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Prefatory Note 

			Our copy-text for quotations from Charlotte Brontë’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 Brontë’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 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. 

			M. R.

		

	
		
			
Illustrations

			
				
					
					
					
				
				
					
							
							1.

						
							
							A spare chamber. Images of the manuscript (London, British Library, MS 43474–6, vols. I–III), the 1850 edition (London: Smith, Elder & Co.) and the 1897 edition (London: Service & Paton) are courtesy of the © British Library Board. The 1850 edition was digitised by the Google Books project

						
							
							p. 187

						
					

					
							
							2.

						
							
							Dusky pictures. Images of the manuscript (London, British Library, MS 43474–6, vols. I–III), the 1850 edition (London: Smith, Elder & Co.) and the 1897 edition (London: Service & Paton) are courtesy of the © British Library Board. The 1850 edition was digitised by the Google Books project

						
							
							p. 195

						
					

					
							
							3.

						
							
							A wild man. Images of the manuscript (London, British Library, MS 43474–6, vols. I–III) and the 1850 edition (London: Smith, Elder & Co.) are courtesy of the © British Library Board. The 1850 edition was digitised by the Google Books project

						
							
							p. 196

						
					

					
							
							4.

						
							
							Wild and mild. London, British Library, MS 43474–6, vols. I–III, courtesy of the © British Library Board

						
							
							p. 198

						
					

					
							
							5.

						
							
							Enchaining stories. London, British Library, MS 43474–6, vols. I–III, courtesy of the © British Library Board

						
							
							p. 199

						
					

					
							
							6.

						
							
							Blent, lips and head. London, British Library, MS 43474–6, vols. I–III, courtesy of the © British Library Board

						
							
							p. 203

						
					

					
							
							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

						
							
							p. 271

						
					

					
							
							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 

						
							
							p. 275

						
					

					
							
							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

						
							
							p. 277

						
					

					
							
							10.

						
							
							Time Map: translations 1848–53. Created by Giovanni Pietro Vitali and Simone Landucci; © OpenStreetMap contributors, © Mapbox

						
							
							p. 281

						
					

					
							
							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

						
							
							p. 284

						
					

					
							
							12.

						
							
							Time Map: translations 1945–50. Created by Giovanni Pietro Vitali and Simone Landucci; © OpenStreetMap contributors, © Mapbox

						
							
							p. 285

						
					

					
							
							13.

						
							
							Cover image of Jeyn 'Eyr, trans. by Masʿud Barzin (Tehran: Maʿrefat, 1950)

						
							
							p. 430

						
					

					
							
							14.

						
							
							Grouped emotions

						
							
							p. 559

						
					

					
							
							15.

						
							
							Frequency of ‘emotion’ and its near-synonyms 

						
							
							p. 561

						
					

					
							
							16.

						
							
							Difference in frequency of emotion-nouns in English and Italian

						
							
							p. 570

						
					

					
							
							17.

						
							
							Emotional fingerprint (i)

						
							
							p. 574

						
					

					
							
							18.

						
							
							Emotional fingerprints (ii)

						
							
							p. 575

						
					

					
							
							19.

						
							
							Emotional fingerprint (iii)

						
							
							p. 576

						
					

					
							
							20.

						
							
							Emotional fingerprint of Charlotte Brontë’s Jane Eyre

						
							
							p. 581

						
					

					
							
							21.

						
							
							Translations of ‘plain’ and its derivatives in 13 Italian translations, researched and created by Caterina Cappelli 

						
							
							p. 594

						
					

					
							
							22.

						
							
							A prismatic visualization of the data presented in Figure 17, researched and created by Caterina Cappelli

						
							
							p. 595

						
					

					
							
							23.

						
							
							Reprints and re-editions of the Gurova and Stanevich translations, researched and created by Karolina Gurevich

						
							
							p. 773

						
					

				
			

		

	
		
			
				
					
						[image: The General Map]
					

				
			

			The General Map https://digitalkoine.github.io/je_prismatic_generalmap/ Created by Giovanni Pietro Vitali; © OpenStreetMap contributors

			
				
					
						[image: The Time Map]
					

				
			

			The Time Map https://digitalkoine.github.io/translations_timemap/ Created by Giovanni Pietro Vitali and Simone Landucci;© OpenStreetMap contributors, © Mapbox

		

		
			
Introduction

			
				© 2023 Matthew Reynolds, CC BY-NC 4.0 https://doi.org/10.11647/OBP.0319.01

			

			Matthew Reynolds

			Charlotte Brontë’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 ‘distant reading’, as pioneered by Franco Moretti;1 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.2 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.

