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The Elements Making Up the Setting of
Emily Bronté’s Wuthering Heights
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Abstract

Emily Bront&’s Wuthering Heights was reputed to be one of the ten great novels in the world
by W. Somerset Maugham in 1948. Similarly, in Norway in May of 2002, this remarkable novel
deserved high praise again as one of a hundred classics of world literature in all times. Emily
Bronté, a talented writer with a vein of stoicism and mysticism. in personality devoted herself to
constructing her only novel. The story of doomed passions set against the gloomy background of
the bleak, windswept Yorkshire moorland at the end of eighteenth century is its most noticeable
characteristic. Based on C. Hugh Holman’s definition, different aspects of the elements making up
the fully and precisely created setting of the novel are presented in this paper. The reason why

Witthering Heights becomes widely acknowledged as a masterpiece is elucidated as well.
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I. Introduction

By and large most novels can be broken up into some elements: setting, incident (or plot),
characterization. theme, style and effect. Setting i1s ““the physical. and sometimes spiritual,
background against which the action of a namrative (novel, drama, short story, poem) takes
place”(Holman 491). Setting in which the characters are created may be crucially significant.
Writers may use it to set up the mood or tell temperament of the characters themselves, either
symbolically or by adopting the characters” points of view towards it. C. Hugh Holman explains
the term precisely and systematically. He labors the point that the elements making up a setting

are:

(1) the geographical location. its topography. scenery. and such physical arrangements as the
location of the windows and doors in a room: (2) the occupations and daily manner of living
of the characters: (3) the time or period in which the action takes place. for example. epoch
in history or season of the year: (4) the general environment of the characters, for example,

religious, mental, moral, social, and emotional conditions.(Holman 491).

This paper will explore how Emily Bronté worked on the setting in Wuthering Heights.
Based on Holman’s definition. it is an amplification of the different aspects of the elements making
up the novel’s setting.

Emily Bronté might have been entitled to be “Shakespeare’s younger sister” because of the
quality of the imagination displayed in her novel—its power, its intensity. and its absolute
originality (Mackay 101). Her only novel, Wuthering Heights, is a book of “extraordinary
intellectual power™(Glen 95) considered to be one of the finest novels in the English langunage. It
was written between Oct. 1845 and June 1846, and p d in Dec. 1847. As Margaret Drabble
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and Jenny Stringer mention, unlike Charlotte’s Jane Eyre. it met more incomprehension than
recognition, and it was only after Emily’s death that it became widely acknowledged as a
masterpiece”’(Drabble & Stringer 72). L. Herlands Horstein depicts that when published in 1847,

ke

Wuthering Heights, an impassioned spellbinding tale. attributed by one critic to a “‘man of
uncommon talents, but dogged, brutal. and morose,” shocked the Victorians. but it made its way
slowly into critical favor” (Horstein et al.. 73).

The novel has been crafted carefully. The setting of Wuthering Heights attracts our attention
because it 1s fully and precisely created for the readers. Irene Tayler suggests that “Wuthering
Heights must be read as visionary poetry whose subject is creative genius itself. in this case
specifically a woman s creative genius”(Tayler 14). Emily worked out such details as chronology.

topography, and dialect with rigorous care. these details create patterns and rhythms that order the

novel internally and direct the reader inward into its visionary center(Ibid 14).
II. The Geographical Location

The place is a strong feature in Wuthering Heights. John Mahoney elucidates that the ways in
which Emily Bronté utilizes the sense of the place add reality and power to the novel. The power
of images of the place is best revealed by the fact that the book is named after the place, not
characters: the farmhouse on the Yorkshire Moors. It is almost as if the place were the main
character (Mahoney 62). The setting of the story is the wild and rugged moorland country of
Yorkshire in the north of England. Janet C. James maintains that Emily has created a feeling of
1solation which makes the events of the story seem more probable (James 88). Freedom is implicit
in Emily Bront&’s descriptions of natural scenery. The moors as background are sometimes
described with love but generally somber and gloomy. They dominate the novel, as in fact they
dominated the author’s life. They connected with wildness and freedom are seen in many guises.
The changeable views of the moors reveal the setting’s hooks of beauty. “In winter. nothing is
more dreary:” yet, “in summer, nothing is more divine than those glens shut in by hills, and those
bluff. bold swells of heath™ (231). The wildness of the moorland. the aspects of untamed nature
that exist side by side with the romantic peace and the beauty of nusty hills and bright summer days
are all the significant features of the settings. As Hilda D. Spear asserts, they are presented in
Wuthering Heights where the weather and the landscape have a profound influence on the course of
the plot. It 1s clear that the moors of Wuthering Heights are much more than an inanimate
background. They are an ambiguous. changeable extension of the characters’ perceptions and
moods, with a significance of their own woven into the text (Marsh 205).

