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About This Volume

This volume, like all the others in the Critical Insights series, is 
divided into several sections. It opens with an introduction by a 
major scholar; then off ers a brief biographical essay; then presents 
four “Critical Contexts” essays; and then includes a deliberately 
diverse collection of numerous “Critical Readings.” The book 
ends with a variety of “Resources” designed to help readers better 
understand the contents of this volume while also providing guides 
to further reading. 

As an introduction to this collection of essays on the Brontë 
sisters—Charlotte, Emily, and Anne—Jeremy Tambling presents a 
“self-interview” in which he asks himself (and then answers) the 
kinds of questions that might occur to anyone new to, or simply 
interested in, the Brontës. Why are they worth reading? What kinds 
of approaches to them are most helpful? Are there any particular 
scholarly works about them that seem especially worth consulting? 
Are they still “relevant”? And so on. In an engaging fi rst-person 
account of his own growing interest in the Brontës and their writings, 
Tambling off ers readers a genuinely inviting introduction. His “self-
interview” is then followed by a brief biography of the Brontës by 
the volume’s editor.

Critical Contexts
The Critical Contexts section presents four essays serving as 
examples of four diff erent ways of reading any work of literature. The 
fi rst essay adopts an historical approach; the second pluralistically 
surveys various kinds of past criticism; the third uses a specifi c 
critical lens; and the fourth involves a comparative approach 
focusing on two or more texts. The historical essay here comes from 
Kara M. Manning, who provides fascinating insights into “Victorian 
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 The Brontës: A Brief Biography
Robert C. Evans

For many readers of works written by “the Brontë sisters” (Charlotte 
[1816–1855], Emily [1818–1848], and Anne [1820–1849]), the 
lives of these women are almost as interesting as the writings for 
which they are most famous.1 And, paradoxically, their lives are in 
part so intriguing precisely because the everyday existences of these 
young women seemed so relatively uneventful. They lived most of 
their short lives in Haworth, a relatively small town in Yorkshire, 
in the north of England, surrounded by vast, windswept “moors” 
made famous in some of their writings. They traveled very little, had 
no wide circle of friends as they were growing up, and spent most 
of their time together, living with their brother and their widowed 
father. Their father, Patrick Brontë (1777–1861), was the local 
parson. He and his family lived in a substantial stone parsonage at 
the top of a tall hill, with the village of Haworth rising up toward 
it. Besides bearing Charlotte, Emily, and Anne, the girls’ mother, 
Maria (1783–1821), had given birth to two other daughters—Maria 
(1814–1825) and Elizabeth (1815–1825)—who did not survive 
into adulthood, and she also bore a son, Branwell (1817–1848), for 
whom the family entertained very high hopes but whose life ended 
prematurely, partly because of his addiction to alcohol and drugs. 
As can be seen from the death-dates already mentioned, the Rev. 
Patrick Brontë signifi cantly outlived his wife and all their children. 
By the time he had died, Charlotte, Emily, and (to a lesser extent) 
Anne had all achieved real fame as novelists.

Patrick had been born in a small cabin in rural Ireland, where 
the family name was usually spelled (or pronounced) “Brunty” or 
“Prunty.” His Protestant father and Catholic mother had nine other 
children. His talents and ambition led him, eventually, to St. John’s 
College, part of England’s prestigious Cambridge University, where 
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he studied to become a minister in the Church of England. It was 
here that Patrick, red-haired, full-lipped, and with a long, straight 
nose, began writing his name as “Brontë”—a decision that has been 
explained in various ways. In any case, he soon began to prosper as 
a curate (a member of the clergy in charge of a parish) in various 
places and also set a precedent for his eventual children by writing 
and publishing poems. While serving in southwest England, he met 
Maria Branwell, his future wife, in 1812. They married near the very 
end of that year. Soon Patrick had become a curate in Yorkshire, in 
northeast England, where people lived hard lives and often suff ered 
early deaths. He served in various Yorkshire parishes and personally 
witnessed the growing, often violent, tensions between local cloth 
mill workers and their employers, who were adopting machinery 
to do work previously done by human beings, who were, therefore, 
increasingly unemployed. Brontë’s vivid stories about these clashes 
were ones he later shared with his children.

