet, though thus despised by the narrow-minded and T
for an account of rural life in the early nineteenth century, the modern scholar intolerant disciples of utility, popular fiction [by which he means “folklore”] v
mm:am remarkably little that qualifies as thc genuine ariicie, even though there has attractions for those whose views are more enlarged, and who love to be- m
isa %ﬂ%ﬁ dce names, local variations of some demon or cure, and hold Philosophy extending her domirion over all the regions of the Human .
specific actions as to the conditions under which such magic was supposed to Mind.”"” Tl.e statement invites us to think of folklore as a precurscr of modern e
work. Yet, through their exchanges in letters and newsletters, and by collecting N
their information in anthologies and what were called Every-Day Books, nine- D
3 Dorson, Peasant Customs amil Savage Myths, 1, 11 ir
13 Quoted in Richard M. Dorson, The Eritish Folklorists: A History (Chicago: The University of Chicago Press, 1968), 83 16 William Henderson, Notes on the Folk Lore of the Northern Countics of En { Border (London, 1866), quoted in David M_.,

1 Vincent, Literacy and Popular Culture, England 1750-1914 (Cambridge: Cambridge University Press, 1989), 156. 1t

Richard Dorson, ed. Peasant Customs and Savage Myths: Selections From the British Folklorists (Chicago: University of Chicago
Press, 1968), I, 1. 17" Dorson, Pea

and miﬂ.ﬁ Muyths, 1, 38
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Satare

:S_lmmmonp_mamﬁmnmm_w:os\_mmmmo::m::Sm::isaéﬁrmmrimami
.oests that, by reclassifying the primitive folk as charmingly archaic
P ,:WRM m:(m:,,‘mm?\mm‘ educated Englishmen could enjoy dominion over them.
# .rumw:.:wm: at primitive cultures should be regarded as the idyllic
T: :\._cmm the modern nation proved to be an effective way of actually de-
”.,:_cc..”rm very thing that such rien as Keightley longed fo-. In the second
Mﬂwnmrm i:mﬁmm:ﬁr century, folklore defined its ::36.: as preserving an au-
.- pre-industrial England." It translated all :oﬂ::% toward the groups
.z:nw%m:% describing into an appreciation—even reverence—for what was
MJ.A_MR. Folklore did not restrict this method of description to cultures that
u‘ in fact stopped working; it also regarded thriving local cultures with']
In this way, it can be argued, folklore wrate many forms of liveli-
4 book-length account of gypsy life in England encapsulates the logic con-
led within this paradox. Entitled Lavengro: The Scholar—The Gypsy—The
¢st, the book was written between 1842 and 1844 and finally published in
.wr the year after the second edition of Wuthering Heights appeared. And like
nté’s novel, this peculiar riix of travel literature, folklore, and fiction ini-
ly outraged certain readers by exalting gypsies at the expense of more re-
ctable people. But eventually it, too, enjoyed immense popularity. The au-
£ suggested the reason for such a turnabout in popularity when he prefaced
account of his travels through rural England with these remarks:

jtalgia.

1 the following pages 1 have endeavored to describe a dream, partly of study,
iartly adventure, in which will be found copious notices of books, and many
lescriptions of life and manners, some in very unusual form.

| The scenes of action lie in the British Islands. Pray, do not be displeased,
entle reader, if perchance thou hast imagined that [ was about to conduct thee
9 distant lands, and didst promise thy<elf viuch instruction and entertain-
tent from what [ might tell thee of them. I do assure thee that thou hast 1o rea-
on to be displeased, inasmuch as there are no countries in the world less
mown by the British than these selfsame British Islands, or where more

i In their introduction to The Invention of Tradition (Cambridge: Cambridge University Press, 1983), 1-14, Eric Hobsbawm and
Terence Ranger describe how the English deliberately created a tradition for the Scots and the Welsh as well as for the
! various territories of India that gave other cultures within the Empire a curious and exotic past, distinct from and
Marginal to that of the English. In focussing on the production of traditions that objectified other people according to
British nomms of the quaint, primitive, or exotic, Hobsbawm and Ranger neglect to tell us how the production of a strictly
: - English Past had defined those “other” British cultures as traces nf a nast that medern Fngland had superceded.

Thoms began his career as a folklorist by apologizing for his subject matter and complaining about the recalcitrance of
local beliefs and customs. But by the time he launched his column in The Athenaeum (1846), he offered as a rationale for
that column these two observations: “—the first, how much that is curious and interesting in these matters is now
entirely lost—the second, how much may still be rescued by timely exertion. What Hone endeavored to do by his ‘Every-
¥ Book'&c., The Athenaeum, by its wider circulation, may accomplish ten times more effectually—gather together the
Infinite number of minute facts, illustrative of the subject [ have mentioned which are scattered over the memories of its
,:ncmmzam of readers, and preserve them in its pages” (Dorson, Peasdnt Customs and Savage Myths, 1, 53). Dorson describes
th atement by Thoms as “the stock grievance echoed by all folklorists (from the inauguration of Thoms's column in
1846 10 the present day)” (Dorson, Peasant Customs and Savage Myths, I, 52).

