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ABSTRACT 

The intention of this study is to examine the use of non-realis

tic materials in the fiction of Thomas Hardy. Although on the surface 

Hardy's work appears to be in the realistic tradition, several of his 

prose fictions are really closer to romance, and all of them will, on 

examination, be found to contain at least some romance elements. In 

this study the term "romance" denotes a type of prose fiction which 

draws on non-realistic materials and which introduces situations that 

depart from the ordinary rules of probability. 

Closely connected to Hardy's predilection for romance is his use 

of myth, folklore, ballad motifs, symbolic episodes and evocative set

tings. These very diverse techniques do not necessarily originate in 

romance. Some of them are more commonly associated with poetry than 

with prose fiction. But they do blend easily into the romance atmosphere. 

They help to make a unity, create a mood and establish a world which is 

unique in the nineteenth-century novel. To read Hardy properly, it is 

therefore necessary to suspend disbelief in a way we are not normally 

expected to do in a realistic novel, and to approach his work more as 

we would that of a poet. 

Hardy was strongly influenced by the great Romantics, particular

ly by the Gothic aspects of their work. But he was also concerned with 

the attitudes of the nature poets -- especially Wordsworth's -- to man, 

God and nature. As an heir to the Romantics, Hardy grew up assuming 
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nature to be the reflection of a divine order. The loss of faith that 

overcame him as a young man eroded this assumption, but, as happens with 

many of us, the emotional side of Hardy could not easily be reconciled 

to what his intellect ascertained to be the truth. This ambivalence 

gives rise to the characteristic tension in his work between reason and 

emotion, between the real and the unreal, between man-made codes of be

haviour and the more natural physical urges of human beings. 

Hardy's intuitiveness is nowhere more evident than in his han

dling of the relations of the sexes. Hence his interest in the process 

of courtship. Above all, Hardy was impressed by the tremendous power 

of sexual desire and its tendency to deceive people and trap them in 

situations which thwart their ambitions and often doom them to unhap

piness. 

I have chosen to examine the foregoing motifs in detail, as they 

appear in a limited number of Hardy's works, rather than to skim super

ficially over the bulk of the fiction and poetry in what would inevita

bly become a tedious survey. The introductory chapter briefly con

siders Hardy's upbringing and interests; it then examines the non

realistic materials, particularly those from romance literature and 

from Romantic poetry, that appealed to Hardy's imagination. The next 

three chapters deal consecutively with Hardy's first three published 

novels -- DesEerate Remedies, Under the Greenwood Tree and A Pair of 

Blue Eyes -- minor fictions, but indicative of Hardy's characteristic 

themes and techniques. Chapters V and VI discuss two neglected works 
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of Hardy's middle period -- A Laodicean and Two on a Tower. Chapter VII 

considers two shorter fictions -- "The Romantic Adventures of a Milk

maid" and "The Fiddler of the Reels". In an effort to show how the 

techniques derived from romance and Romanticism reached fruition in the 

Wessex novels, The l\'oodlanders has been chosen to complete the study. 

Critics usually condemn Hardy's minor fictions; nevertheless it 

can be shown that they are entirely characteristic of the man, that 

they contain episodes that are worthy of our attention and that their 

relative neglect is unfortunate. This study is therefore an attempt, 

on a modest scale, to right a certain imbalance in Hardy studies and to 

reveal the major themes and techniques of a popular though, in regard 

to part of his achievement, a slighted writer. 
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1 ~ Sever!~ excellent st~ies have been made of Hard_y'_s use of po

etic t.:,_c:~ni_g:ie_s in th_e Wessex__n.Qvels, but what it was exactly that he 
[ 

learned from romance and Romantic poetry has not been fully explored. ] 

Since critical attention tends to focus on the major fiction, the minor 

novels have often been set aside. Yet Hardy's.characteristic methods 

are particularly obvious in these minor works. This study will there

fore examine Hardy's use of romance and Romanticism in a selection of 

his fiction with special attention to such early or neglected novels as 

Desperate Remedies, Under the Greenwood Tree, A Pair of Blue E~~' A La

odicea1!_, Two on a Tower as well as in such shorter fictions as "The Ro

mantic Adventures of a Milkmaid" and "The Fiddler of the Reels". 

The following section comments briefly on Hardy's upbringing 

and personality in an attempt to account for the recurrence of certain 

motifs and themes in his fiction. Section 2 focuses on the romance 

tradition, singling out the patterns that Hardy was particularly fond 

of using. The impact of Romanticism on Hardy is discussed in Section 

3. Section 4 argues that although Hardy had very definite ideas about 

the art of fiction, he did not care to make any meaningful distinction 

between romance and novel. Chapters II to VIII concentrate on in

dividual novels and tales showing Hardy's characteristic methods and 

techniques at work. 
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1. Biographical Considerations 

Thomas Hardy presents a curious paradox. Essentially he was a 

conservative, traditional man who was fond of the past and whose tastes 

in literature were decidedly romantic. But intellectually Hardy was 

modern; he was concerned with what was going on around him and deter

mined to keep abreast of contemporary thought by a rigorous discipline 

of home study. He proved, in fact, to be unusually receptive to some 

1of the more revolutionary documents of the nineteenth century. He 

was therefore keenly aware of the deficiencies in the Romantic view of 

God, man and nature. Time and again Hardy mocks Wordsworth and shows 

the inadequacy of his philosophy to account for the real-life situa

2tions in which people find themselves. His attack on Wordsworth and 

the mystical view of nature is at times so bitter that it would be 

tempting to regard Hardy as anti-Romantic were it not that elsewhere he 

alludes so admiringly to Wordsworth and the other Romantics. 

The conflict between his fondness for the world of the past, 

which he saw as constantly retreating, and his awareness of the claims 

and realities of the present, produces the characteristic tension of 

his work. Most of Hardy's novels, many of his stories and poems are 

about time, change, the passing of the old and the coming of the new. 

His view of the past is invariably nostalgic, even elegiac, although 

he is usually sufficiently objective to be able to accept what is new. 

Typical of his attitude to change is the following journal entry: 

'Went to Hatfield. Changed since my early visit. A 

youth thought the altered highway had always run as it did. 

Pied rabbits in the Park, descendants of those I knew. The 

once children are quite old inhabitants. I regretted that 
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the beautiful sunset did not occur in a place of no remi
niscences, that I might have enjoyed it without their 
tinge. ,3 

A casual reader might suppose this to be the comment of a middle-aged 

man; in fact Hardy was only twenty-six at the time. Many of his per

sonal statements carry this note of venerable melancholia. 

Further clues to the romantic and conservative sensibility of 

the man may be found in his reading. In general Hardy was an indefati

gable and conscientious student of "the great poets". They are men

tioned respectfully in the pages of his journal and are often quoted. 

But his real taste in literature was for the strange, the exotic and 

the fantastic. The wealth of allusion to pre-Romantic and Romantic po

ets and novelists clearly reveals his preference. 4 In the third sec

tion of this chapter, I will try to show that his characters and plot 

situations very often have their source in Romantic literature. 