Around the time of the birth of the couple’s fi rst two daughters 
(who later died prematurely), Patrick and Maria lived in a small 
brick building in a row of such buildings in a town near Bradford. 
In this home, four more children (the four surviving, and later 
diversely famous, sisters and brother) were soon born. The family 
did enjoy an active social life, but Patrick was soon off ered a chance 
to become curate at nearby Haworth—the place where he spent the 
rest of his life and career. Here, in a large, cold house, the Bront ës 
enjoyed good times while also suff ering bouts of ill-health. When 
Maria, the mother, developed cancer, her sister Elizabeth Branwell 
moved in with the family to help take care of her. Maria’s dying 
words, before she passed away in 1821, expressed anguish about the 
fate of her six children, who would now be left without a mother. 
Her sister Elizabeth, however, did remain in the Haworth home to 
help care for Patrick and his daughters and son, where she stayed 
until she herself died in 1842.

Patrick later proposed to two diff erent women, hoping he could 
fi nd a new wife for himself and a stepmother for his children. When 
both proposals were rejected, he became more distant from his 
family, although he clearly felt great aff ection for his children. Maria, 
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   “The air swarmed with Catherines”: Moving 
Words and Stereoscopic Narrative in Wuthering 
Heights

Kara M. Manning

There is an old saying that those who eat toasted 
cheese at night will dream of Lucifer. The author 
of Wuthering Heights has evidently eaten toasted 
cheese. How a human being could have attempted 
such a book as the present without committing 
suicide before he had fi nished a dozen chapters, 
is a mystery. It is a compound of vulgar depravity 
and unnatural horrors, such as we might suppose 
a person, inspired by a mixture of brandy and 
gunpowder, might write for the edifi cation of 
fi fth-rate blackguards.

—Unsigned review (July 1848)1

Emily Brontë and Victorian Visual Culture
Emily Brontë’s rustic life and work have long been shrouded in 
mystery. Despite her somewhat sheltered existence and assertions 
by a number of critics that she was unworldly, Brontë was certainly 
a keen observer of her surroundings. This essay situates Brontë 
within Victorian visual culture and asserts that her work adapts the 
proto-cinematic viewing practices of the mid-nineteenth century. 
Brontë’s sole novel, Wuthering Heights, was fi rst published (under 
her pseudonym, Ellis Bell) along with Anne Brontë’s Agnes Grey 
in December 1847 by Thomas Cautley Newby of London. Emily’s 
book has often been misunderstood, even maligned, by readers and 
critics. Many contemporary reviews of the text were unfl attering at 
best and some, as the epigraph taken from the Philadelphia-based 

CI Bronte.indd   3CI Bronte.indd   3 12/2/2021   11:44:58 AM12/2/2021   11:44:58 AM



4 Critical Insights

Graham’s Lady’s Magazine suggests, were scathing in their outright 
hostility and mockery. Another critic, publishing a review in The 
Examiner, a weekly British periodical, called Wuthering Heights “a 
strange book. . . . [W]ild, confused, disjointed, and improbable”; 
its characters were called rude “savages” who represent “coarse 
and loathsome” qualities that are unfi t for public consumption (qtd. 
in Johnson 435). Brontë’s novel presented readers on both sides 
of the Atlantic with an uncomfortable combination of sensations; 
the book was powerful, but off ensive and/or problematic largely 
because of its seeming detachment from cultural realities and 
social niceties. Even Charlotte Brontë, in her Preface to the 1850 
edition of Wuthering Heights (which appeared two years after 
Emily’s death), failed to fully acknowledge and praise the potent 
complexity and signifi cance of the novel. Instead—though perhaps 
unintentionally—she rationalized its poor initial reception, calling 
it “a rude and strange production” by which well-mannered readers 
unfamiliar with the author and with the moorlands and its people 
were reasonably alienated:

The wild moors of the north of England can for 
them have no interest; the language, the manners, 
the very dwellings and household customs of the 
scattered inhabitants of those districts, must be 
to such readers in a great measure unintelligible, 
and—where intelligible—repulsive. Men and 
women who, perhaps, naturally very calm, and 
with feelings moderate in degree, and little marked 
in kind, have been trained from their cradle to 
observe the utmost evenness of manner and 
guardedness of language, will hardly know what 
to make of the rough, strong utterance, the harshly 
manifested passions, the unbridled aversions, and 
headlong partialities of unlettered moorland hinds 
and rugged moorland squires, who have grown 
up untaught and unchecked, except by mentors as 
harsh as themselves. (l)
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While it is possible that the elder sister’s prefatory remarks are 
actually a tongue-in-cheek commentary about the limitations of polite 
convention, the absurdity of social aff ectation, and/or the myth of 
urban civility, many readers would likely have overlooked the subtle 
gibes and focused instead on Charlotte’s postmortem depiction of 
Ellis Bell/Emily Brontë as an inexperienced and unworldly recluse, 
as a rustic and “rugged moorland” woman in some ways as “untaught 
and unchecked” as her characters. Indeed, the 1850 Preface attempts 
to explain, though not necessarily excuse, the novel’s perceived 
shortcomings by pointing to Emily’s upbringing as “a native and 
nursling of the moors” and to her “disposition [which] was not 
naturally gregarious[;] circumstances favoured and fostered her 
tendency to seclusion” (li). Charlotte thus casts Wuthering Heights 
and its author as largely separated from the wider world, as well as 
the local community. 