254 NOVEL | SPRING 1992

strange things are every day occurring, whether in road or streel, house or
dingle.

Thus the author warns his readership that his account of wandering through
the English countryside will resemble an account of foreign travel. He will re-

veal to English readers that much of their nation is a foreign nation in the dou-
ble sense that it is both unknown to them and inhabited by a people
(personified by~ yPsy”) with whom the literate population shares nei-

ther beliefs nor customs. Yet, in contrast with Catholic Europe A\‘Hrmlﬁﬂm/mﬂ\
named in the title), This same nation within the nation is an integral part of
Great Britain and resembles what is most authentic in respectable English
readers themselves. If Lavengro portrays “the nation” as a cultural landscape
littered with a heterogeneous population of foreigners, this strange account also
classifies those strangers and quite literally puts them safely in their place. By
means of his inquisitive eye, facility for languages, and sure-handed pen, the
tourist-ethnographer-author of Lavengro reorganizes all manner of other cul-
tures into types that he can personally see, hear, and master intellectually,
types presumably unfamiliar to the reader’s less educated eye and ear.

Modern England’s incorporation of such a stranger was not without its prob-

lems, however. Native

people and their cultures did not always agree_that

their moment
mxﬁmamocﬁmm in terms of whic

_in_history was over; they did not always._fulfill the charming

ot the reader was encouraged to_imagine them

While it can be argued that many traditional ways of making a living from
land and sea were in fact rendered obsolete by Victorian culture, the Brontés’
fiction also indicates that local cultures continued to govern persénal life in~
many parts of England. The old ways of observing feast days, habits of
m@,ﬁlmr:u and kinship, and methods of caring for the body remained to chal-
lenge the norms of the novel-reading public well after the economies and politi-
cal hierarchies specific to a given region had been dismantled.?! We can regard
Lockwood’s dream as an instance of the conflict that occurred ‘when the n,E::&‘

m.m st mmw%mm,m,ﬂo die and carried on a m::wwum to control BmmE:mm:Mm_bnm_

e -

level. The child’s ghost vmﬁww‘mg?wm_ conflict 6;@?3&@5,ﬁ.‘r‘m.mo:ﬁmgﬁoﬂc‘m |

20

George Borrow, Lavengro: The Scholar—The Gypsy—The Priest (New York: Dover, 1991), Itis worth noting that Borrow’s
extended account of his travel through Wales, entitled Wild Walcs (1862), participated directly in the project that
Hobsbawm and Ranger call “the invention of tradition.” For one of his recent biographers, Borrow was simply a
“Victorian eccentric” who, :cmno:i:m curious about some or other part of the world, simply set out, by whatever means
of transport was possible, to see what it was like” (1). I think it is rather more helpful to regard such men as intel'ectual
- By seeing, they presumed to know, and, by writing down what they had seen, these men sought to establish their

as sensitive and sophisticated observers. | quote at soine | 'ngth from this biographer’s impressions of [ orrow
in order to plant the sugsestion that these impressions could just as eisily apply to Bronté's narrator, for (it seems o me)
she represented Lockwood as the same kind of self-proclaimed intellectual at large: “Borrow’s work is never documentary:
everything he wrole is a tunction of his remarkable character. He is always singularly urbane but his is a brand of urbanity
that alerts the reader to an unsettling ambivalence of tone, sometking that hints, suggests, or even makes blztantly
obvious, that not everylk.ing is being said that might be said. The intr *pid Victorian traveller so frequently writes l.ke an
extrovert that his reader can be quite chagrined to realize he is not.... That Borrow, in telling us so much, refuses to tell us
all makes us inquisitive about his private life” [Michael Collie, George Borrow, eccentric (Cambridge: Cambridge C:?.QR:%
Press, 1982), 1-2).

21 peter Stallybrass and Allon White identify some of the ways in which local customs, especially those that produced a pre-
individualistic understanding of social identity, survived on into the modern age at local sites, in the practices assodated
with leisure time, and in the organization of bourgeois neuroses, in Politics and Poctics of Transgression (London: Methuen,

1986), 125-203.
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| conflict is also a way of incorporating the conflict itself within modern culture,

where it registers as an assault on reason and sentimentality and tends {0 be re- .
garded as a threat to Lockwood’s masculinity. The materials of his dream may 3
resist_his best attempts to internalize and rationalize the ghost, but the novel, ,

moment, where it exists as something that the dominant culture cannot account

for, Tf the ghost places regional culture in the past, then, it also translates tiat
time back into cultural space, albeit a fictional space, so that the moment that

produced Catherine’s book can confront Lockwood’s way of reading Yorkshire
culture and its people. . o ‘

~ What is at stake in Lockwood’s dream, if one thinks of it in these terms?
Lockwood’s dream represents two kinds of violence, the violence of enclosing

being a :oimh m:oiw one (o read z:.m. _.E&mmmmgm lump of cultural information !
as Lockwood’s nightmare—a peripheral territory within the educated mind.