On the other hand. the development of the settir ~ * an active element can be found vividly
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in charting the changing images of the two houses and their powerfully emotional associations.
The two houses (Wuthering Heights —the home of the Earnshaws. and Thrushcross Grange —the
home of the Lintons) are the geographical center of the novel, so to speak. Presenting the place in
a narrow range but with great intensity. Emily convinces the readers that her story “could not have
happened in the same way anywhere else” (Oldfield 62). The prominence of the two houses is
enhanced by her rigid demarcation of the novel’s setting. This limited, single “stage™ on which all
events take place is an important structuring “shape™ in Wuthering Heights (Marsh 125). The two
houses dominate this stage, and each house takes its character from its immediate surroundings.
According to Nicholas Marsh, a brief discussion of each house’s character will amplify his
statement. First, the houses” names are important. “Wuthering” i1s a local term for wild stormy
weather. Marsh analyzes that it 1s “a most suggestive” word which provokes us to think of
“weathering” and “withering,” and has an indefinably onomatopoeic effect, the first syllable being
reminiscent of a gust of wind” (Ibid 9). Lockwood’s commentary is typically elaborate: it is a
“significant provincial adjective, descriptive of the atmospheric tumult™ (4). In contrast, a
“thrush™ is a wvalley bird. a woodland or garden bird with an attractive song. “Cross.” in a
place-name, may signify a crossroads, a place where journeys and people meet. Meanwhile, it
also suggests the idea of Christianity and its conventional church emblem. a cross. “Grange”
means a barn, a storehouse for agricultural produce, representing cultivation, harvest and plenty
(Marsh 119).

Though the novel begins in Thrushcross Grange where Lockwood writes his journal, the
subject of his thoughts 1s Wuthering Heights. As a consequence, the two houses are linked
together from the outset. The difference between the two houses is of paramount importance in
the structure of the whole book. Marsh picks out numerous details of the physical contrast
between Wuthering Heights and Thrushcross Grange as well as their attendant landscapes. He
states that the vegetation around Wuthering Heights is sparse and the houses exposed. Lockwood
describes “a few, stunted firs” which have an “excessive slant” due to “the power of the north wind,
blowing over the edge”(4). The strong prevailing wind has also shaped “a range of gaunt
thorns™(4). The garden and surroundings have an air of neglect, “grass grows up between the flags,
and cattle are the only hedge-cutter” (3). The chained gate signifies a lack of welcome, reinforced
by the fortress-like appearance of the house itself with its “narrow windows deeply set in the wall”
and “corners defended with large jutting stones™ (4). Tts contrast with the Grange is
well-established. Thrushcross Grange is set in a pleasant valley, swwrrounded by “garden trees™ and
“the high wall of the court.” then outside the garden is the wooded “wild green park™ and the park

wall. alongside which runs the road to Gimmerton ar south” (73). Flower plots in place of
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straggling currant bushes, drawing-rooms instead of the “house,” curtains, crimson chairs, white
and gold ceiling, chandeliers--all set 1t apart as an 1sland of luxurious sophistication.

Apart tfrom the general contrasts of the two houses, the other major aspect of style that must be
taken into account is the extraordinarily powerful use of sustained imagery. The most note-worthy
1s the group of interrelated images based on windows, doors, locks and keys. In Patsy Stoneman’s
casebook, John T. Matthews mentions that “Dorothy Van Ghent and others have written insightfully
on the prominence of doors and windows as representations of the minds and spirit’s grasp of
interior and exterior” (Matthews 54). E. L. Gilbert deems that they reflect an idea that crops up
innumerable times during the novels. “the inside-outside” theme: on a simple level windows frame,
for a character looking through them, the scene on the other side (Gilbert 62). He illustrates his
point of view with a lot of examples. First, in Chapter 2, Lockwood within Wuthering Heights
comments: “T approached a window to examine the weather. A sorrowtul sight T saw: dark night
coming down prematurely, and sky and hills mingled in one bitter whirl of wind and suffocating
snow” (12). And then in Chapter 10, Catherine and Edgar look out at the wild moors through a

window of the Grange. just before Heathcliff (in many ways a child of the moors) arrives:

They sat together in a window whose lattice lay back against the wall, and displayed,
beyond the garden trees and the wild green park, the valley of Gimmerton, with a long line
of mist winding nearly to its top ... (the sough that runs from the marshes joins a beck
which follows the bend of the glen). Wuthering Heights rose above this silver vapour: but
owr old house was invisible — it rather dips down on the other side. Both the room and its

occupants, and the scene they gazed on, looked wondrously peaceful. (73)

Specifically, windows play essential parts in terms of the events of the novel. They are
important images used to let people see into worlds which they never knew existed (Mahoney 13).
The contrast of inside and outside scenes, however, is more often highlighted by the longing to pass
from one side to the other of a window or door. A separation is imaged which is never easily
overcome by the mere removal of the physical barrier. One event happens in Chapter 6. in which
Heatheliff and Catherine look into Thrushcross Grange from outside the elegantly splendid

drawing-room window and are amazed at the luxury within:

Both of us were able to look in by standing on the basement, and clinging to the ledge, and
we saw — ah! It was beautiful-a splendid place .... Old Mr. And Mrs. Linton were not
there; Edgar and his sister had it entirely to themselves. Shouldn’t they have been happy?

We should have though ourselves in heaven!(3
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Here the two unregenerate waifs look in from the night on the heavenly vision of the
refinements and securities of the most privileged human estate. But Heathcliff rejects the vision:
seeing the Linton children blubbering and bored there (#hey cannot get our!), he senses the menace
of its limitations. On the other hand, Catherine is fatally tempted. She is taken in by the Lintons,

and now 1t is Heathcliff alone outside looking through the window:

The curtains were still looped up at one corner; and I resumed my station as a spy. because,
if Catherine had wished to return. I intended shattering their great glass panes to a million of
fragments, unless they let her out. She sat on the sofa quietly. ... Then the womanservant
brought a basin of warm water. and washed her feet; and Mr. Linton mixed a tumbler of
negus, and Isabella emptied a plateful of cakes into her lap. ... Afterwards, they dried and
combed her beautiful hair.(39-40)

Thus the first snare 1s laid by which Catherine will be held responsible for a human destiny —
her feet washed, cakes and wine for her delectation. her beautiful hair combed. Dorothy Van
Ghent explains that the motifs here are limpid as those of fairy tale, where the changeling in the
“otherworld” is held there mysteriously by bathing and by the strange new food she has been given
to eat (Ghent 179). It is the last time that Catherine and Heathcliff are together in unsullied
harmony: when Catherine passes from one side to the other of that window, there is an end to all
their happiness.

Gilbert further elaborates that locked doors, stapled windows, and keys intensify the sense of
separation; also, life for the inhabitants of the two houses 1s a constant struggle for personal
freedom, frustrated by the wills of others and by the restrained of locked and keys. In Chapter 7
Heathcliff has been systematically debased by Hindley who conspires with Edgar to discredit and
humiliate him. When the Lintons visit, Heathcliff comes into conflict with Edgar. This results in
Heathclift’s being flogged and locked in his room in the garret. In Chapter 17, Heathcliff is
blocked by Hindley again. One night after Catherine’s burial, unable to follow her (though he digs
up her grace in order to lie beside her in the coffin from which the side panels have been removed),
he returns to the Heights through the window—for Hindley has barred the door — to wreak on the
living the fury of his frustration. Heatheliff struggles, unsuccessfully at first, to get in through the
window—just as Catherine’s ghost was unable to get in through the window of Lockwood’s
chamber. Once more, 1t is a night “with wild snow blowing outside and a moaning wind™ (134).
Heathcliff, like the little ghost, wants to come inside.  Again, just as Lockwood breaks the window

and commits a cruel act which results in the bedcle*™~- “eing soaked with blood, so Heathcliff
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batters down the “division between two windows” and commits an act of violence against Hindley
who is left lying in a pool of blood. Moreover. in the incidents in which various characters are
locked into rooms. “keys and doors are significant symbols of domination™ (Spear 14). In this
light Heathcliff keeps Isabella in his “custody™ at Wuthering Heights (Chapter 14); he will not allow
Isabella to leave the house and intends to keep her there until he provokes a response from Edgar.