Hardy's constant quotation from the Bible, from the Greek tra

gedians and from Shakespeare shows wide knowledge and genuine enthusi

asm. He was thoroughly versed in Shakespeare's best-known tragedies, 

especially those with Gothic or occult elements, and in the romantic 

comedies, but was less attracted to the hjstory plays and tragi-come

dies. There are frequent allusions to epic literature -- the Iliad, 

the Odyssey, the Aeneid and Paradise Lost. Echoes of Mil ton's Adam, 

Eve and Satan are especially noticeable in Hardy's fiction. 

There can also be no doubt of Hardy's partiality for ballad 

literature. He knew many ballads by heart and quotes frequently from 

them in The Life of Thomas Hardy and in the Wessex novels. He dili
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gently kept up with contemporary literature, but again his preferences 

are clear. As usual, poetry is highly rated and fiction brushed aside 

with mild or ironic dismissals, 5 Hardy seems to have been most im

pressed by Browning, Swinburne and Tennyson, if one may judge by the 

frequency with which they are quoted. " He often refers to Arnold and 

Mill, but of the novelists Hawthorne and George Eliot, who probably in

fluenced him more than the thinkers, there is little or no direct ac

knowledgement. 

L In order to understand better the direction he took, first in 

his reading and later in his writing, it is necessary to consider cer

tain aspects of Hardy's upbringing and personality.] Socially and eco

nomically, Hardy's family was somewhat superior to the neighbouring ag

ricultural workers, although it did not quite belong to the middle 

class of retired officers, merchants or teachers, and certainly not to 

6
the local gentry. Hardy's father was only a life-holder. During Har

dy's boyhood his father's masonry and contracting business was in de

cline. 7 The constant references to class barriers in The Life of 

Thor.las Hardy and in the novels indicate that young Thomas was conscious 

of and acutely sensitive to his family's precarious social position. 

Though he could do nothing about its humble status and lack of means, 

he could take refuge from it in imaginative literature. 

Hardy seems to have inherited his father's enthusiasm for mu

sic; in other respects his mother's influence upon him predominated. 

The portraits of Hardy's parents included in The Life confim the im

pression made in the first chapter that Mrs. Hardy was the stronger 
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personality of the two. The boy relied on her for emotional security, 

and it was she who encouraged him in his pursuit of learning. It is 

interesting that Hardy's attachment to his mother is paralleled by his 

curious "fondness" for the lady of the manor, Julia Augusta Martin: 

Moreover under her dignity lay a tender heart, and having 
no children of her own she had grown passionately fond of 
Tommy almost from his infancy -- he is said to have been 
an attractive little fellow at this time -- whom she had 
been accustomed to take into her lap and kiss until he was 
quite a big child. He quite reciprocated her fondness. 8 

This feeling for Mrs. Martin is perhaps the earliest manifestation of 

Hardy's fascination with active, prominent, aristocratic women, myste

rious powerful beings who, temporarily at least, could carry him into 

a.brighter, more glamorous world. Perhaps in part it explains his mar

riage to the socially superior Emma Lavinia Gifford, whom he associated 

with the remote, romantic land of Cornwall. 

It is surely significant too that young Hardy sought to remain 

a child: 

Reflecting on his experiences of the world so far as he 
had got, he came to the conclusion that he did not want 
at all to be a man, or to possess things, but to remain 
as he was, in the same spot, and to know no more people 
than he already knew.9 

Essentially this is another expression of Hardy's desire to avoid the 

realities of his situation in life. At this early stage it expresses 

itself passively, though as he matured Hardy took active steps to bet

ter himself educationally and socially. In short, The Life provides 

evidence of both a conscious and an unconscious desire to escape the 

disadvan~ages of his birth and upbringing. Hardy's fiction tends to 

support this conclusion. Frequently in his works a poor young man 
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falls in love with a socially superior young woman. Such is the case 

in early novels and tales like The Poor Man and the Lady (1868), Des

perate Remedies (1871), Under the Greenwood Tree (1872), A Pair of 

Blue Eyes (1873), Far from the Madding Crowd (1874) and An Indiscre

tion in the Life of an Heiress (1878). The youth soon realizes that 

he is socially unacceptable to the young woman's parents and that in 

his present condition he will ultimately be an embarrassment to the 

woman herself. Usually he leaves home to improve his prospects by 

work or study. He is generally successful in these enterprises, 

though he does not always win his lady. 10 

To the young Hardy, conscious of his talents and fond of 

learning, it must have seemed unfortunate that he had been born into a 

11family that had greatly declined from its former high status. Har

dy's ambitions for an education had been fostered by his mother, but 

the family's lack of means made it impossible for his parents to allow 

him to continue at school. Hardy apparently concluded that education 

was the best means of raising himself and realizing his talents. Like 

young Jude Fawley he systematically, almost obsessively, carried on a 

long and rigorous programme of self-education. The young men of Har

dy's early novels and tales usually seek to escape their class and 

some, like Stephen Smith in A Pair of Blue Eyes, try to conceal their 

origins. The connection between Hardy's personal experience and the 

kind of fiction he wrote is close, despite his claims to be the least 

autobiographical of novelists. 

On the whole Hardy led a routine and conventional life. Al
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though he frequently disclaims interest in social climbing, it seems 

clear from the autobiography and from observers' accounts of him, that 

throughout his life Hardy made special efforts to associate with titled 

. 1 . 12or prominent peop e, especially women. Yet he was not by nature a 

gregarious person. The impression obtained from the journal and let

ters is that Hardy was reserved, repressed and inhibi t·ed. He confesses, 

for example, to a lifelong aversion to touch: 

He loved being alone, but often, to his concealed discom

fort, some of the other boys would volunteer to accompany 

him on his homeward journey to Bockhampton. How much 

this irked him he recalled long years after. He tried to 

avoid being touched by his playmates. One lad, with more 

insight than the rest, discovered the fact: 'Hardy, how 

is it that you do not like us to touch you?' This pecu

liarity never left him, and to the end of his life he 

disliked even the most friendly hand being laid on his 

arm or his shoulder. Probably no one else ever observed 

this.13 


He was extraordinarily secretive about his private life. He suppressed 

14the nature of his relationship with Tryphena Sparks and other women. 

He says almost nothing of the circumstances of his marriage to Emma and 

very little of his later relationship to her. Yet he was certainly un

happy with his wife and, in fact, seemed to prefer the dead to the liv

ing Emma. In the past, Hardy's biographers tended to assume that it 

15 
was Emma's deficiencies that caused the breakdown of the marriage. 

Recent biographers, however, have shown greater awareness of Hardy's 

16failures as a husbana. 

Despite the veneer of the well-bred gentleman there are odd as

pects to Hardy's character. The Life of Thomas Hardy is filled with 

anecdotes of a grotesque and macabre nature, such as the following: 
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One summer morning at Bockhampton, just before he sat down 
to breakfast, he remembered that a man was to be hanged at 
eight o'clock at Dorchester. He took up the big brass tele
scope that had been handed on in the family, and hastened 
to a hill on the heath a quarter of a mile from the house, 
whence he looked towards the town. The sun behind his back 
shone straight on the white stone facade of the gaol, the 
gallows upon it, and the form of the murderer in white fus
tian, the executioner and officials in dark clothing and 
the crowd below being invisible at this distance of near
ly three miles. At the moment of his placing the glass 
to his eye the white figure dropped downwards, and the 
faint note of the town clock struck eight. 