— i e

and confining it to the body, on the one hand, and the violence of ~ _ III. Photography , Ees

cofisCiousIiess and c it , olenc
violating this kKind of self enclosure on thé/other. Lockwood commits violence in I ! . 4 . Fos:
the first sense when he insists on severing the bond of common humanity that ,,,., i ﬂoﬂgm:@ years o-m.o vw?.vam S\:SQSW Eﬁmim ‘mﬂumw%m and n_m:mma 2 por ie.
- ilinks him to the place and to its history, as represented by th2 phantom child. sensation, a number 9.595&5? E.m:mE:D and France Smam.ﬁmﬁ&ow,zm the % o
~/But the ghost causes violence of another kind. It allows the cead to permeate technology for mechanically reproducing images of the countryside and making %
.the plaze, the book, and the name. Not limited to the body of the woman who ! them available to urban viewers. These images put the observer in touch with a as .
. | was supposed to contain it, the essential Catherine enjoys a sinister afterlife in . countryside that was primitive and yet utterly Jpassive to view, These images ela:
TMT\EWM.« What is more, the <ommnm m:nmm:dmmm that omﬂm %\mam hers tend to M:En . W.Hmo mmmwamma Emm oNMﬂMw MHOE ﬂr_mmnoczwqﬂwwﬁde mmﬂ %HWNMWWQMJ W/MW:—M rele
i[other houghts and field of vision. Heathcliff blames Lockwood for 1me. ageota a oorway from a v € calle neit o r :ra
A “ cutting off and shutting out the n.*_:_m. In wo _ﬂom:m\.cacm: man performs a violent WW_MWMN@MMM Mﬂmﬂmumwmmﬁwmwmm MNMM MMM:NM wwvm %M%um% mnw”mnwmﬂwﬂwwmmm MMMA\omM_.ﬂMM ﬂ__:
.4 act of self enclosure. Such people are shallow, heartless, and unreal— dolls” ) HgUl . 7 lo
i the gypsy calls thep. To@.‘ro‘n‘we‘xonawwhn.E,H,,nwm:.ﬁimf\ however, the violence ! Moﬁ Em mv::wm:n M.noHMoEv\ m: Sﬂ-_nﬂ FM Eﬂcm:mzv\ w_mv\mmm M: _ana%i wo_m. _icon
* ' was done when Catherine infiltrated his dream and violated his self enclosure. /| 5@l JagE, e DDjecs van. m@@lw% S for s Daws, sIRDs Of decay, indications phe
Readers tend to think that Bronté tips the scales of meaning in favor of | EwENS the verge of EE:MW ,ﬂw_,msﬂ %5 ;_m Ewmm free ?ﬂ the wv ect ed
Catherine’s ghost. i , and infuse vith ae e, ot then placed it in an album along- 1olo
Lockwood encounters the regional landscape as a tourist, converting that wamrEm crumbling mmnwam.o RIS College Oxford, shelves of <<m:-<wo§ . ra ¢
lAndscape and its occupants into a private aesthetic experience. He takes secret | | DOOks, statues from antiquity, a piece of oE.Enﬁ a leaf, and rmv\m.nmnw with a eur
satisfaction in prying into out-of-the-way places with his eyes. We might | ladder. The volume mﬁwmwwma at booksellers in six paper-covered installments st a
identify Lockwood with the folklorist, except for the fact that he receives a : between June 1844 and April 1846 and was a huge success. The volume appeared i Sco
special pleasure from his tourism, an erotic thrill of The novel provides us ! el WHW\E:.ES the act of seeing. In fact, however, it presented viewers with an ar- I'su
with the basis of a model for this Moﬂd of U_mmmmcam when ﬁrmcmmmma why ‘Q@L} p MMMmOM ON_MM Mrmﬁ Emw noME Moﬁ%lmé%mm:&iﬂzrmf H.m:umowm Uaﬂn%mm. EMm _,Hw.ﬁ _:mc\
Lockwood came to the north of England in the first place. “While enjoying a pe A5 Syhecdoches, broken off and standing in for a whole systemof, .~ . me
month of fine weather at the sea-coast,” he explains, “I was thrown into the ' natural, social, or economic relationships. Much like the ghost, they allowed N dthe
company of a most fascinating creature, a real goddess-in-my eyes, mgﬁm:m ; ouwzwo see vmomﬁc Emmmm\ and things that were no longer really there and cer- £ sc
took no notice of me.... [But] she understood me at last, and looked a return—the !  tainly never coexisted in any other way. o
sweetest of all imaginable looks. And what didTdo7 T confess it with shame— . ; . mbo}wmalwﬁrmam m\mh!m&.m:v\ liked to perform this vanishing act on the very 1| ,/EW
sh icily into_myself, like a snail” (15). Lockwood plays out the same ex- :  forms of labor that sustained most of the population. These images did towork=— "~ = - of
change of glances at least two more times, once with Ownrml:m and then with | | ing people what Talbot’s did to fragile objects; it stripped them of local mean- ho
her daughter. The repetition of this episode makes it clear that what he wants - "ing and utilitarian value; it transformed their means of livelihood along with ng
| is_the pornographic thrill of just looking. The repetition of the episode also - /| the setting, their clothing, and their bodies irto details indicating rudeness and “..L,\
. o — o : I ) o : Fao 3
indicates that he expects the women he encounters to comply. But since women - [ obsolescence H:Q,S@:m_m zEm. appear before us in these photographs, not as in- /. P
il in this novel have the annoying habit of looking back at him, they indicate \ dividuals, but as n::ocm. survivors m.aog an earlier time. Although the calotype | o n.wu“
.»rmépmnm is not his own to E it is not & FiEld oF fsrmmtion Mk and daguerreotype techniques were invented luring the 1830s, by the 1840s both ‘ Ew_w
his cultural categories can master. it e s . S,
il :.. the thrill of ~OOW:—W E.n:nm €s that —OOW:\—m confers power OD.HTm OUmmﬂa\_Sm ‘ 2 “Images of Decay: Photography in the Picturesque Tradition,” O.tober 54 (1990), Wolfgang Kemp attributes the appeal of - ._.”.. . AW,MOQ
.mﬂUhmnw\ nTmH—\ one would ﬂgﬂwp the return of that look Oﬁ@?» to shift power Um.nr” such images of decay to two sources. First, “the admirer of the pict-iresque sets himself apart from the standards of taste of ooan T o £
i . ' . e ! he average co er of art. He adopts a distanced relati e objec! is loo! onsciou: isregardi j
onto the object. But resistance on the part of a subject so objectified does not re-' byt oottt g dtoced e et f sk by ol g et g
MEH mn E.—m MO—:HD& emergence or even HNGOWSZAOS Om that mCUHmﬁﬁ S muOm:uoz. i direction: “The picturesque offers no ready symmetries, no easily identifiable compositional schemes. Recognizing and . . _.Jm
| appreciating these qualities is an important achievement for the adept of the picturesque, perhaps even the decisive T of °