			So large 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 Édouard 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 ‘l’errant’ [the wanderer] who ‘cherche à connaître la totalité du monde et sait déjà qu’il ne l’accomplira jamais’ [seeks to understand the totality of the world, all the while knowing that he will never manage it].3 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. 

			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’.4 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 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 ‘I’ 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 moves5 — 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’;6 and we agree with Dipesh Chakrabarty in paying ‘critical and unrelenting attention to the very process of translation’.7 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’.8 This volume rebuts that assertion. To read closely means to 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–VIII, 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 serves as an introduction 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 Brontë 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 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 Cláudia Pazos-Alonso’s essay on ‘A Mind of her Own: Translating the “volcanic vehemence” of Jane Eyre into Portuguese’, Ida Klitgård’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: Brontë’s Peculiar Use of Free Indirect Speech, and German and Slovenian Attempts to Resolve It’, Madli Kütt’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 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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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, Kannaḍa, Mandarin, Mexican Spanish, Tamil and Telugu.1 There have been TV series and adaptations for radio, again in many moments, languages and locations.2 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 which interleave Brontë’s text with throbbing scenes of passion.3 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 Adèle. 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.4 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 Sarlā [সরলা] by Nirmmalā Bālā Soma [নির্ম্মালা বালা সোম] and Bēdi Bandavaḷu [ಬೇಡಿ ಬಂದವಳು] by Nīla Dēvi [ನೀಳಾ ದೇವಿ] in 1914 and 1959 respectively, well before it was translated.5 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 Translator (1999) and Aline Brosh McKenna and Ramón 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.6 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’.7 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, 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 Brontë 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.8 

			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.9 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.10 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 (l’écriture de l’autre) parvient à 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 far as to write fragments of our own everyday lives, in short, when a coexistence comes into being.]11


			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,12

			A peculiarity of the critico-creative afterlife that I have just sketched is the 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’,13 and the same is true of translations and responses in all other languages. Together with the (few) studies there have been of them,14 they tend to be treated 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 Cláudia 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). 

			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’.15 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.16


			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 Eyre is 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.17 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.18 

			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 instance19 — 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 paryāy (modalities) of the source text, adaptations, and translations, which all are pariṇām (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 Nūr al-Dimirdāsh, 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-Dimirdāsh’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 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.20


			Yet, if we applied this principle to our corpus, the number of translations would be radically reduced, not because any of them are twice as long as Brontë’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’.21 

			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 [周瘦鹃] in 1925, with the title 重光记 [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’.22 Perhaps the nearest French equivalent is that early French review which delighted Charlotte Brontë, written by Eugène 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. Brontë 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 and then the meaning of the original has been misapprehended, but generally it is well rendered’.23 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 Brontë 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. A range of kinds of text were therefore received under the umbrella term yi 譯 (translation), with重光记 [Chong guang ji; Seeing Light Again] among them.24 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: 孤女飘零记 [Gunv piaolingji; Record of a Wandering Orphan] by Wu Guanghua [伍光建]. 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 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 … l’immense intérêt d’être une porte d’accès à la boîte noire de la lecture individuelle et secrète qui fait que le même livre est non seulement différent pour chaque lecteur, mais qu’il change même à l’occasion de chaque relecture et retraduction.25 

			[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’.26 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 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’.27

			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?28


			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’.29 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 imported many books through translation, wanted to grant as much liberty as possible to translators, as a document of 1876 asserts: 

			För ett folk, hvars språkområde vore så inskränkt, som det svenska, kunde icke ett band på öfversättningsfriheten undgå att verka hämmande på spridning af kunskap och upplysning. Behofvet för ett sådant folk att fullständiga egen litteratur med öfversättningar från utlandets bättre verk vore oändligt mycket större, än det som förefunnes hos folk med vidssträckt språkområde och betydligt rikhaltigare litteratur, än 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.)30


			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.’31 

			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 involvement of readers.32 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’.33 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? 

			
What is Jane Eyre? 