The whole thing had been so sudden that the glass near
ly fell from Hardy's hands. He seemed alone on the heath 
with the hanged man, and crept homeward wishing he had not 
been so curious. It was the second and last execution he 
witnessed, the first having been that of a woman two or 17three years earlier, when he stood close to the gallows. 

The first execution referred to was that of Martha Brown, hanged in Au

gust 1856 for the murder of her husband. It must have left an indel

ible impression on Hardy, for he mentions the incident in letters and 

18
reminiscences and incorporates it into his fiction and poetry. 

Hardy probably did not witness any more public executions yet 

his infatuation with death remained. As a mature man he was an inde

19fatigable mourner at funerals of the great and a fascinated record

er of grisly titbits: 

'Dr. and Mrs. Brine ..• came to tea. Brine says 
that Jack Whi t'e' s gibbet (near Wincanton) was standing 

as late as 1835 -- i.e. the oak-post with the iron arm 

sticking out, and a portion of the cage in which the 

body had formerly hung. It would have been standing now 

if some young men had not burnt it down by piling fag

gots round it one fifth of November. 1 20 


One senses a note of disappointment in the plaintive final sentence. 

F. B. Pinion and Evelyn Hardy have singled out Hardy's strange persis

tence in recounting, before the sensitive teen-age daughter of one of 

his guests, the repulsive details of the execution of Mary Channing in 
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211705 for the murder of her husband. Apparently Hardy discovered a 

perverse pleasure in dwelling on the punishment of a young woman for a 

notorious crime. The incident may have been all the more inceres~ing 

to him because the murderess was a real-life femme fatale. 

In the first chapter of The Romantic Agony Mario Praz quotes 

from Shelley's "On the Medusa of Leonarda da Vinci" and comments: 

In these lines pleasure and pain are combined in one single 
impression. The very objects which should induce a shudder 
-- the livid face of the severed head, the squirming mass 
of vipers, the rigidity of death, the sinister light, the 
repulsive animals, the lizard, the bat -- all these give 
rise to a new sense of beauty, a beauty imperilled and con
taminated, a new thrill .... This glassy-eyed, severed 
female head, this horrible, fascinating Medusa, was to be 
the object of the dark loves of the Romantics and the De
cadents throughout the whole of the century. 

For the Romantics beauty was enhanced by exactly those 

qualities which seem to deny it, by those objects which 

produce horror; the sadder, the more painful it was, the 

more intensely they relished it.22 


Hardy shares the same dark love, the same romantic sensibility. Like 

the Romantics, he allowed aspects of his own personality to become aes

thetic principles. "'To find beauty in ugliness is the province of 

23tlie poet'", he once asserted. 

Hardy's curious perversity may partly explain his admiration 

for Swinburne's poetry; although he may have been unaware of it,: he 
'- ~ 

seems to have shared in Swinburne's fascination with the femme fatale, 

the negative anima, who deceives, 1uins or destroys the unwary male: 

such are Elfride, Bathsheba, Eustacia, Felice Charmond, Arabella -

even Tess and Sue in some of their traits., In a letter to Lady Hester 

Pinney, written in 1926, Hardy describes the execution of Martha Brown, 

which had taken place seventy years before: ','"I remember what a fine 



10 

figure she showed against the sky as she hung in the misty rain, and 

how the tight black silk gown set off her shape as she wheeled half-

round and back.'" 
24-_JI 

Poe once said that "the death of a beautiful woman 

25is unquestionably, the most poetical topic in the world" Hardy 

might well have substituted "execution" for the word "death", and 

agreed with him. 

There are a number of ladies in Hardy's fiction -- Miss Ald

clyffe, Elfride, Fanny Robin, Lucetta Templeman, Lady Constantine, 

Felice Charmond, Eustacia and Tess, to say nothing of the women in his 

tales and novellas -- who fall victim to illness, melancholy, heart

break and violent death. Praz observes: 

Beauty and poetry, therefore, can be extracted from 

materials that are generally considered to be base and re

pugnant, as, indeed, Shakespeare and the other Elizabethans 

knew long before this, though they did not theorize about 

it. On the other hand, the idea of pain as an integral 

part of desire is a different matter, and has a certain 

novelty.26 


In Hardy's genteel era there were, indeed, readers who found his sub

ject matter distasteful. It is not necessary today to defend his 

choice of material, but it is worth stressing that Hardy's success in 

fiction springs from his ability to create beauty and poetry out of 

the bizarre and Gothic elements conunonly found in the prose and verse 

of the Romantic period. 

For Hardy the fascination with pain seems to have involved a 

kind of sexual transference. Repressed and frustrated in his private 

life, he found pleasure in the horrible, the cruel and the painful. 

This is obvious in the journals, but may be seen in the fiction too, 

http:novelty.26
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particularly in the short stories, many of whose plots turn on violence, 

illness and death. There are also a number of bizarre scenes in Hardy's 

fiction with strong sexual implications: voyeurism in ~odicean, the 

necrophilia of "Barbara of the House of Grebe", the near lesbianism of 

Desperate Remedies 27 and The '.foodlanders, 28 the epicene heroine and the 

obsession with cousin marriage in Jude the Obscure, the imputed bigamy 

in Two on a Tower, and Jocelyn Pierston's seeming impotence in~ 

Well-Beloved. Hardy's tastes and interests were not grossly unnatural 

or abnormal. They are shared by many, but they do indicate an affinity 

with some of the Romantics an0 nineteenth-century decadents. This may 

not explain the kind of fiction that Hardy wrote, but it does suggest 

something about his imagination and the kind of subject matter he would 

naturally use in his fiction. 

2. Hardy and the Romance Tradition 

In a notebook entry for June 16, 1875, Hardy quotes Schlegel's 

dictwn that "the deepest want and deficiency of all modern art lies in 

the fact that the artists have no mythology". 
29 

Though Hardy makes no 

comment on the quotation it is evident from this, from his reading 

tastes and from the attacks he makes on the naturalist school in "The 

Science of Fiction" that his own bent in literature was towards the 

realms of myth, romance and poetry. Indeed, Hardy's success in the 

novel largely sterns from the use he made of materials drawn from prose 

romance and Romantic poetry. In this section I shall attempt to deter

mine the nature of romance and show which of its elements Hardy incor

porated into his novels. 
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Since romance is more a mode or a quality than a genre, it can 

appear in poetry, drama, or prose fiction. It tends to remove the 

reader from the world of everyday -- either in space or in time. Usu

ally romance is based less on the observed realities of daily life and 

more upon an imaginative world created by the author, It is an ancient 

form of literature that abounds in traditional motifs and patterns, 

and therefore includes elements of ritual, myth, the idyllic or pastor

al, fantasy, fairy tale, the occult, melodrama, sensation, adventure 

or simply a set of experiences which ordinarily do not occur to the 

average person. Consequently romance is associated more with the po

etic and symbolic than is the realistic novel, which is attached to the 

here and now. According to Northrop Frye, myth 

is one extreme of literary design; naturalism is the other, 
and in between lies the whole area of romance, using that 
term to mean ••• the tendency ... to displace myth in 
a human direction and yet, in contrast to "realism", to 
conventionalize content in an idealized direction.30 

We can, therefore, expect to find that prose romance will contain ele

ments of both myth and realism. 