Later critics have also remarked upon the novel’s apparent 
dissociation from external concerns, both cultural and literary. 
Lucasta Miller explains that the tendency to think of the novel as 
“a text uniquely and miraculously disconnected from the rest of 
literature” comes “as an indirect result” of Charlotte’s prefatory 
comments (214). Miller also notes that “the myth of Haworth’s 
cultural remoteness . . . was fi rst established by Charlotte in 1850” 
and has persisted in shaping readers’ assumptions about the ways 
in which Wuthering Heights engages with issues of the day (219). 
Pauline Nestor, for instance, claims the text is divorced from both 
literary and social contexts:

Unlike the contemporaneous, industrial novels 
of Charles Dickens, Elizabeth Gaskell, Benjamin 
Disraeli and Charles Kingsley, Wuthering Heights 
shows no engagement with wider social issues; 
its environment is enormously detached. . . . The 
realm of the Heights and Thrushcross Grange 
functions as a world unto itself, an exclusive 
reality for the text, so that when characters leave 
that world, as Heathcliff  and Isabella do, they 
seem mysteriously to disappear into a void. (xix)
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To be sure, the novel’s “exclusive reality” does have boundaries; it 
is framed much like a picture, and beyond the borders exists only 
a marginal haze. The vacuum in which the narrative appears to 
occur likely contributed to the alienation of readers that Charlotte 
Brontë described. The sudden intimacy with unfamiliar characters, 
with their dialect, their dysfunction, their violence, was probably 
confusing, perhaps unsettling. Additionally, the text’s reliance on 
eighteenth-century romantic and gothic conventions and its setting 
in the rural moors of northern England at the turn of the nineteenth 
century distance it temporally, spatially, and socially from the 
bustling urban centers of Victorian era industrial productivity, 
technological development, and personal interaction.

Wuthering Heights might, then, initially seem a strange focus 
in an essay exploring proto-cinematic technologies and narratives. 
Despite its fairly healthy afterlife as a text time-and-again adapted 
to the screen and other media, there is perhaps at fi rst glance very 
little to recommend the novel—which seems so entirely cut off  from 
the larger cultural milieu and, in fact, makes no mention of visual 
technology—to a study of the interplay between proto-cinematic 
devices and fi ction. I suggest, however, that the novel is bound up 
in ubiquitous mid-nineteenth-century excitements and concerns 
related to developments in the science of vision and technologies 
of seeing. Contrary to the picture painted by Charlotte (and others), 
Emily Brontë was not wholly hidden away from cultural progress 
and technological advances; in fact, she and her siblings shared a 
great interest in viewing and producing art, as Christine Alexander 
and Jane Sellars have shown, and this interest infl uenced the Brontës’ 
writing:

Published prints enabled the Brontës to acquire 
their own skills in drawing and painting; but, 
more importantly, they enabled the young writers 
to transpose the subjects and language of pictures 
into their literary work. . . . For all the Brontës, a 
knowledge of the visual arts, the habit of reading 
pictures, and the practice of drawing and painting, 
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were crucial to their development as writers. 
(Alexander and Sellars 9–10)

Developments in metallurgy and printing allowed for the improved 
reproduction of engravings and other visual forms, and these images 
were widely circulated, even in the more remote and rural areas of 
the country. Alexander and Sellars continue: “There is no doubt 
that Emily, like her brother and sisters, learnt to draw by copying 
manuals and popular prints of the day” (110). Clearly, Brontë’s 
upbringing exposed her to a wealth of artistic visual media that she 
got into the “habit of reading” and learned to “transpose” into her 
work. In addition to illustrations and engravings, however, I argue 
that Brontë was infl uenced by a particular proto-cinematic mode of 
seeing. I will demonstrate that stereoscopy is at play in Wuthering 
Heights, thus off ering a new way of reading Brontë’s novel as one 
that not only engages in wider cultural aff airs, but one that also 
advances readers’ exposure to a unique kind of viewing practice that 
was on the rise during Brontë’s lifetime.