achievement in the process of learning to see. In short, the picturesque is also a didactic prindiple” (108).
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s widely available for use by amateurs and professionals in England and on
“ontinent. Adamson and Hill’s calotype prints of Newhaven fisher women
a1 what happened to the image of regional people as the method became
; lized. These imrages display a conscious s slection of the details of
s; body, and labor that created a regional type anc: set that type apart both
_m?::mn tvpes and from the people who made and consumed ﬁrcﬁcmaw_:n
tes. By keeping themselves out of the picture, E.o»cmamﬁrmam created the
‘ession that the local people in the photograph belonged to another time
e. But Adamson and Hill occasi wally achieved the same effect by insert-
t modern indivi 1

.nggo,omamv_:n frame of reference (figure

e images simply made explicit the political effect of regional photogra-
as a collective ﬁqo%mnwlzmﬂm_v& to make the cotswner of such images see

elationship to the members of regional British cultures as a modern colo-
relationship. These images cast the literate urban individual in the role of
F and mentor to compliant children, completely obfuscating the fact that
the intruder in thejr household, not theyv in his. ‘

tlooking ahead to the EESmSEQ of the 18505, when Wuthering Hewehts

’

A.V...UEEQE% won over the Victorian ?::_cﬁﬁ:;f one can understand these
.@roﬁomamﬁr_.m _.:Smmm as the Gmm::::,ﬁ of a process that further trans-
‘ed the cultural _m:gmmmnm of Great Britain. By midcentury, of course, the
,*e_om.,\ allowing shorter exposure time also made it ﬁ:m,f,_..zc to bring the
fa and its subject matter into the studio. Manv of the same shots taken by
2ur v:cﬂomgﬂrmnm were removed from the rural ?:;.n.ﬁﬁc and restaced
st artificial backdrops in urban studios. A photograph from 1880 :,mm:mm 4)
,wn.o:_.wr fisher girl shows how the artificial setting seeped into the re-
n_wm:v_.mnﬁ. She appears to be just any girl, not necessarily even Scottish, and
bly someone who needs to earn a model’s fee. Her clothes strike one as a
ne and her baskets, as ornamental objects. ﬂo:mmﬂcm::v& her image pre-
the viewer, not with a relic of a passing way of life, but with the memo-