			If we focus on the translations as just defined, that is, on the texts that make a claim to 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. Appātturai [கா அப்பாத்துரை] in 1953, with the title [ஜேன் அயர்: உலகப் புகழ் பெற்ற நாவல்] (Jēn Ayar: Ulakap pukal̲ per̲r̲a 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 Brontë’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 Émile 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 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.34 Examples of translations aimed at the same demographic are those done into Russian, anonymously, in 1901; into Turkish in 1946 by Fahrünnisa Seden; into Italian, anonymously, in 1958; into Greek in 1963 by Georgia Deligiannē-Anastasiadē; into Portuguese in 1971 by Miécio Táti (published in Rio de Janeiro); into Hebrew in 1996 by Asi Weistein (published in HaDarom in Israel/Palestine); and into Arabic in 2004 by Ṣabri al-Faḍī (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 Karsevičius (1983); into Hungarian by Gábor Görgey and Mária Ruzitska (1984); and into Chinese by Guangjia Fu [傅光甲] (2005).35

			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 Brontë’s style, and hence of Jane’s voice. To give one indicative instance: after the 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.]36


			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.37 It was also published in book form in Brussels the same year, and later in Paris, in 1855.38 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.39 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.40 In this context that was itself strangely, dubiously translated, this Revue de Paris published 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 Émile 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.41 

			In shortening Jane Eyre for newspaper serialization, perhaps under pressure of time,42 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 sévère amie’ (‘honoured and austere friend’), but who, in the warmth of narration, becomes ‘ma chère Élisabeth’ (‘my dear Elisabeth’) by the start of Chapter 2.43 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 Brontë’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 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 Brontë’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 Noëmi 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 ‘l’Autorisation de l’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 ‘Bibliothèque 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. Brontë wrote: 

			‘But I feel this, Helen; I must dislike those who, whatever I do to please them, persist in disliking me; I must resist those who punish me unjustly. 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 à Helen que la vengeance était non-seulement un droit, mais un devoir, puisqu’elle sert de leçon à quiconque l’a méritée.

			« Il est aussi naturel de résister à l’injustice que de haïr qui nous hait, que d’aimer qui nous aime, que d’accepter le châtiment quand le châtiment est équitable.

			
—Ainsi pensent les sauvages, et les païens pensaient de même, répondit tranquillement Helen. Mais les chrétiens et les peuples civilisés repoussent et désavouent cette morale.44 

			[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. 

			‘It is 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 Brontë 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’.45 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’). Brontë is sparing of such tags, having unusual confidence in the power of her dialogue to 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; à quoi bon? Avec des nuances plus ou moins prononcées, c’était chez toutes ces fières créatures le même air de calme supériorité, la même nonchalance dédaigneuse, les mêmes gestes appris, la même grâce 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.]46 

			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, après tout assez vulgaire, d’un jeune et riche Anglais séduit par une coquette mercenaire appartenant au corps de ballet de l’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.]47


			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 experience to relate to her dear Elizabeth are merged with the translatorial decisions of Old Nick vis-à-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.48 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 l’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 Brontë’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’.49 In the next chapter she discovers, after a lonely day of 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 Brontë’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’).50 The surge of jealousy which, in Old Nick as in Brontë, 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 that occur as the work re-emerges in different linguistic 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 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 Brontë’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’.51


			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 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 Brontë’s novel, and the changes were welcomed by a journal, the Revue britannique:

			
Plus d’un passage nous a paru supérieur à l’original, car il fallait pour le rendre une certaine adresse, lutter avec des phrases un peu redondantes, prêter enfin au romancier américain le goût qui lui fait parfois défaut.52 

			[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].53

			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 the line taken by Céline Sabiron in Essay 4 below. However, on the larger 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 Época, 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.54 In 1849, ‘Administración del Correo de Ultramar’ published a Spanish translation of Old Nick’s French version of Jane Eyre, crediting Old Nick (spelt ‘Oldt Nick’ on the title page) as author and making no mention of Brontë.55 This anonymous translation is the text that was reproduced in Chile, Cuba and Bolivia. Through this process the English source has been erased, and Old 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 Old 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 Brontë 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 Brontë’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 Ėĭr, ili zapiski guvernantki [Jane Eyre, the memoirs of a governess] was translated by S. I. Koshlakova from Old Nick’s text.56 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’.57 Such factors include censorship: as we will see in Essay 17 below, by Eugenia Kelbert, Vera Stanevich’s 1950 Russian translation was cut by the Soviet censor, with passages relating to Christianity especially being removed; and as Ana Teresa Marques dos Santos and Cláudia Pazos Alonso show in Essay 9, the 1941 Portuguese translation by Mécia and João Gaspar Simões, which came out during the dictatorship of António de Oliveira Salazar, skipped passages that express Jane’s desire for greater liberty. Meanwhile — as Andrés Claro reveals in 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,58 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 (周瘦鹃), 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.59 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 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.60