The binocular perspective and three-dimensionality of 
stereoscopic views are also present in Wuthering Heights. Like 
Mary Shelley in Frankenstein, another proto-cinematic text, 
Brontë constructs a layered narrative by embedding the words of 
housekeeper-storyteller Nelly Dean into the über-narration of the 
visiting tenant of Thrushcross Grange, Mr. Lockwood. Rather than 
employing an epistolary technique, however, Brontë presents the 
whole of the narrative as Lockwood’s private journal or personal 
papers, spanning the course of about one year between the winters 
of 1801 and 1802.2 Obviously, the “multiple narrator,” or “layered,” 
structure was not an unprecedented strategy at the time of Wuthering 
Heights’s composition (autumn 1845 to summer 1846), but I contend 
that Brontë’s use of the narrative framing device had decidedly 
new and evidently discomfi ting eff ects for mid-century readers 
(as evidenced by the initial reception of the novel). The unsettling 
novelty of the work is generated by the narrative adaptation of the 
eff ects of the stereoscope, fi rst developed by Sir Charles Wheatstone 
in the early 1830s. The union of Nelly’s narration with Lockwood’s 
variant view of things creates a stereoscopic eff ect—a depth—that 
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 Charlotte Brontë’s The Professor: Overbearing 
Men and the Gleam of Female Intellect

John Rignall

Although The Professor was not published until 1857, two years after 
Charlotte Brontë’s death, it is, in fact, an early work that could not 
initially fi nd a publisher. Written before Jane Eyre (1847), it can be 
seen to anticipate Brontë’s later, more famous and more accomplished 
novels. Like Jane Eyre it employs a fi rst-person narrator, and it 
draws on the author’s experience as a teacher in Brussels that is to be 
more fully explored in Villette (1853). In focusing on a young man, 
William Crimsworth, and his attempts to make a living for himself, 
Brontë commits herself to a sober treatment of her subject as she is 
to do in Shirley (1849), where she seeks to off er “something real, 
cool, and solid [. . .] something unromantic as Monday morning” 
(39). In the preface to The Professor she strikes a similar note:

I said to myself that my hero should work his way 
through life as I had seen real men work theirs––
that he should never get a shilling he had not 
earned––that no sudden turns should lift him in a 
moment to wealth and high station––that whatever 
small competency he might gain should be won 
by the sweat of his brow [. . .]. (1)

Nevertheless, the realistic treatment of ordinary life is not the most 
striking or characteristic feature of this novel, nor does its signifi cance 
lie principally in its anticipation of the later masterpieces, for it has a 
distinctive power and peculiarity of its own. Realism is not quite the 
term for this strange work with its suggestion of psychological and 
emotional depths that are never plumbed and a fi rst-person narrator, 
Crimsworth himself, who, while observing those around him with 
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watchful suspicion, is more remarkable for his obtuseness than his 
perceptions.

The novel opens awkwardly with the fi rst-person narrative 
taking the form of a letter to a former school friend who remains 
simply a name, Charles, as he never answers the letter nor appears 
again in the text. Although described as a friend, Charles seems to 
be remarkable not for any friendliness he has shown to Crimsworth 
but rather for his “sardonic coldness” (3), and this choice of 
correspondent is the fi rst example of the narrator’s consistently 
abrasive relations to other people in which warmth and aff ection are 
singularly lacking. Charles may never appear again, but his “sardonic 
coldness” is taken up by the one fi gure who does fulfi l some of 
the functions of a friend, Hunsden, the liberal manufacturer who 
plays a crucial part in Crimsworth’s progress while never ceasing 
to mock and even insult him. Although Hunsden is clearly defi ned 
by his class and ideology as an identifi able fi gure of the 1840s,1 his 
role in relation to Crimsworth seems to go beyond the bounds of 
realism in that his mysterious interventions into the latter’s aff airs 
appear to be determined by Crimsworth’s inner life, answering 
to the practical and emotional needs that the young man himself 
is barely conscious of. Hunsden is, indeed, a form of alter ego 
whose mocking but provocatively benefi cial behavior is sometimes 
described in suggestively sinister terms, as when he “laughed––
as mockingly, as heartlessly as Mephistopheles, and so laughing, 
vanished” (193). Like Mephistopheles he is a negating spirit who, 
with his mockery and sardonic criticisms, goads Crimsworth into 
action and impels him to make a modest success of his life from 
unpromising beginnings. The curious pairing of these two characters 
brings The Professor close to the world of gothic fi ction where, in 
works like Mary Shelley’s Frankenstein (1818) and James Hogg’s 
The Private Memoirs and Confessions of a Justifi ed Sinner (1824), 
sinister doubles or Doppelgänger play a central part.