< 4f something that was already gone by the time the photograph was

“The Colleen Bawm”

/.rowmmnm.ﬁr from the 18905 entitled exhibits the saine

ommmamzo:m:mﬁ we find in Wuthe
0 otherwise Unattractive by Victorian stan ards.The Colleen Bawm,”
N& “The White Girl,” refers to a sixteen-year-old Irish girl named Ellen
' who was murdered in 1819 by a local squire and his servant. A story
the fata] beauty of a rural woman was evidently just the sort to m:wwmaw
m,m._wv\m.. and books before providing a title for this photograph. As her
Came to illustrate a sensational narrative, the woman in the b-o~omamv-

. MM.,U Ctely cut off from fer his OTy; she ceased to testify to the condition of
- asant ¢

B Previous frames of reference,
& With T, Colleen Bawm,” T want to consider an extremely popular

Of Victorn:
<E82m: photography that Asa Briggs calis “slightly risqué mate-

i
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rial” (figure 6).23 By eroticizing the image, the mgﬂmm: calls attention to
the same no:mﬂm:mﬂ%ﬂ#m.wﬂdwlﬂ%gmngmw in Lockwood’s dream. In
these peculiarly suggestive portraits, excluded T:B\maq steps forward and
presents itself to the public gaze in the form of a nameless, placeless child. Tt is
important to note how the photogianh taints thi ild, making her more ex-
otic than primitive. A different order of details suddenly “Beckons to—the
viewer, telling him how to classify this image. In contrast with such ethno-
graphic information as the photographs of Newhaven fisher women provide,
the exotic woman is interesting for the body that lies beneath her costume, as
signified by the absence of shoes in “The Colleen Bawin” and, more ovs.:m?m_vs
by the presence of one foot from which the shoe has not yet been removed in the
photograph of the girl undressing.? In contrast with the other photographic \
subjects I have examined, this image of a half-clothed child forces us to ask |
how she became the object of the public gaze; it is Qmm::mq wrong for her to
have entered our field of vision. Although the camera quite deliberately caters

of the blame onto the girl who presented herself to be ﬁroﬂomnmwrma and then
took over our field of vision. Much like the women who shrivel Lockwoo ‘s
aze, the girls in these photographs return the viewer’s Took- By Tefusing to be-
come intransitive objects, they embarrass those who can afford the privilege of
looking. And like the ghostly child in Lockwood’s dream, they challenge the
sentimental frame. In thus returning from the past to confront the viewer within
his own historical frame of reference, these women Ccross over from the primi-
tive, more properly the domain of childrén, into the domain of the exotic. They
intrude into the wor

cumbed to the aestheticizing technologies of mass-mediated culture.

IV. Regionalism

3 Asa Briggs, A Victorian Portrait (New York: Harper & Row, 1989), 139.

A Jacques Derrida begins an znalysis of an argument over the “truth” of Van Gogh's “shoe” painting with the remark,

“we've got a ghost story on aur hands here all right,” in The Truth of Pairtting, trans. Geoff Bennington and lan McLeod
(Chicago: University of Chicago Press), 257. Derrida describes Meyer Shapivo’s critique of Heidegger's reading of the shes
as a conflict between two dif:erent ways of returning the pair of shoes to an absent owner. To say, “the shoes of” is mu-h
the same as saying “the ghos: of” in this analysis. Another but clearly related question is raised by the shoes that both do
and do not appear in the photographs I have been discussing. For example, the Scottish fisher girl is marked as fake by the
fact she is in someone else’s shoes, which consequently shifts our focus aw.y from the owner of those shoes and onto tre
flesh that has no right to fil. them; the truth of the model would becore visible only in a pornographic image thit
removed (rom her flesh the ¢lothing that is not hers, clothing that indeed appears to have no rightful owner. Her flesh
exists in opposition to the truth of bourgeois women, which becomes visible only in portraits that display their economic
status in the clothing that belongs to them—that indeed is their body—or, alternatively in spirit photographs where the
body indicates the absence of any flesh at all.

It is helpful, I think, to consider the emergence of the exotic body in the quasi-respectable genres of travel accounts and
regional photography as much the same kind of phenomenon that Linda Williams describes in Hard Core: Power, Pleasure,
and the “Frenzy of the Visible" (Berkeley: University of California Press, 1989), 39-46. What the appearance of cinema al the
end of the nineteenth century does, according to Wil ms, is “to produce a new kind of body” (45). This body in turn
historically repositions and transforms the viewing subject: “With the invention of cinema ... fetishism and voyeurism
gained new importance and normality through their link to the positivist quest for truth of visible phenomena” (46).
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+ Along with folklore and photography, Wuthering Heights performs the task of

i~ miniaturization. mo:&oﬁm“a?a‘mn nawm_mwmwwmsmﬁm‘m‘mo«mwﬁmc communities :E;

—

e Fa- . g : NE= o D — .
{couid be represented synecdochallv by a couple "of curious practices.