However, the last three chapters presage the change which takes place at the end. Constraints
are no longer apparent. When Lockwood arrives again at Wuthering Heights after his absence in
London, the gates, doors and windows are all open. flowers bloom. and he can see a glowing fire
through the window. Hareton and second Catherine are framed in the open window, reading. No
longer a prison, the Heights is warm and welcoming, in contrast with Lockwood’s first visit in
Chapter 1. And finally. in Catherine’s old bedroom. Heathcliff dies beside the open windows
through which his spirit may escape to join with Catherine’s on the moor (Gilbert 62-3). This
scene is a complete contrast, yet both the setting and the language unerringly recall Lockwood’s
nightmare. Now the window is open and there is no snow, but the rain has pouring in during the
night, drenching the bed man. The bedclothes are soaked with rain, not with blood: the absence of
blood is emphasized for, though Heathcliff’s hand lying on the sill is grazed. “no blood trickled
from the broken skin” (254). When he dies, Nelly discovers the window swinging open, the
window of the old-fashioned coffin-like bed where Lockwood had had the dream. As she says, “T
hasped the window: I combed his black long hair from his forehead: I tried to close his eyes: to
extinguish, if possible, that frightful. lifelike gaze of excultation before any one else beheld it.
They would not shut: they seemed to sneer at my attempts™ (254). The fact that Nelly then hasps
the window hardly matters, for Catherine and Heathcliff are no longer separated.

In short. as Claire Jones declares, a number of critics have commented on the novel’s emphasis
on physical boundaries like walls, windows, locks. gates and doorways. Throughout the novel
these boundaries are both defended and breached. Lockwood is barred from the Heights when he
first visits; he then attempts to bar Catherine’s ghost: Catherine and Heathcliff are barred from
Thrusheross Grange. Each character seeks control by locking others in or out, each episode details
some imprisonment or exclusion. Overall, however, the novel documents the futility of such kinds
of attempts. Jones also explains Ghent’s famous argument that the various windows and barriers
serve both to separate and connect polar opposites: inside and outside: human and ghost(Jones 59).
For mstance. second Catherine escapes by climbing out of the very window by which Catherine’s
ghost tries to enter in Chapter 3, and she uses the fir tree which woke Lockwood to help her reach
the ground. However, all the enclosures are violated. No boundary remains intact. neither
property, nor bedroom. nor body. nor book, nor grave. nor dream. The contradictions exist in a

tension both compelling and fragile, threatening and v sle (Ibid 59).



ITI. Narration and the Use of Time

Wuthering Heights. a “unique and idiosyncratic narrative”(Bloom 2). is told by Lockwood
(Chapters 1-4, 10, 32, 34), told by Nelly (Chapters 4-14, 32-34), or condensed by Lockwood from
Nelly’s tale (Chapters 15-30). Therefore, it is told as “a story within a narrative setting or
framework. story within a story” (Holman 233). So we can see that when Emily Bronté proceeds
with the plot through these two storytellers, Lockwood and Nelly, we are less dependent on the
observations and viewpoints of the former than on those of the latter. Jones emphasizes that
employing the use of the double narratives is a highly original technique, permitting Emily to
comument upon the nature of narratorial perspective (Jones 15).