Romances tend to be set in a past which is idealized or affec

tionately regarded. To quote Frye once again: "The perenially child

like quality of romance is marked by its extraordinarily persistent 

nostalgia, its search for some kind of imaginative golden age in time 

31 or space." The characters in a romance may be styli zed, even some

what allegorica1. 32 But since the end of the eighteenth century, ro

mance writers have generally tried to present their characters realis

tically, whatever the underlying mythic or archetypal patterns of their 

http:direction.30
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work might be. Hardy, of course, is not a pure romance writer, but it 

is the intention of this stu<ly to focus on the romance and non-realis

tic elements of his fiction which, in contrast to the attention given 

to Hardy's realistic side, have not been sufficiently explored. 

Romance is almost as old as literature itself. It is to be 

found both in the Bible and in the literature of ancient Greece. How

ever, most critics regard romance as an offshoot of the epic. As the 

recounted adventures become more marvellous and less strictly martial, 

and with the introduction of women into the action, the early sagas 

and epics develop into the popular heroic romances of the Middle Ages. 

These metrical romances contain ritual, myth, fantasy, fairy tale and 

the supernatural; the central episode is usually a knightly quest or 

journey in which the hero attempts to achieve honour or win a lady by 

succeeding in his adventure. This motif persists into later romance 

and may be found even in the novels of Hardy. The poor young man who 

dauntlessly sets of£ into the world in order to make himself worthy of 

a socially unattainable lady is a frequent character in Hardy's prose 

fiction, notably in "The Waiting Supper", "Barbara of the House of 

Grebe", A Pair of Blue Eyes and An Indiscretion in the Life of an Heir

ess (the quest motif of which had been adapted from Hardy's early un

published novel The Poor Man and the Lady). In these fictions the ob

stacle to the marriage of the young hero and heroine is generally a 

tyrannous or ambitious father. The chivalric pattern is especially ob
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vious in A Pair of Blue Eyes, After Stephen Smith leaves England a 

worthier suitor for Elfride's hand appears, appropriately named Knight. 

By comparison, Smith is indeed a squire of low degree and Knight has 

little difficulty in winning his lady. 

A popular motif in heroic romance was the deliverance of the 

maiden from an ogre or a monster. In The Mayor of Casterbridge, 

Henchard saves Lucetta and Elizabeth-Jane from a bull. In An Indiscre

tion in the Life of an Heiress Egbert Mayne rescues Geraldine Allen-

ville from the threshing-machine; the names, with their vaguely chival

ric connotations, reveal the novella's archetypal motif and Hardy's 

ironic intentions. A similar episode occurs in Tess of the d'Urber

villes. This time the maiden refuses to allow herself to be delivered 

from the machine by Alec d'Urberville, for she knows that he is not her 

true knight. The stock situation of the woman in distress which occurs 

in this novel, in Desperate Remedies, in Far from the Madding Crowd and 

elsewhere can be traced back to mediaeval romance. 

It is obvious that Hardy's fiction contains a great deal of ma

terial that originates in Gothic romance, but Hardy was probably also 

directly influenced by the poets and dramatists of the English Renais

sance who inspired the later Gothic novelists. Some critics have sug

gested that the origins of eighteenth-century Gothic literature may be 

traced back to Spenser's fascination with wicked hermits (Archimago), 

fatal women (Duessa, Acrasia), persecuted maidens (Florimell, Amoret), 

33haunted castles (House 	of Busyrane) and the like. There is evidence 

' . 11 34t hat Hardy knew Spenser 	s poetry quite we • He may have enjoyed the 
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"Gothic material" in the Faerie Queene, but, as we shall see, the indi

cations are that he was more impressed by Spenser's use of the pastoral. 

Another critical commonplace is that the Gothic writers drew inspiration 

35from Elizabethan and Jacobean drama. Given Hardy's interest in the 

sensational, it is not surprising to find that he was attracted to Web

ster36 and Ford37 and that he was particularly impressed by Shakespear

ian tragedy. Judging by the number of quotations, Hardy's favourite 

tragedies were Hamlet, Othello, Macbeth, King Lear and Romeo and Juliet. 

He began to read them as a boy of twelve: "At this age Thomas also 

loved reading ... Shakespeare's tragedies for the plots only, not 

thinking much of ~amlet because the ghost did not play his part up to 

38the end as he ought to have done." Clearly what initially attracted 

the young Hardy in Shakespeare were the supernatural elements. In 

adapting tragic structures to the novel form, Hardy was in all proba

bility guided as much by Shakespeare as by the Greek tragedians. The 

use of comic yokels as a chorus or commentary on the action of the Wes

sex novels seems more Shakespearian than Greek. 

The most original use of romance in the Renaissance was made by 

Elizabethan dramatists, notably by Shakespeare. The features of Shake

39spearian romantic comedy have been described by Northrop Frye. Usu

ally a group of characters temporarily abandon courtly society for a 

world that is remote, exotic and unreal. The new setting is very of

ten natural and the mood idyllic or pastoral; the virtuous characters 

appear ennobled. Evil is not excluded, but it is controlled by myste

rious or magic forces. Consequently the audience is never seriously in 
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doubt as to the outcome, and the play rolls inevitably towards its pre

determined cheerful ending of reconciliation -- invariably symbolized 

by the marriage of the young hero and heroine and their friends. 

These romantic comedies abound in myth and fantasy; the scenes 

are richly symbolic and the situations archetypal. The audience is 

made to feel that it has witnessed a significant, almost a religious 

spectacle; it returns to the real world, along with the characters, some

how enlightened, or at least awed, by the wonders it has seen. In 

general, the plays are an elaborate tribute to young love, life, union 

and fertility. 

Though several critics have noted the similarity between Hardy's 

comic yokels and Shakespeare's, few of them have discussed Hardy's 

40adaptation of Shakespearian comic romance to his novels. It is not 

by chance, however, that he makes frequent allusions to romantic come

dies such as As You Like It, Twelfth Night, A Midsummer Night's Dream, 

The Merchant of Venice and The Tempest. 

While Hardy sometimes quotes from these plays for decorative 

effect, his references more often create mood, suggest theme and deepen 

implications. Thus, in Under the Greenwood Tree the title, with its 

allusion to As You Like It, implies that we are entering a pastoral 

world that never was, in which the laws that usually govern courtship 

and marriage are set aside, and young love is allowed to triumph over 

class considerations and parental opposition. Hardy's creation of 

idyllic settings separated from the real world in which love is al

lowed to flourish may also be found in Two on a Tower, "The Romantic 
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Adventures of a Milkmaid", The Woodlanders and Tess of the d'Urber

villes, and will be discussed in later chapters. 

Hardy evidently found Shakespeare's boyish heroines attractive, 

for there is more than one imitation of them in the stories and novels. 

By and large Hardy's maidens are intelligent, active women quite pre

pared to seek out a mate if necessary. This i$- true of Bathsheba, 

Ethelberta, Lady Constantine, Eustacia and Arabella. At the same time, 

there is often a sexual ambiguity in them partly suggested by the mas

culine element in their names Paula, Ethelberta, Marty, Elfride. 