Photography Hfe-the same thing ang then redluced its object in size. Seeking otii
the odd detail, it too had a way of putting other people in awkward positions.
When staged in ihis way, they resembled children who survived from a more
primitive time into a modern industrial England. At wﬁ%@@%ﬁﬂl@ one knows

the miniature is nothing but a copy. Photography’s object is at once out there

and-already gonv. It is by thus triu
Stewart tells us, :E,." the Emam‘gm‘m‘o
in which art and technology appear fo conquer even death itself.” To move
outside the frames of ficion and photography and insert those frames them-
selves in history, however, we need to push the logic of miniaturization one
step more. ‘

Although we tend to think of British colonialism in terms of the English con-
quest first of North America and then of parts of Africa and Asia, it is impor-
tant to realize zamﬂf@_mm:‘r?‘m\rmwﬂmuaﬁbm went on inside Great Britain. Of
course, British people had always been fixed to a cultural map. A long tradi-
tion of British travel literature testifies to that fact. But the 1830s and 40s saw
the development of new technologies for reorganizing and reproducing this in-
formation for a mass audience. As a result, this particular remapping of re-
gional England had a strikingly different impact than earlier efforts.No mat-
ter where one went in England, he or shc wa. eitier in the core or at the pe-
riphery. What determined whethér one felt at home or out of place on either
terrain was the kind of pe son one was. Were you someone who consumed fiction,
leafedt through photograph albums, and savored the accounts of local people
and_their customs written by the early folklorists? If not, according to the
emerging classification system, then you were probably the kind of person who
ﬁaabﬁﬂ«mmurmémcv_.mnﬁ matter for such leisure-time ivities. Fiction, folklore,
and photography automatically set regional people apart from™the educated
people Who enjoyed knowing about them .7

These texts also asked the reader to imagine regional people as having ra-
cially different bodies, even though those bodies were not often explicitly iden-
tified as such. In contrast with the people of Africa and Asia, however, these
people were British; they were just not really English. Their flesh may be
slightly darkened in folklore and travel accounts (as indeed Heathcliff’s is),
but primitive cultural practices were regarded as the important cause and
symptom of difference. Ethnic flesh was never half so responsive to self-re-

straint and education as it was to curious superstitions, arca cures, and incom-

mphing over the facts of natt

26 My discussion of miniaturization is indebted to Susan Stewart's On Longing: Narratives of the M

Souvenir, the Collection (Baltimore: Johns Hopkins University, 1984).

ure, the Gigantic, the
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At some point in this essay, it should have b

me apparent that I find it difficult to name the people who were not doing
the classifying. I refer to them as “natives,” igenous peoples,” “lgcal” or “regional” people, the “rural popu -
and occasionally “ethnics.” These are ad edly terrible terms; any such naming will to some degree spa
homogenize, primitivize, and render obsolete those who did ra* helnng o ke ceading public.” Any act of naming to
some degree repreduces the very act of classification [ am trying to analyze. In a very real sense, then, what [ say about the
Victorian classifiers will identify me and many of my readers as their inheritors.

ze,

. Ire, as Susan |
tfers its consumer a [ antasy of omnipotence |

cepmeamr AL s i ey
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m Nmmrm:mww._.mumnmmhm,m. Hrmm:_gﬂm_amvp.rmﬁmrmﬁmaEmim%/\wﬁolm: readers
! conceptualized and, indeed, acted out their relationship to other British peo-
- ple automatically placed those people within another time frame: they be-
longed to an archaic and benighted past that existed in precise contrast with
the enlightened, progressive culture of people who could read novels, take pho-
tographs, and study the relics of an earlier British culture.

Geography designated one’s place on a psychosexual landscape that linked
the place where one worked to the kind of work he or she did. The fiction, folk-

. lore, and photography 1 have discussed characteristically ask us to imagine
D i s of the Jabor peculiar to their geographical location.
1T tools primitive and the end products themselves
- hardly worth the trouble. Detail by detail, the genres that began to flourish in
the 1830s and 40s revised the whole concept of work. Forms of labor that had
stood the test of time and natural conditions capitulated to the printing press
and camera. Turned into something to look af, these forms of labor were set in
m?mfgmnrmiwma production and defined as significantly lacking in the
kind of practicality that translated into money.
To become a modern imperial ‘nation, according to the materials I have been
_¢ examining, Greaf B itain undeérwent an internal cultural division of labor that
i would only be exaggerated with the spread and even the collapse of British
imperialism. This_cultural division of labor established the dialect, religion,