			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 surrounds them changes, which is to say, the language that Jane Eyre is taken as being ‘in’.61 

			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.’62 

			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 selfhood can consist of a series of linked experiences together with physical 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 Brontë’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 重光记 are linked enough to, and generate enough shared experiences with, Brontë’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 Übersetzers’ (‘The Task of the Translator’), called its Fortleben or ‘ongoing life’.63 

			The view of the work and its translations being presented here does not reduce the significance of the text that Brontë 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: for instance, the introduction to a recent, 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’.64 As Lawrence Venuti has been tireless in pointing out,65 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 Erín Moure has said,66 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 legittimità, mostrando l’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.67


			[Translation acquires a new legitimacy, 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 d’une traduction à l’autre d’un même texte’ [the transformations from one translation to another of the same text] are ‘à la fois transformations de la traduction et transformations du texte’ [at the same time transformations of the translation and transformations of the text].68 Each translation is an instance of this larger movement by which the work, the world Jane Eyre, is constituted. 

			The translations that I 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 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 Brontë most liked was in French; and, as I will explain in Chapter II, Brontë’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 Brontë 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: 

			‘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.69 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 passion’, 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 ראיתם פעם תמונה משולהבת כזאת [{ra’item pa’am temuna meshulhevet ka-zot} Did you ever see such an ecstatic picture?]

			It1974 Si è mai vista una scena così pietosa? [Have you ever seen such a pitiful scene?]

			F1964 semblable image de la passion! [similar image of passion!]

			Sp1941 ¡Con cuánta rabia! [With so much rage!]

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

			R1950 Этакая злоба у девочки! [{Ėtakaia zloba u devochki} What malice that child has!]

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

			Por1941 Onde é que já 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 Видѣлъ-ли кто-нибудь подобное бѣшенное созданіе! [{Vidiel li kto-nibud’ podobnoe bieshennoye sozdaníe} Has anyone seen such a furious (lit. driven by rabies) creature!]

			
Did ever anybody see such a picture of passion!


			R1849 Кто бы могъ вообразить такую страшную картину! Она готова была растерзать и задушить бѣднаго мальчика! [{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!]

			It1904 Avete mai visto una rabbiosa come questa? [Have you ever seen a girl as angry as this one?]

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

			He1946 ?הראה אדם מעולם התפרצות כגון זו [{hera’e adam me-olam hitpartsut kegon zo} Has anyone ever seen an outburst like that one?]

			Sp1947 ¿Habráse visto nunca semejante furia? [Have you ever seen such fury?]

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

			Sl1955 jeza [fury]

			Sl1970 ihta [stubbornness]

			A1985 هل قدر لأي امرئ أن يرى مثل هذا الانفعال من قبل؟ [{hal quddira li ayy imriʾ an yarā mithla hadha al infiʿāl} Was anyone ever destined to see such a reaction]70


			This moment will be discussed in more 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 Brontë’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 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 Brontë’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 Brontë 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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			Yu JongHo (유 종호) 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’.1 Something similar happened in Croatia, on roughly the same timeline: Giga Gračan and Andrijana Hjuit’s 1974 translation (researched by Sasha Mile Rudan) was modernized by Gračan 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 [李大明] and Jing Li [李晶] 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, which one might loosely say is ‘in Italian’, though it is so closely based on the French of Noëmi 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 foglie3 

			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 verità, 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 giù per il boschetto spoglio (1946)


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


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


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


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


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


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


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


			
Al mattino, in realtà, avevamo gironzolato per un’ora tra gli arbusti spogli (2014S)4


			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.5 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’.6 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 local dialect.7 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’ (which 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),8 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).9 

			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 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.10 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 bilingual dictionaries.11 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:12 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.13 

			A theory of translation, then, needs to start from a point that is conceptually prior to the organization of linguistic variety into 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’.14 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’.15 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.16


			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: 

			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.17


			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 Provençal, as well as all the various dialects that made up what we would now call Italian.18 