Eustacia, Sue and the heroine of "The Distracted Preacher" at one point 

dress in men's clothing like Shakespearian heroines. Primarily, how

ever, it is the use of ritual and myth in an idyllic natural setting 

that links Hardy to Shakespeare. The harvest suppers, the sheep 

shearing, the weddings, the formal gatherings -- these ritualistic, 

almost religious observances seem to belong to the millenial world 

of Shakespearian romance. 

In the late seventeenth and early eighteenth centuries French 

prose romances based on the legendary exploits of the heroes and hero

ines of the past dominated popular literature. But the form had ceased 

to develop, and with the advent of the novel in the 1740s fell into de

cline. While most eighteenth-century critics believed romance and nov

el to be antithetical and separate, Horace Walpole, the author of The 

Castle of Otranto (1764), believed he could profitably combine them in

to a new form of fiction. The result is what is loosely called the 

Gothic novel, but since this form has little to do with realistic rep
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resentation of the actual world it is more accurately known as the 

Gothic romance. 

Hardy was familiar with some of the Gothic writers and their 

41 42followers. He appears to have read Radcliffe and Lewis. Certainly 

44he knew the later Gothicists Mary Shelley43 and Hawthorne, as well as 

the sensational mystery writer Wilkie Collins. 45 But it is more than 

likely that he acquired his taste for the Gothic through the ballads, 

the Romantic poets and from writers like Shakespeare, Bunyan, Scott, 

46Ainsworth and Dumas pere, whom he read in his childhood. 

At any rate, the gloomy, mysterious houses, mansions, churches 

and castles of Gothic romance, with their mouldy furnishings and sinis

ter portraits, provide the theatrical backdrop for many of the novels 

and tales in the Hardy canon. His architectural interests and training 

must have impressed upon Hardy the appropriateness of Gothic architec

ture, with its ready-made power to evoke the heavier emotional moods 

of awe, pathos, melancholy, terro~ and horror, as a setting for his 

fiction of sensation and melodrama. Almost every one of his novels has 

a graveyard scene. There are corpses, charnel objects and characters 

who return from death. Much of the action in Hardy's novels takes 

place at night or during a storm. ·Omens, portents, superstitions and 

prefigurative symbols cause uncertainty and ambiguity. In the Gothic 

romance the supernatural always appears to be present, although some

times, as at the end of Mrs. Radcliffe's novels, there is a rational 

explanation for everything. But Hardy employs the supernatural ambig

uously: an unnatural or curious incident occurs, and Hardy, like Scott 
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, or Hawthorne, leaves it to the reader to decide whether it is to be ex

plained by natural causes, chance or supernatural intervention. 

Gothic novels have complex plots which proceed at a rapid pace. 

They employ suspense and tension, coincidence and deus ex machina in

tervention, devices which proved to be attractive to the Victorian se

rial writers, and which abound in Hardy's Desperate Remedies, A Laodi

cean, The Return of the Native, Far from the Madding Crowd and The Mayor 

of Casterbridge. The persecuted maiden, central to the early Gothic 

romances, turns up, somewhat modified, in Cytherea Graye, the heroine 

of Desperate Remedies, in Fanny and Bathsheba of Far from the Madding 

Crowd, and in the heroines of Tess of the d'Urbervilles and "Barbara 

of the House of Grebe". There is also a similarity between Aeneas Man

ston, Captain de Stancy, Alec d'Urberville and the dark, melancholy 

47villain-heroes of the Gothic no\'elists and their followers. But pre

swnably Hardy was most impressed by the potential symbolic and poetic 

force of the Gothic romance and its underlying eroticism. This may be 

seen in Chapter LII of Tess of the d'Urbervilles, where Tess is star

tled to find Alec stretched out on a slab in Kingsbere Church. It is a 

powerfully evocative scene which implies that Alec will achieve his 

longed for sexual "death" with Tess, as well as a literal death which 

he does not foresee. 

Hardy was strongly influenced by Sir Walter Scott, the greatest 

of the English romantic novelists, himself an admirer of the Gothic 

school. Scott's romances -- with their close attention to detail, 

their historical themes and regional settings -- were a new departure 
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, in fiction of the early nineteenth century. Hardy certainly learned 

much from Scott but, characteristically, was loath to admit it. Hardy 

claimed "that he preferred Scott the poet to Scott the novelist, and 

never ceased to regret that the author of 'the most Homeric poem in the 

English language -- Marmion' -- should later have declined on prose 

f . . 49ict1on. ,,48 However, as Weber has observed, Hardy quotes more fre

quently from the Waverley novels than he does from Scott's poems and, 

significantly, Hardy praises Scott's The Bride of Lammermoor as "an al

most perfect specimen of form, which is the more remarkable in that 

Scott, as a rule, depends more upon episode, dialogue, and description, 

for exciting interest, than upon the well-knit interdependence of 

parts."50 The praise is sincere, for Hardy has imitated Scott's 

methods. It is interesting that he chooses to single out The Bride of 

Larrnnermoor, which is among the least historical and the most Gothic of 

Scott's works. Scott and Hardy are both concerned with the conflict 

between a romantic past and a prosaic present. Though Hardy probably 

found Scott's nostalgic view of the past congenial, in the above quota

tion he puts the main stress on form. Like several Hardy novels, ~ 

Bride of Lammermoor has a basically tragic structure, and ends pessi

mistically. Gothic elements such as mysterious ruined buildings, sin

ister portraits which appear to move, graveyard scenes, violence, sen

sation and melodrama abound in both authors. Like Scott, Hardy takes 

pains to describe the land, to research the social and political back

ground and to authenticate local custom. The tragic sections often 

stand in contrast to the humour of the peasants, who speak in the local 
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, vernacular and who usually act as a chorus. Several of the situations 

in Scott's novel are similar to those found in Hardy's: Ravenswood 

saves Lucy and her father from an enraged bull and as a resu~t the two 

fall in love. In A Pair of Blue Eyes Elfride's rescue of Knight from 

the "Cliff Without a Name" also serves to draw the couple together. In 

An Indiscretion in the Life of an Heiress Egbert Mayne's attachment to 

Geraldine dates from the time he rescues her from the threshing machine. 

As previously noted, these motifs are common in mediaeval romance. The 

drowning of Eustacia in the weir resembles Ravenswood's death in the 

quicksands of Kelpie's Flow. Both are tragic figures crossed in love. 

To an extent, Scott's novel follows the pattern of Romeo and Juliet. 

Perhaps Hardy learned from Scott to adapt Shakespearian tragic patterns 

to the Wessex novels, but Hardy's adaptation of Shakespearian tragedy 

is more subtle than Scott's. Hardy will use Shakespeare's techniques, 

but rarely imitates his plots. 

The Bride of Lammermoor has several points of similarity to 

Tess of the d'Urbervilles: Lucy and Tess are both variants of the 

persecuted maiden. The comparison of Lucy to a wounded deer51 is of 

the same kind as the animal imagery associated with Tess, and calls to 

mind the myth of the white hart mentioned at the beginning of the 

second chapter of Tess of the d'Urbervilles. The drops of blood which 

52fall on Lucy Ashton's robes bode ill, just as the drops of blood on 

Tess's white dress are a symbolic anticipation of her death at the end 

of that novel. The legendary fountain in The Bride of Lammermoor, the 

"white" witch (blind Alice), and the "black" witch (Dame Gourlay), could 
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belong equally to the world Hardy evokes in his great Wessex novels. 