' clothing, sKills, and appearance of a_particular minority of English men and
women as those of Great Britain jtself. By the end of E_NRRE.QE.@HF. we
! mﬁmz recall, such pe wi%rm<.ms,$Wm:.Q§mq both the Heights and the Grange—
“in other words, both of the cultural spaces that compete for the novet'smean-
ing. Anyone who cannot assume a role within the modern nuclear family has

‘ owﬂw:_,w.momﬁ..@mwm.‘mswm%. Let us

~ camera-yhaving spirited indigenous British culture away—saw fit to offer in
its place. In a photograph entitled Lady Argyle dressed as Red Riding Hood, the
effects of miniaturization are immediately apparent in the child’s fanciful ap-
propriation of the dress formerly associated with the women of British fishing
villages (figure 7). Other family photographs staged in the studio transform
the landscape and labor of regional Britain into a patently artificial backdrop
for the bourgeois mm::_v\.E&\amb\vomgan/m_OnE people used to be, tools are
reduced to toys, and pets occupy the space once reserved for the livestock on
which most regional families denended for survival (figure 8). These forms of
minizturization turn regional culture quite literally into the childhood of urban
man. ..o
Die

T

rmﬁvczm.[\mﬁmﬂm&owm empowered by the camera turn its gaze

igu is especially helpful when it comes tc calculating what
s I = upon themselves.
Other people do not do this. “Of the photographs showing [niddle-class] peo-
ple,” observes Bourdieu, “almos’ th ee- ters show groups and more than
half show children, either on their okvn or with adults,”2¢ He contends that the
@roﬁ\omr\_‘mﬁrvy of 25‘ mmE:me\Emlm does not reveal afstructure of feelir
——— — = s —— = \ e
Pierre Bourdieu with Luc Boltanski, Robert Castel, Jban-Claude Chamboredon and Dominique Schnapper, Photography: A
Middle-brow Art, trans. Shaun Whiteside (Stanford: Stqnford University Press, 1984).

:m“z.ﬂmﬁ
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pause briefly, then, and consider what the
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T

< )
Jy exists so much as :‘Umc(@WUJ:E,,\E%»E for family feeling. Indeed, as

Emily as well: “Nor was it natural that it should be otherwise; the author be- :
ng anative and a nursling of the moors” (10). Once the preface to the 1850 edi- .|/

A o,&\madmav\ group to _‘uwoem capable . . : ‘
% i society, the bourgeois family could be said to exist by virtue of verbal and
goan SOCELy, & B — e e

cual images that produce the teelings necessary for its survival

Ol susta _.‘:_wvmhmw.\mr.wmﬂ,:« i a modern

tion had sitwated the author of Wuthering Heights within the landscape of her \.\
own creation, something on the order of a cult began to develop around Emily
! h Bronté, and a perspective not that much different from the one frozen in the

‘\\4,,,,..m:mﬁmroﬁ of Haworth parsonage determined the way that literary criticism ,/
‘&, ‘approached her ever after.
g Like Catherine and Heathcliff, she belonged to regional culture. Like them,

#rogressively dispossessed OF most of its traditional functions,” the family
- . 3 C § PP . PE . 2 . e iv
isserts itself by accumulating the signs of affective unity, its intimacy” (26). |

nderstood from this perspective, the family portrait does not capture a feel-
ML,S" was present in the people ssembled for the photograpiiic session. The

7

— —

\mo‘c‘\‘ the author’s way of life and especially her way of writing were memmw_:\ .

out of date. But as her hero and heroine am&msm@mﬂmaw such people could not be’ |
confined to bed, to bodies, ooks because

onfined to , or to books because their identities eluded such forms Z
of incarnation. The mo tern Iiterary tradition has mﬁmaw it very difficult to dis-
tinguish the author's traces from the characters of her fiction, Bonding Emily to |

nostalgia, literary criticism tends to do to ‘

grapher did to his female su jects by strip-

w_wmmm\om private life that m:oﬂomﬁ%ru\.:E:C‘Emﬁ:mw«u‘mm priraary H@Wﬂaﬂq_n:
.no.mmm@\ sources ‘O‘Twoéma,‘mbdﬂ.{ﬁ_mmmcmm.. This is perhaps 2:3 mm.do:? et
{aims, “there is nothing more reassaringand edifying than a 3::_.<. m::_.:f !
1 the unique experiences that give the individuai merory the particularity.
f a secret are banished from it, and this common past ... has all the clarity of a

T

aithfully visited gravestone” (26).

her precisely what the pirit photo

V. Emily’s Ghost ping away the details that would attach them to a place in history. In a spirit

e ﬁroﬁomamn? however, transparency is actually the vital sign that links the
Jnce we see the novel in relation to a process of internal colonialism that traces of the woman to her specific place in zEm..mB:M\.mﬂhwﬁ\mmﬁmpnvi.ba‘mma%
ace Bronté herself in this records the moment of .rmnnwumm#mm.mﬁmwg:w world in which the role of ﬁm«w@ |

parginalized most of regional England, how do we p!