The Professor follows a familiar pattern in the nineteenth-
century novel in that Crimsworth is an orphan and thus thrown 
largely on his own resources to make his way in the world. His 
social position, however, is a strange mixture of the privileged and 
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the disadvantaged. On his mother’s side he has aristocratic origins, 
and, after his parents’ death, his maternal uncles have been shamed 
into paying for his education at Eton, the famous school for the 
social elite; but on leaving school he has spurned further assistance 
from them, rejecting one uncle’s suggestion that he should become 
a clergyman, accept a living that was in the uncle’s gift, and 
marry one of his daughters, a cousin for whom he had no liking. 
Instead, he deliberately fl ies in the face of aristocratic prejudice and 
provocatively tells the uncles that he will go into trade like his father.

That choice of profession leads him to assume employment 
as a clerk for his elder brother Edward who runs a manufacturing 
business once owned by their father. Crimsworth’s relationship 
with his brother proves to be as combative and antagonistic as all 
his dealings with other people and is entirely devoid of fraternal 
aff ection or solidarity. There is some facial resemblance between 
the brothers but in physique William is “greatly inferior––thinner, 
slighter, not so tall” (13). This diff erence he sees as ominous:

As an animal, Edward excelled me far––should he 
prove as paramount in mind as in person I must be 
his slave––for I must expect from him no lion-like 
generosity to one weaker than himself; his cold, 
avaricious eye, his stern, forbidding manner told 
me he would not spare. Had I then force of mind 
to cope with him? I did not know––I had never 
been tried. (13)

Edward lives up to his overbearing appearance and employs William 
with no concession to family ties:

“I shall excuse you nothing on the plea of being my 
brother; if I fi nd you stupid, negligent, dissipated, 
idle or possessed of any faults detrimental to the 
interests of the House––I shall dismiss you as I 
would any other clerk.” (15)

William’s response is cool, restrained, and quietly assertive:
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“I suppose you mean that I am to do my work for 
my wages, not to expect favour from you and not 
to depend on you for any help but what I earn––
that suits me exactly and on these terms I will 
consent to be your clerk.” (15)

With that verb “consent” he shows that he is no slave but a man 
acting by choice and according to his own independent will.

The relationship between the brothers, between employer and 
employee, turns out not to be one of master and slave but rather of 
two individuals equally matched in stubbornness of character. It is, 
indeed, a perpetual duel, as Crimsworth’s imagery underlines. When 
his brother watches him closely as he is engaged on his fi rst piece 
of work, translating a business letter into German, he thinks he is 
trying to read his character, “but I felt as secure against his scrutiny 
as if I had had on a casque with the visor down” (17). Later when, 
impressed by his quiet and upright behavior, his landlady enquires of 
another clerk who has been set to spy on him to determine whether 
Crimsworth has any intention of going into the church, his brother 
is provoked by news of this inquiry into indulging in blasphemous 
sarcasms at his expense that are coolly met by Crimsworth “on 
a buckler of impenetrable indiff erence” (19). Nevertheless, the 
antipathy between them is corrosive, excluding the younger brother 
“from every glimpse of the sunshine of life” until he begins “to feel 
like a plant growing in humid darkness out of the slimy walls of 
a well” (25). Finally, stung by a chance encounter with Hunsden 
who accuses him of being a “fossil” for patiently enduring “what 
ought to be unendurable” (30), and declares that he is too much of 
an aristocrat ever to be successful in trade, he meets his brother’s 
overbearing behavior with open defi ance and physical resistance. 
Edward, enraged by public criticism of his failings as an employer 
instigated by the liberal Hunsden, blames William for spreading 
rumors about him and threatens to whip him like a dog. William 
wrests the whip from him and breaks it in two, and when Edward 
makes “a headlong rush” at him, evades him and quells his brother 
by sternly threatening to have him up before a magistrate if he so 
much as touches him (36). He then leaves, having pre-empted being 
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sacked by his brother by coolly giving notice fi rst: “I have now 
given your service three months’ trial and I fi nd it the most nauseous 
slavery under the sun. Seek another clerk––I stay no longer.” (36)