The opening chapters of the book are narrated by Lockwood and provide the reader with their
introduction to the early 19™-century world. Lockwood is the outsider, coming into a world in
which he finds bewildering and hostile. He is a city gentleman who has stumbled on a primitive
uncivilized world which he doesn’t understand, though it fascinates him. The format of
Lockwood’s narrative is that of a personal diary, which allows the development for the reader of an
easy intimacy with an impartial character whose style is nicely calculated to engage sympathy,
while allowing ground for the reader to be amused at the narrator’s expense. Lockwood uses an
educated literacy langnage marked by detailed factual descriptions and perceptive observations and
commments, both on  the situations and characters. His sentences are often complex. consisting of
a number of clauses or long phrases, frequently separated by dashes or semi-colons. A noticeable
aspect of Lockwood’s style is his use of words of Latin origin. e.g. prudential. laconic, auxiliary.
As an uninvolved outsider, Lockwood is able to give us an objective view of what he sees, always
colored. of course, by his own personality. Thus the plot of the novel begins with a picture of life
at Wuthering Heights as it would appear to an onlooker. But things are not always what they seem.
To get the details of the story we have to hear it from one who has observed it from the beginning.
The narrative transition to Nelly’s tale is completely credible. In Chapter 4, Lockwood asks Nelly
about the people at Wuthering Heights. She gives substance to her credibility and gains
acceptance as a narrator. In this way. a double narrative begins. with Nelly telling the story and
Lockwood recording it.

Nelly Dean. a keen observer of the life around her, is an excellent choice for narrator because
she is the confidante of several members of the family and at the same time is able to gossip with
the servants and the local people. Above all. she is neither a completely disinterested outsider nor

a main participant in the action (Gilbert 42-3). Nellv a= the framed narrator is a servant, and she



BEF - AE (Rl PERERZWR9

relates so close physically but distanced professionally from the events. While she is affectionate,
she is also judgemental, thus inviting us to participate in or reject her opinions. Nelly’s narrative is
an art of making the past live for us in the present. As a narrator reporting the past from the
present, she has the benefit of hindsight and can therefore depart from the straight chronological
narrative to hint at the future. She provides the inner frame of the narrative and we see this world
of the successive generations of Earnshaw’s and Linton’s through her eyes, although much of the
dialogue. in the interests of objectivity, is that of the characters themselves.

As a narrator, Nelly’s style differs substantially from that of Lockwood, and much of her
narrative consists of verbatim dialogue. But Nelly is such an ideal narrator that Lockwood
comumnents: “She is, on the whole, a very fair narrator and I don’t think I could improve her style”
(120). Gilbert reveals that though this is “a raconteur’s tale. it is highly poetic and rich in
linguistic devices, ranging from the simple similes of Nelly’s language to the sustained imagery of
the novel as a whole” (Gilbert 61). In addition, James points out that “the word pictures in the
novel are vivid and powerful; the figures of speech are effective™ (James 90). It is sure that
“Wuthering Heights may be considered as a great lyric poem for it abounds in imagery”’(Ibid 69).
For example, Nelly describes Edgar’s reluctance to leave the Heights after his quarrel with
Catherine in the fallowing words: “he possesses the power to depart, as much as a cat possesses the
power to leave a mouse half killed, or a bird half eaten” (56). As Nelly is a first-person narrator
she can relate only what she sees and knows or what other characters tell her. Thus Hindley’s
absence at college and Heatheliff's three-year absence are not enlarged upon because neither of the
men chooses to inform Nelly of his life at that time. Gilbert considers that the narration of
Wuthering Heights is skillfully contrived in order to allow the reader to see multiple perspectives
within a first-person account. And Emily Bronté has overcome the main problem with first-person
narratives, the subjectivity, by placing within Lockwood’s narration a number of other narratives
which flesh out the bare bones of the tale and show the characters in varying lights (Gilbert 41-2).
So incidents which are told to Nelly are given to the reader in the direct words of the teller.
Heathcliff tells of his and Catherine’s adventure at Thrushcross Grange in Chapter 6. While the
larger frameworks of Lockwood and Nelly’s nairatives offer the necessary objectivity, the smaller
more condensed narratives like Catherine’s diary give us direct glimpses into the imaginary lives of
the main protagonists. These combined together form the core of the story and are joined in subtle
ways with each other. They suddenly appear without warning and the memory of them remains
vibrant in the background.

The story starts in 1771, though the novel itself begins some thirty years later, in November

1801. As Gilbert clarifies, the story starts in medi that is , “in the middle of things:” or
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perhaps it would be more correct to say, almost at the end, for it is only the final resolution of the
plot that takes place than the events of the first three and a half chapters. The first three chapters
tell us of the three days in that month. Then the history of the families related from chapters 4-30,
which bring us back to the same period, ending at the end of 1802. This device, Mahoney
mentions, gives the story the quality of an exciting adventure tale. We are plunged into the middle
of events, our curiosity is aroused with Lockwood’s and we read to learn more. just as he questions
Nelly to find out more. We gradually learn about the characters and events and because they are
narrated from more than one point of view, we are free to make up our own minds about them
(Mahoney 17).