			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.19 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 as it is a process of reducing languages 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’.20 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 is not empirically verifiable’.21 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’.22 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’.23 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.24 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 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’.25 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’.26 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’.27 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’.28 The present publication hopes to offer an 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’29 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 Mystères urbains au XIXe siècle: Circulations, transferts, appropriations edited by Dominique Kalifa and Marie-Ève 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).30 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 has been digested. What we offer is — and could only ever be — a partial anthology of views. Each discussion grasps only some aspects of the phenomenon it addresses (as is 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’.31


			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 III, but it may be helpful, in thinking about potential, to open the  Time Map . 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 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 hundred pages of fustian. “Ich wage die Gedanken in der Schale meines Zornes und die Werke mit dem Gewichte meines Grimms.” I like it!’32


			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 Jane is able to hear she cannot understand, no more than ‘sounding brass’ (itself a quotation from a translation, the King James version of the Bible).33 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 Räuber (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 Räuber to Jane Eyre is hazy. The play includes a loving couple cruelly pushed apart, and a fractured family, so perhaps Brontë 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, before long, will be reading out a parallel passage of the Bible.34 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 Räuber, 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, Brontë had made a similar analogy, describing the minds of others as being like ‘hieroglyphical scrolls’, a ‘hidden language’ that needed ‘construing’,35 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 of the opening pages, the way they articulate a performance of selfhood among constraints as Jane is first excluded from the family group, 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).36 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 ….37

			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’.38 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.39


			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.40 

			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. 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 Brontë 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.41 

			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.42 

			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 Adèle and with Adèle’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).43 These two perceptive studies are significant in showing that ‘bilinguality is an important aspect’ of Brontë’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’.44 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 of its use’.45 Jane Eyre explores a range 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 Adèle (‘Mademoiselle, I will repeat you some poetry’), and there are also many indeterminate forms that are pieced into the mosaic of Brontë’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 Brontë’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).46 

			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 sky, ‘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 Brontë’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.47 Either way, though separated from their surrounding language by the inverted commas (which are also present in Brontë’s manuscript),48 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.49 Just as with her writing across the French-English continuum, Brontë 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 …’50 

			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 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’51 — 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.52 

			Brontë’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 Brontë’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).53 While the inversions do not typically reproduce German word order exactly, it is plausible that the encounter with German may have opened up Brontë’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 anzuschließen.[Me had she from this dispensed …] 

			Elle m’avait défendu de me joindre à leur groupe.[She me had forbidden …]

			Ella mi aveva proibito di unirmi al loro gruppo.[She me had forbidden …]54


			Then there is Brontë’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;55 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 Brontë’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.56 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, they and I have a difficulty in understanding each other’s language.’57 Her response, in line with her duty as a teacher, is to train them in Standard English, along with ‘neat and orderly manners’.58 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.59 

			The same ideology transpires in her attitude to Adèle, of whom we are told that ‘as she grew up, a sound English education corrected in a great measure her French defects’.60 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’.61 

			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 Brontë 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 novel is simply labelled ‘an imperialist text’.62 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’.63 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”’.64 Mr Mason’s own accent is described as ‘somewhat unusual, — not precisely foreign, but still not altogether English’,65 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’.66 In any case, her languaging asks to be seen together with Schiller’s German, Adèle’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.67 Meanwhile, St John Rivers pursues his severe 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.68 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.69 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 Brontë’s style. But to move through that world as a character is different: it is to be subjected to the political and social pressures that divide ‘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 Édouard Glissant in the ‘poétique forcée’ (‘forced poetics’) of Caribbean writing: ‘à la fois conscience de la presence contraignante du français comme arrière-fond linguistique et volonté délibérée de renoncer au français’ [at the same time an awareness of the constraining presence of French as a linguistic background and the deliberate wish to reject French].70 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 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 Brontë 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’.71 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 apparaît comme organiquement liée à l’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].72 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 different books have been no less 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 Brontë 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 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 Brontë’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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			Ulrich Timme Kragh and Abhishek Jain1

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

			‘I want you to give up German and learn Hindostanee.’2 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 Brontëan 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 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.3 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.4 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’.5

			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!’6


			Before leaving for Calcutta,7 he finally proposes to Jane, saying ‘Jane, come with me to India’,8 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 not set out to ‘toil under eastern suns, in Asian deserts’.9 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.
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