A number of the above mentioned elements may have come to Hardy 

via James Grant, G. P. R. James and Harrison Ainsworth, popular imita

tors of Scott's historical romances whose work Hardy delighted in as a 

53
boy. While Hardy seems to have lifted the storm scene, the Turpin 

episodes and possibly several other things from Ainsworth's Rookwood 

for use in Far from the Madding Crowd, in general it appears that Ains

worth's effect on Hardy was superficial rather than profound. Haw

thorne provides yet another example of a writer who effectively employs 

regional settings and partially historical themes. There is some in

dication too, as will be shown in the discussion of A Laodicean in 

Chapter V, that Hardy may have been attracted by Hawthorne's use of 

allegory. In his growing tendency to become the historian of Wessex, 

Hardy could also have been following the example of the Dorset poet 

William Barnes, who wrote about humble folk in the local Dorset dialect. 

Admittedly it is difficult to pin down these influences, but in summary 

Hardy's regionalism and tempered historicism, as well as certain of 

his techniques seem to derive mainly from Scott. 

As a term, "historical romance" implies the merging of two for

merly distinct modes -- fact and fiction, the realistic and the imagina

tive, In the eighteenth century, novel and romance were regarded as 

quite separate forms, as is implied in Clara Reeve's distinction: 

The Romance is an heroic fable, which treats of fabulous 
persons and things. -- The Novel is a picture of real life 
and manners, and of the times in which it is written. The 
Romance in lofty and elevated language, describes what 
never happened nor is likely to happen. -- The Novel gives a 
familiar relation of such things, as pass every day before 
our eyes, such as may happen to our friend, or to ourselves; 
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and the perfection of it, is to represent every scene, in 

so easy and natural a manner, and to make them appear so 

probable, as to deceive us into a persuasion (at least 

while we are reading) that all is real, until we are af

fected by the joys or distresses, of the persons in the 

story, as if they were our own.54 


At the end of the eighteenth century, however, the first historical 

novels foreshadow the merging of romance and realism which character

ize the nineteenth-century novel as practised by Scott and his imita

55
tors; this tradition was passed on to Hardy. 

While his indebtedness to romance can hardly be overestimated, 

Hardy was also partial to oral forms of literature -- folk tale and 

ballad. We find them mentioned or recorded time and again in the jour

nals and effectively introduced into the pages of the Wessex novels 

and stories. The following entry is a typical example of the kind of 

folk tale that Hardy delighted in: 

'Heard a story of a farmer who was "over-looked" (ma
lignly affected) by himself. He used to go and examine 
his stock every morning before breakfast with anxious 
scrutiny. The animals pined away. He went to a conjurer 
or white witch, who told him he had no enemy; that the 
evil was of his own causing, the eye of a fasting man be
ing very blasting: that he should eat a "dew-bit" before 
going to survey any possession about which he had hopes. 1 56 

Hardy uses "over-looking" as a plot device on several occasions, but 

nowhere more centrally than in "The Withered Arm", a story which he 

had completed about a month before the above journal entry. Here it 

is the supernatural element that has caught Hardy's attention; else

where he reveals his fondness for comic or ironic folk tales, particu

larly those bearing on the relations of the sexes. 

Donald Davidson has argued that a Hardy novel "is an extension 
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in the form of a modern prose fiction, of a traditional ballad or an 

57oral tale''. Although the ballad often has its origin in the matter 

of everyday life, the treatment of an episode in a ballad is usually 

non-realistic. Certainly sections of Hardy's novels, many of his poems 

and several of his stories, evoke the ballad world of mystery, super

natural phenomena, passion and violence which are closely linked to 

the Gothic. The ruined maid motif, so common in the ballads, is an 

especial favourite of Hardy's. 

The critic Elliott B. Gose points out that elements of the 

fairy t.ale, initially a distinct form like the romance, are often evi

58dent in the nineteenth-century nove1, although it is sometimes diffi

cult to distinguish between fairy tale and romance. Yet fairy tale, as 

the term implies, tends to include mysterious otherworldly figures, 

frequently in combination with a transformation or changeling topos. 

While it is possible to point to fairy tale elements in certain of Har

dy' s stories and novels -- the mysterious Man Who Had Failed in ''Our 

Exploits at West Poley", or the reddleman in The Return of the Native 

-- the most striking examples of Hardy's adaptation of the fairy tale 

occur in "Fiddler of the Reels" and "The Romantic Adventures of a Milk

maid", in which the mysterious strangers who dominate the action are 

seemingly of supernatural origin. Again, Hardy's ability in "Fiddler 

of the Reels" to fit a ballad or fairy tale into the realistic atmo

sphere of the Great Exhibition of 1851 is impressive. 

Folk tales, ballads and fairy tales do not, strictly speaking, 

belong to the world of romance, but in the desire to make his tale 
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worth the telling, Hardy was prepared to draw on any non-realistic ma

terial. In many respects a mythopoeic writer, Hardy naturally sought 

to create the ambience of romance, in the widest sense of the term, 

when he turned to fiction writing. 

3. Hardy and the Romantics 

Hardy owed a great deal to the English Romantic poets and their 

followers. It is obvious from allusions in The Life of Thomas Hardy as 

well as in the novels and stories that Hardy's favourite poets were 

Shelley, Wordsworth, Byron, Coleridge and Keats. There are also numer

ous references to such pre-Romantic poets as Burns, Chatterton, William 

Collins, Cowper, George Dyer, Gray, James Thomson and Edward Young, to 

such minor poets of the Romantic period as Thomas Campbell and Thomas 

Hood, to the American Romantics Poe and Whitman, and to Hardy's con

temporaries -- Tennyson, Swinburne and Rossetti -- who exhibit Romantic 

59 or late Romantic characteristics. ,Hardy's indebtedness to the Roman

tics is evident in three principal areas -- critical theory, treatment 

of nature and the creation of character. 

Michael Millgate has argued that Hardy's adaptation of the ro

60 mance form was directly influenced by Hawthorne. This is a useful 

suggestion, though one which cannot easily be proved. Hardy's view of 

the story-teller's art strongly resembles the critical formulations of 

his pre-Romantic and Romantic predecessors. Take, for example, the 

following well-known statement on fictional theory which appears in 

The Life of Thomas Hardy under the entry for July 1880: 

'The real, if unavowed, purpose of fiction is to give 

pleasure by gratifying the love of the uncommon in human 
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experience, mental or corporeal. 
'This is done all the more perfectly in proportion as 


the reader is illuded to believe the personages true and 

real like himself. 


'Solely to this latter end a work of fiction should 

be a precise transcript of ordinary life: but, 


'The uncommon would be absent and the interest lost. 

Hence, 


'The writer's problem is, how to strike the balance 

between the uncommon and the ordinary so as on the one 

hand to give interest, on the other to give reality. 


'In working out this problem, human nature must never 

be made abnormal, which is introducing incredibility. 