Moreover, according to Mahoney. the time sequence in the novel is very meticulous:
everything is carefully planned to fit an overall timescale. On the one hand, to show the very exact
chronology, many of the chapters open with a “time-pointer.” On the other hand, Gilbert also
deems that with a skilful handling. Emily Bronté demonstrates that she knows when to expand and
when to summarize. Her thirty-four chapters deal with the events of almost as many years and the
pace of the novel varies according to her material. Sometimes the events of weeks, months or
years are passed over with no more than a brief reference: “Cathy stayed at Thrushcross Grange five
weeks, till Christmas. By that time her ankle was thoroughly cured, and her manners much
improved”(40). On the contrary, sometimes a single incident is probed with meticulous details,
with several pages or even one or more chapters being dedicated to it. For instance. in Chapter 12,
Catherine is very ill, emotionally and physically. Her condition is much worse than Nelly realizes.
Emily portrays in detail that Catherine sinks into a delirium, pulling the feathers from her pillow
and remembering her childhood with Heathcliff. Catherine imagines that she is back at Wuthering
Heights and, seeing her reflection in the mirror, is convinced that she sees a ghost.  Feeling trapped,
she implores Nelly to open the window so that she can breathe more air. And it is a re-enactment
of the scene from Chapter 3. We have been told about these events not chronologically, but in
accordance with the logic of the drama. The method of narration Emily has chosen emphasizes
important events and creates dramatic tension (Mahoney 31).

Significantly. intersepersed with these precise references to time passing and the elaborate and
carefully-planned sequence of events are the simple phrases with the thythm of natural phenomena.
Emily’s description of the weather and seasons “symbolizes feelings and actions”™ of the characters,
which helps the indication of the atmosphere, making the setting vivid and full of dramatic effects
(Mahoney 13). For example, “Old Earnshaw died quietly in his chair on October evening, seated
by the fire-side. A high wind blustered round the house, and roared in the chimney: it sounded

wild and stormy, yet it was not cold” (33). Andin C 32, Mr. Lockwood returns to Yorkshire

10
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for the shooting season in September 1802. He sees the harvest coming in from Gimmerton and
this reminds him of Thrushcross Grange. So he goes back over the moors. commenting on their
beauty in summer and savagery in winter; he also pauses at Gimmerton Kirk, noting how it has
decayed even in the past seven months. These are all symbolic references to the lives of Catherine,
Edgar and Heathcliff (Mahoney 53).

It is in stormy winter that people are scared in Wuthering Heights and the peaceful appearances
at the end are the appearances of summer. Lockwood prefers the moors in summer, of course, and
the last reassuring words rely significantly on hints of the season’s limitations. The ‘autumn
storms” are yet to come, the heath and harebells are a part of the transient foliage, the wind will not
always be soft. and the moths will stop their fluttering. But if the whole novel is still vibrating in
our wind, we will be aware of the double implications of such a landscape. After all, we began in
storm. After all, we do not know whether or not Heathcliff’s dust is mingling with Catherine’s
defiance of death and religious rites. The “only one™ who is in a position to “imagine unquiet
slumbers for the sleepers in that quiet earth™ might well be the reader of the novel. Lockwood
thinks that all 1s peaceful as he views the three graves, and that those buried there must be at rest: it
is for the reader to decide whether this is true. And the reader is throughout presented not only
with the wild history but with the soberness of ordinary people and real nature. From the
examples above, we may say that the descriptions of the weather, seasons and the fragments of time
are so often given that to the utmost extent. snow or rain or clear sunny days suggest the direction
the story is taking. Also. Jones made a statement that as some critics, most notably C. P. Sanger.,
have noted, Emily Bront& was at great pains to reflect chronological exactitude. Although the
exact date is only mentioned three times. there are innumerable indications such as seasonal
references and ages of characters which alert us to the complex time shifts in this novel (Jones
14-5).