e

iwocess? We can perhaps do so by mefins of the logic T am calling “Entily's server was_rapidly changing. Because she could not redefine herself as
Rhost the same logic that [ abstracted from the spirit n:oﬂomamwr. [n a well- Charlotte did, the author of @::53@..@.&%\5 remained culturally something

Mown photograph of the parsonage at Haworth taken at about the time Emily

like a child at a time Erm:,:o<m.r,m~m.2mﬁm,mcwm0mmn~. to outgrow an earlier iden-

ifonté wrote her only novel, one can see that visitors tn the surrounding ceme- tity and figure out a way omﬂmwbmm m\,\::rm::oam ind mﬁwwﬁmﬁmﬂ ) {

ery did not come there simply to pay their respects to the dead (figure 9). The The world made visible through the collaborative efforts of folklore, fic-

ﬁ?mn well-dressed tourists are too busy looking at something. The garden of tion, and photography is one that requires theorizing. Still somewhat under

aingled tombstones and heather surrounding a place that was reputedly home the sway of late eighteenth-century aesthetics, theory tends to emphasize the

u,_m family of poets, madmen, dying women and their preacher-poet father was perceiving subject and the degree and means of his mastery over the object

vidently something of a spectacle. Surviving into the present time; the town world, as if that world were simply there and could be taken for granted. In a

nd parsonage themselves appear as reduced in size as the traces of girls af- very real way, we encounter a new historical imperative to make things visible

mnnma at birth by an illness that stunted their growth and limited their num- at work in British regionalism, especially in the development of photographic

er of years. The parsonage exists as a tourist attraction on the Yorkshire moors technology and the object choices made by producers and consumers of the chem-

3 this day, its objects riddled through with captions, signs, and relics pointing ically reproducible image. During the 1830s, it became possible as a result of

3 lives that resemble fiction more than history. In short; a text of the very that technology and those choices to imagine England in a brand new way—as

ind I have been describing. an array of cultural types that were not English precisely because they could be

] Imism set Wuthering Heights in relation to the upsurge of interest in local SO objectified. Every day in countless ways ﬁwonomamwzn images testified to the

Jklore and the development of photography, we can see what binds them all fact that most of England lived and loved and looked unlike the English. This

Jgether in a single project. When the reviewers greeted Wuthering Heights information allowed respectable Englishmen and women to imagine themselves ,

Zith Suspicion and even outrage, Charlotte used precisely the textualizing pro- as the elite overseers of a large and heterogeneous brood. The cultures that were |

edures to describe its author that Emily Bronté had used to turn “the outlying thus rendered guaint and primitive came tc be valued much as antiques are—as

tills and hamlets in the West-Riding of Yorkshire” into “things alien and un- things that, having lost their usefulness, can be revalued nostalgically. It can-

m:d..:mn.ﬁw To identify the novel with the region that it represented, she re- not be accidental that as they redefined their relationship to most of their fel-

famed jts _mzammmwm\ much as the studio matting reframed “The Colleen low countrymen as one of core to periphery, this class of educated peonle were |

awm,” as something "rustic all through. It is moorish, and wild, and knotty as also beginning to reclassify both the urbaj poor and the peoples of Asia and

L.T00t of heath” (10). Charlotte’s preface promptly arrogated these qualities to Africa in much the same way. _
,

N@ -
: nrﬁ_o:m Bronté, “Editor's preface to the New Edition of Wuthering Heights (1850),” in Wuthering Heights, 9. ® ‘

i
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llustrations

Figure 1: Spirit photograph, from the Archie
sio1cof Archie Miles,

Miles Collection, Reproduced by permis-
Figure 2: William Henry Fox Talbot. The Open Door, (

of Da Capo Press, 5 division of Plenum Publishing
Nevy, York, NY 1001 1.

1844). Reproduced by permission
Oo%oqm:o? 227 West 17th Street,

Figure 3: D.0. Hjy and R. Adamson, Rep, James Fairpaj
1845). Reproduced by permission of Helmut G
EN.QQW.BEQ. London: Phaidon Press, 1951.

rm and Newhayen Fishwives, (c.
ernsheim, >\Em..m§~.mnmm of Victorian

Figure 4: Scottish Fisher Girl (1880), mq,o-: the Archie Miles Collection. Reproduced by
permission of Archije Miles.

Figure 5::“Ty, Colleen Bawom™ (1900), from the Archie Miles Collection. Reproduced by
permission of Archje Miles.

Figure 6: Chilg C:n:mmmm:m (1865), from the Archie Miles Collection. Reproduced by
permission of Archje Miles.

Figure 7. Lady Argyle dressed as Red Riding Hood, from the Archie Miles Collection.

Reproduced by permission of Archie Miles,

Figure 8: Family Portrait, from the Archie
of Archie Miles,
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Figure 9