The uncommonness must be in the events, not in the char

acters; and the writer's art lies in shaping that uncom

monness while disguising its unlikelihood, if it be un

likely.161 


As Hardy defines it, the problem is to use the imagination to create 

interest without offending the reader's readiness to believe in the ac

tion. Hardy thought that considerable liberty could be taken with the 

plot in a novel, provided that the characters were credible: "after 

all it is not improbabilities of incident but improbabilities of char

62acter that matter". In his preface to the second edition of The 

Castle of Otranto, Horace Walpole says much the same thing about his 

own technique: 

Desirous of leaving the powers of fancy at liberty to ex

patiate through the boundless realms of invention, and 

thence of creating more interesting situations, he wished 

to conduct the mortal agents in his drama according to 

the rules of probability; in short, to make them think, 

speak and act, as it might be supposed mere men and women 

would do in extraordinary positions. He had observed, 

that in all inspired writings, the personages under the 

dispensation of miracles, and witnesses to the most stu

pendous phoenomena, never lose sight of their human char

acter: whereas in the productions of romantic story, an 

improbable event never fails to be attended by an absurd 

dialogue. The actors seem to lose their senses the mo

ment the laws of nature have lost their tone.63 


Though Walpole was unable to achieve his stated intention, his 
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followers attempted to practise what he had preached. In her preface 

to The Old English Baron (1778), Clara Reeve adopts Walpole's critical 

terminology. She praises his "attempt to unite the various merits and 

graces of the ancient Romance and modern Novel", and argues that 

to attain this end, there is required a sufficient degree 

of the marvellous, to excite the attention; enough of the 

manner of real life, to give an air of probability to the 

work; and enough of the pathetic, to engage the heart in 

its behalf. 64 


Essentially this is the view put forward some years later by 

Coleridge in Chapter XIV of Biographia Literaria. He speaks there of 

two cardinal points of poetry, the first "a faithful adherence to the 

truth of nature" and the second "the power of giving the interest of 

novelty by the modifying colors of imagination". Coleridge then pro

posed the composition of a series of poems in which 

the incidents and agents were to be, in part at least, super
natural; and the excellence aimed at was to consist in the 
interesting of affections by the dramatic truth of such emo
tions as would naturally accompany such situations, suppos
ing them real. 

Coleridge adds that his endeavours were to be 

directed to persons and characters supernatural, or at 

least romantic; yet so as to transfer from our inward 

nature a human interest and a semblance of truth suf

ficient to procure for these shadows of imagination that 

willing suspension of disbelief .65 


Coleridge is distinguishing between Wordsworth's poems, which adhere to 

the truth of nature, and his own, which employ supernatural "incidents 

and agents". Hardy appears to admit to Coleridge's influence on him

self in his journal entry for February 23, 1893 where he argues that: 

A story must be exceptional enough to justify its tell
ing. We tale-tellers are all Ancient Mariners, and none of 
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us is warranted in stopping Wedding Guests (in other words, 

the hurrying public) unless he has something more unusual 

to relate than the ordinary experience of every average 

man and woman. 


'The whole secret of fiction and the drama -- in the 

constructional part -- lies in the adjustment of things 

unusual to things eternal and universal. The writer who 

knows exactly how exceptional, and how nonexceptional, 
 66his events should be made, possesses the key to the art.' 

The distinctions between romance and novel formulated by Wal

pole and Reeve were carried over into early nineteenth-century prose 

fiction by Sir Walter Scott. Thus, in his 1824 Essay on Romance, Scott 

defined romance as "a fictitious narrative in prose or verse; the in

terest of which turns upon marvellous and uncommon incidents". He 

contrasts this to the novel, which is "a fictitious narrative differ

ing from the Romance, because the events are accommodated to the ordi

. f h d h d f • 67IInary train o uman events, an t e mo ern state o society . But 

Scott goes on to argue that "there may exist composHions which it is 

difficult to assign precisely or exclusively to the one class or the 

68
other; and which, in fact, partake of the nature of both11 In his• 

introduction to Walpole's Castle of Otranto, Scott employs phrasing 

very similar to Reeve's. He notes that Walpole was able 

to unite the marvellous turn of incident and imposing tone 

of chivalry, exhibited in the ancient romance, with that 

accurate display of human character and contrast of feel

ings and passions which is, or ought to be, delineated in 

the modern nove1.69 


Similar distinctions between romance and novel are made by Hawthorne in 

his preface to The House of Seven Gables (1851): 

When a writer calls his work a Romance, it need hardly 
be observed that he wishes to claim a certain latitude, 
both as to its fashion and material, which he would not 
have felt himself entitled to assume had he professed to 
be writing a Novel. The latter form of composition is pre

http:nove1.69
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sumed to aim at a very minute fidelity, not merely to the 
possible, but to the probable and ordinary course of man's 
experience. The former -- while, as a work of art, it must 
rigidly subject itself to laws, and while it sins unpar
donably so far as it may swerve aside from the truth of 
the human heart -- has fairly a right to present that truth 
under circumstances, to a great extent, of the writer's own 
choosing or creation.70 

But Hawthorne too sees that romance need not always be separate from 

the novel and, indeed, that there might be advantages for the writer 

in combining them: 

The point of view in which this tale comes under the Roman
tic definition lies in the attempt to connect a bygone time 
with the very present that is flitting away from us. It is 
a legend prolonging itself, from an epoch now gray in the 
distance, down into our own broad daylight.71 

During the nineteenth century several novelists attempted to 

combine the technique of the romance with that of the novel. A combi

nation was effected not only by Scott and Hardy, but by such widely 

different authors as Charles Dickens, Anthony Trollope and Robert Louis 

Stevenson. Here for example, is Dic~ens' justification of fantasy: 

It does not seem to me to be enough to say of any de
scription that it is the exact truth. The exact truth must 
be there; but the merit or art in the narrator, is the man
ner of stating the truth...• in these times, when the ten
dency is to be frightfully literal and catalogue-like -- to 
make the thing, in short, a sort of sum in reduction that 
any miserable creature can do in that way -- I have an idea 
(really founded on the love of what I profess), that the 
very holding of popular literature through a kind of ~opu
lar dark age, may depend on such fanciful treatment,7 

Anthony Trollope also calls for a combination of realism and romance in 

the novel, but the term he uses is "sensational": 

Among English novels of the present day, and among Eng
lish novelists, a great division is made. There are sen
sational novels and anti-sensational, sensational novelists 
and anti-sensational; ••• All this is, I think, a mistake, 

http:daylight.71
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-- which mistake arises from the inability of the imperfect 
artist to be at the same time realistic and sensational. A 
good novel should be both, and both in the highest degree. 
If a novel fail in either, there is a failure in Art. Let 
those readers who believe that they do not like sensational 
scenes in novels think of some of those passages from our 
great novelists which have charmed them most: -- of Rebecca 
in the castle with Morton; of the mad lady tearing the veil 
of the expected bride, in Jane Eyre; ... Will any one say 
that the authors of these passages have sinned in being over
sensational? ... No novel is anything, for purposes either 
of comedy or tragedy, unless the reader can sympathize with 
the characters whose names he finds upon the page. Let an 
author so tell his tale as to touch his reader's heart and 
draw his tears, and he has, so far, done his work well. 
Truth let there be, -- truth of description, truth of char
acter, human truth as to men and women. If there be such 
truth, I do not know that a novel can be too sensationa1.73 

Hardy would have had no difficulty in agreeing with such state

ments. Like Dickens and Trollope, he was ready to blend the fanciful 

and the sensational with the novel of contemporary life. He merely 

carried the tendency a step further, and brought folk lore, fairy 

tale, romance, ritual and myth into the otherwise realistic realm of 

the novel. As Hardy expresses it he 

had mostly aimed at keeping his narratives close to natural 
life and as near to poetry in their subject as the condi
tions would allow, and had often regretted that those condi
tions would not let him keep them nearer still.74 

In another context he remarks of himself: "Thomas Hardy was always a 

person with an unconscious, or rather unreasoning, tendency, and the 

poetic tendency had been his from the earliest. 1175 From the standpoint 

of a late nineteenth or early twentieth-century critic, Hardy's reso

lute stand against realism may seem conservative or even old-fashioned. 