In addition to the exact timing of action. Emily’s “flashback method of narration” has the
advantage of events moving rapidly (Mahoney 43). In the chapters 29 to 34, events move from the
past, to the present, to the present-become-past, and to the future. Emily uses the time-scheme of
the novel to highlight important events and interpret the past in the light of the present. Mahoney
suggests that the readers “be aware of the novel’s quality of simultaneously living in different times:

by double narration, echoes of previous and future events and the imagination of the characters”
(Tbid 32).

11
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IV. The General Environments of the Characters

Graham Holderness points out that the contrast and relationship between the two houses. the
Heights and the Grange, is one of the basic thematic and structural techniques of the novel. Both
the Earnshaw and the Linton famulies belong to the class of the gentry; the families are at least
socially compatible. if not of equal status. The Eamshaw family is closer to the land and to
agricultural labor, so they could be described as a yeoman-farming family.  The Heights has all
the primitive roughness of a peasant life-style. On the other hand, the Linton house stands in a
park, swrrounded by a wall, a frontier between civilization and wild nature. The Grange has the
civilized luxury of an aristocratic society (Holderness 28-9). The marriage of Catherine and Edgar
shows the two houses entering into some kind of alliance, excluding only the outsider Heathcliff,
who has no rightful place in either. Heathcliff is “superfluous:™ he is put to work as a servant, and
has no ordained place in the social and labor relationships of both units.

However, Heathclift s lack of any defined place within the social and economic structures of
Wuthering Heights makes him Catherine’s natural companion, since she, as the daughter, “who does
not expect to inherit.” is the least economically integral person in the family. Friendship with
Heathcliff offers Catherine the relative freedom of being “outside™ the social structure of her fanuly
and class, because he enjoys the greater freedom from social constraints of those at the bottom of
the class system. who are close to natural life.  “In loving Heatheliff, Catherine is taken outside the
family and society into an opposing realm which can be adequately imaged only as
‘Nature'(Marsh 214).  So, the relationship between the lovers represents a possibility of freedom
beyond the restricting bounds of the Earnshow family (Marsh 214). Nature and culture are in a
complex relation to each other: they are enemies, yet the relationship outside society, away from the
work—involvements of the Heights family, that Catherine and Heathcliff have found. is in some
ways similar to the false “heaven™ of the Lintons’ drawing-room with its gold-bordered ceiling and
shimmering chandelier, which is also removed from the basic material condition of labor that
sustains it. Thus the conflict between nature and culture (i.e., between Catherine-and-Heathcliff
on the one hand, and the Lintons on the other) is one between the values of interpersonal
relationships and those of conventional society. and this would suggest a traditionally romantic
conflict. Significantly. Hindley's oppression of Heathcliff deprives him of this freedom by
enslaving him as a farm-laborer, and also by giving him freedom to run wild and so paradoxically
restricting him by depriving him of culture. The release of running wild is a function of cultural

impoverishment, which is a mode of domination. Heathcliff’s response to the withdrawal of
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culture by Hindley is to acquire culture in order to gain the power to fight back. Heathcliff. in
effect, gathers enough “gentility” during his absence so that when he returns he can turn the
capitalists’ weapons against themselves and dominate them by their own means(Marsh 214-5).

Eagleton’s concept of interpersonal relation to society is classified into three types. One is
the declining “yeoman” class of independent farmers. to which the Earnshaw family belongs:
another is the “agrarian capitalists” or “squirearchy,” a long-established ruling class in rural areas,
to which group the Linton family belongs: the other is the new, aggressive class of the “bourgeois™
and “entrepreneurial industrialist.” Eagleton explains that the new class is struggling to supplant
the “squirearchy” by buying up their estates and adopting their cultured life-style. during Emily
Bronté’s lifetime. Heathcliff is classified as belonging to the last type, and this makes the stuggle
between him and the Lintons an account of social changes which were happening at the time
Wuthering Heights was written. Heathcliff, then, plays the role of entrepreneurial industrial
capitalists, the new bourgeoisie which was aggressively taking over the agrarian economy and
usurping the place of the older landed gentry during the nineteenth century (Marsh 217).