Perceptions of Gender and Nationality
In Charlotte Brontë’s work this kind of confrontation with an 
overbearing man is more often the lot of a woman, but here resistance 
comes from a male who is an equal match in character and physical 
strength for the would-be master. The role of women is, however, a 
background presence in the early part of the novel. When Crimsworth 
fi rst meets his elder brother, it is at the latter’s fi ne mansion where he 
is also introduced to Edward’s wife, whose appearance he takes note 
of: “she was young, tall and well-shaped––her dress was handsome 
and fashionable––so much my fi rst glance suffi  ced to ascertain” (9). 
Studying her further at dinner, he looks at her eyes, “desirous to fi nd 
there the intelligence I could not discern in her face or hear in her 
conversation” (10). But he draws a blank: “by turns I saw vivacity, 
vanity—coquetry [. . .] but I watched in vain for a glimpse of soul” 
(10). This prompts him to refl ect on what he would want in a wife, 
given that life is not all sunshine and prosperity but always prone 
to “November seasons of disaster––when a man’s hearth and home 
would be cold indeed, without the clear, cheering gleam of intellect” 
(10). Unimpressed by mere appearance, however fashionable and 
attractive, he looks for some mark of active mind in a woman such 
as he will later fi nd in his pupil Frances Henri in Brussels.

The same emphasis on the value of intellect occurs again 
in relation to the portrait of the brothers’ mother that hangs in 
Edward’s house. Invited to a party to celebrate his brother’s birthday, 
Crimsworth stands looking at the painting of his mother when 
Hunsden approaches, declaring that “there’s some sense in that 
face” (20). They converse and Crimsworth asks whether he fi nds it 
pretty. Hunsden’s reply is direct, unconstrained by politeness, and 
revealing:

“Pretty! no––how can it be pretty with sunk eyes 
and hollow cheeks? but it is peculiar, it seems to 
think. You could have a talk with that woman, 
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Chronology of the Brontë Sisters1

1777 Patrick Brontë (originally Brunty or Prunty) is born in 
a small cottage in Ireland.

1783  Maria Brontë (nee Branwell), the future Mrs. Brontë, 
is born in England. 

1802  Patrick leaves Ireland to study at Cambridge University, 
where he changes the spelling of his last name.

1806 Patrick receives his A B [i.e., B A] Degree. He becomes 
curate at Wethersfi eld, Essex.

1809 Patrick becomes assistant curate at Wellington, 
Shropshire. He becomes curate at Dewsbury, Yorkshire 
(Dec. 5, 1809).

1811  Patrick becomes curate at Hartshead-cum-Clifton. His 
Cottage Poems are published.

1812 Patrick Brontë and Maria Branwell marry.

1813 The Brontës’ fi rst child, Maria, is born. Patrick’s The 
Rural Minstrel is published.

1815  The Brontës’ second child, Elizabeth, is born. Patrick’s 
The Cottage in the Wood is published. He becomes 
curate at Thornton.

1816  The Brontës’ third child, Charlotte, is born at Thornton.

1817 The Brontës’ fourth child, Patrick Branwell, is born; he 
is known as “Branwell.”

1818 The Brontës’ fi fth child, Emily Jane, is born. Patrick’s 
The Maid of Killarney is published.

1820 The Brontës’ sixth and last child, Anne, is born; Patrick 
becomes Perpetual Curate at Haworth, where he serves 
for the rest of his life.
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1826 
Presented with a set of toy soldiers by their father, the Brontë  siblings 
spend much of their days inventing exotic locales and heroic deeds 
and writing stories for their miniature playthings. These stories are 
not published for many years.

1846 
A volume of poems by all three sisters is published.

October 1847 
Charlotte’s novel Jane Eyre is published.

December 1847  
Anne’s novel Agnes Grey and Emily’s novel Wuthering Heights are 
published at the same time.

June 1848  
Anne’s novel The Tenant of Wildfell Hall is published.

1849  
Charlotte’s novel Shirley is published.

1853  
Charlotte’s novel Villette is published.

1857  
Charlotte’s novel The Professor is published; it was written before 
the publication of Jane Eyre.

1872  
The Life and Works of Charlotte Brontë  and Her Sisters is  
published in seven volumes.

1910 
The Complete Poems of Emily Brontë  is published.
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