But Heathcliff, according to Marsh, is not an industrial entrepreneur and therefore does not
conform to the type. In fact. “He belongs fully neither to Heights nor Grange. opposing them both:
he embodies a force which at once destroys the traditional Earnshaw settlement and effectively
confronts the power of the squirearchy™ (Ibid 217-8). Heatheliff’s function in society is rather
complicated in relation to the contrast between the Heights and the Grange. He uses the violence
natural to the Heights. yvet he also uses knowledge of property, the power of the law. and ruthless
economic exploitation which are properly the methods of the Grange, and so gains power over both.
In this way he represents a “turbulent form of capitalist aggression which must historically be
civilized—Dblended with spiritual values, as it will be in the case of his surrogate Hareton™ (Ibid
218).

In addition to social class and economic roles associated with the two houses. Marsh points out
that the physical contrast between them, reflected in the contrasting landscapes with which they are
surrounded, is extended into the nature of food. The religions and ethics of the two houses are also
set in contrast. First, food in the two houses is compared. Throughout the novel Wuthering
Heights is seen not only as the home of life in the raw, of unbridled emotions and passions. but also
as the place of general abundance. Food is always plentiful: meals are constantly being prepared
and eaten; immense, comforting fires always fill the grate: the basic human needs of food and
warmth are more than supplied (Gilbert 49). On the other hand. meals at the Grange are rarely
mentioned and food is either damty or frugal. so Lockwood is earned by “smoking coffee™(25)

when he returns the Grange after the ordeal of his nig +in Catherine’s bedroom and eats gruel
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to ward off the cold (27). Catherine has a plate of cakes tipped into her lap and is given a “tumbler
of negus™(40) when she is in the Grange at the first time and is brought “some tea and dry toast™(93)
by Nelly during barring herself in the chamber. At the Heights there is an emphasis on meat:
“clusters of legs of beef, mutton and ham™(4), while the Grange is repeatedly described in
connection with flowers, plants and fruits. For example, Nelly is carrying ““a heavy basket of
apples™(71) on the day of Heathcliff’s return.  The emphasis on meat at the Heights is expanded by
occasional details of farm work, which has to do with livestock. Hareton famously hangs “a litter
of puppies” from a chairback(140), Lockwood steals the lantern from Joseph when he is “milking
the cows,” and Heathcliff cannot spare a guide because “who is to look after the horses, eh?”, after
he has ordered Harton to “drive those dozen sheep into the barn porch. They’ll be covered if left
in the fold all night”(12). In contrast to this, both the Mr. Lintons are magistrates, and Edgar
spends time in studying: “he is continually among his books™(93). Second Catherine plays
make-believe games in the park of Thrushcross Grange, “now on foot, and now on a pony”(147).
For example, one day she “said she was that day an Arabian merchant, going to cross the Desert
with his caravan”(147). In short, the Lintons and Thrushcross Grange represent the governing,
educated class, upholding the law and conventional morality in the community. Their activities
are intellectual or imaginative, in opposition to those at Wuthering Heights, where work is a
primitive labor, a practical necessity for survival (Marsh 121).

Secondly. in the aspect of the religion. Marsh refers to Joseph as the mouthpiece for it at
Wuthering Heights. It is a punishing form of puritanism which emphasizes sin, damnation and
hellfire. Joseph’s vindictive form of religion, with its vivid picture of hell and damnation, is
liberally laced with superstition. Mahoney also characterizes Joseph as “the only devoutly
religious character in the book, who is presented frequently comically, as lacking Christian virtues”
(Mahoney 55). The background of Joseph’s religious zealotry and superstition constitutes a
contrast to the wild and natural “religion” of Heathcliff. After the incident of Heathcliff’s hurling
a tureen of apple sauce at Edgar, which results in his being flogged and locked up, Heathcliff tells
Nelly of his desire for revenge on Hindley. Nelly answers him that revenge is a matter for God.
Without any sense of Christian forgiveness, Heathcliff returns: “God won’t have the satisfaction
that I shall” (47). He is determined to get his own way and will suffer any hardships to further his
own ends. Moreover, in Chapter 14, Heathcliff verbally attacks Isabella and his sadism is
frightening. He tells Nelly: It is a moral teething: and I grind with greater energy. in proportion to
the increase of pain” (118). He argues that he sees his plan of revenge as perfectly justified. His
verson of morality demands revenge for all he has suffered and he sees himself as an avenger

against those who justly deserve punishment (Mahone
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