But from a late twentieth-century perspective Hardy may be viewed as 

one who prepared the way for modern practitioners of the novelist's 

http:still.74
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art by his unusual blend of poetry with prose fiction. 

More than any other nineteenth-century English novelist, Hardy 

was concerned with the relationship between man and nature. Directly 

or indirectly his interest in the problem derives from the Romantics, 

particularly (as frequent allusions and quotations make clear) from 

Wordsworth. Though Hardy was fascinated by nature, he could not share 

the confidence of Rousseau and Wordsworth in its benignity. It is 

possible that Hardy knew country life too well to be able to sentimen

tali2e it, or that his views were transformed by his early reading of 

Darwin. ~ But more than likely his reaction against Romanticism was akin 

to that of other Victorian writers who, having grown up on Romantic 

literature, felt the need to define their positions and assert their 

own intellectual independence by rebelling against its doctrines or at-

k . . d 76tac 1ng its extravagances an excesses. 

77John Holloway and Irving Howe have pointed out that Hardy's 

attitude to nature is not entirely consistent, but that generally speak

ing, he conceives of it as "an organic whole, and its constituent parts, 

78 even the inanimate parts, have a life and personality of their own11 
• 

This is a significant observation, but it neglects the possibility that 

Hardy's view of nature changed during the quarter century that he was 

writing fiction. The limited scope of this study does not permit a 

full scale exploration of this problem. The section that follows will, 

therefore, simply comment briefly on Hardy's developing attitude to 

nature in order to reveal the extent to which he was affected by the 

Romantics. A more detailed examination of Hardy's use of nature will 
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be attempted in the chapters dealing with individual novels. 

The Wordsworthian influence is quite noticeable at the begin

ning of Hardy's literary career. In Under the Greenwood Tree, the most 

Wordsworthian of his novels, Hardy alludes to "Lines Composed a Few 

Miles Above Tintern Abbey" to suggest the reciprocal relationship ex

isting between man and nature in old Wessex. The comic atmosphere of 

the novel is very different from the serious tone Wordsworth generally 

adopts in his poems, but Hardy, like Wordsworth, respects humble coun

try folk and extols the life lived close to nature. 

The several allusions to the "Immortality Ode", "To The Cuckoo" 

and "Ode to Duty" in A Pair of Blue Eyes suggest that Hardy's interest 

in Wordsworth remained constant. In the well-known episode on the 

cliffs, Elfride and Knight confront a hostile "cosmic agency" that ac

tively seeks their destruction. This figure was adumbrated in Desper

ate Remedies: the fire that destroys the Three Tranters Inn is fanned 

by an autumn wind described as a "treacherous element" that "knew there 

79had arisen a grand opportunity for devastation 11 Seemingly quite the• 

opposite of Wordsworth's benevolent "presence", Hardy's malevolent 

spirits are actually the other side of the Wordsworthian coin. In 

short, in these two early novels, nature is a living organism or per

sonified force, inimical rather than sympathetic to man. 

In his next novel, Far from the Madding Crowd, Hardy at times 

seems to return to the benign Romantic view of nature adopted in Unde!_ 

the Greenwood Tree. Gabriel Oak has some of the tenderness, resolution 

and strength of Wordsworth's Michael. There is also in this novel a 
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brief personification of nature as a genial mother figure: "By one of 

those whimsical coincidences in which Nature, like a busy mother, seems 

to spare a moment from her unremitting labours to turn and make her 

children smile, the girl now dropped the cloak. 1180 But the general 

tone of the book is more ironic than idyllic. The prevailing attitude 

to nature is seemingly that of the peasant or farmer; nature can be 

destructive and hostile as often as it is beneficent. At one point, 

proximity to nature soothes Bathsheba's troubled spirit; 81 at another, 

a violent storm threatens to ruin her haystacks. 82 Yet Gabriel Oak 

shows that if man employs foresight, skill and industry he can cope 

with the challenges of nature. Essentially nature provides a moral 

norm: if man can submit to nature's stern discipline and pass her tests, 

he wi 11 prevail; but if, like Troy, he seeks to evade the yoke, his 

weakness of character will sooner or later be exposed. 

There are almost no references to Wordsworth in the fiction 

Hardy published between 1875 and 1886. Instead, in The Return of the 

Native (1878), he develops a view of nature which reflects the scienti

fic thought of his own age. He frequently alludes to past and present 

forms of animal and human existence, which he contrasts to the perma

nence of the Heath. Though evolutionary motifs are not stressed in 

the novel, Hardy does appear to be portraying Egdon Heath as an indi

rect environmental influence on the lives of his characters. In this 

respect The Return of the Native anticipates at least one of the ideas 

83of the naturalist movement of the late nineteenth century. This, 

however, does not seem to be Hardy's main purpose. Egdon Heath is pre

sented as a powerful, unchanging but essentially neutral personality 
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which contrasts with the ephemerality and insignificance of man. By 

presenting the heath in this way Hardy heightens the pathos of the hu

man situation. The Return of the Native is the furthest Hardy allowed 

himself to go in attributing personality to natural objects. 

In other fictions of his middle period Hardy does from time to 

time employ the pathetic fallacy to suggest that nature is a living 

presence or organism, but he does not elsewhere develop a natural object 

so as to make it virtually a character in a novel. Nature is presented 

as essentially indifferent to the activities of man, and Hardy largely 

. 1 .ceases to d . t heir interre. ationsh"ip. 84rarnatize His characteristic pre

occupation with the decline of rural England now becomes more prominent. 

Towards the end of his career as a novelist allusions to Words

worth reappear. Usually such echoes are ironic or satiric, as in Jude 

the Obscure. Young Jude, for example, feels a "magic thread of fellow-

feeling" that unites "his own life" with that of the rooks he is hired 

85
to frighten away from the corn. But almost immediately, Jude's Words

worthian reciprocation with nature is interrupted by the sharp thwack of 

reality from the implement of the angry farmer. Somewhat later, in the 

same vein, Hardy alludes to Wordsworth's "Immortality Ode" to suggest 

the naivete of Jude's childish hope of obtaining books from Physician 

Vilbert. Jude 

smiled with that singularly beautiful irradiation which is 
seen to spread on young faces at the inception of some 
glorious idea, as if a supernatural lamp were held inside 
their transparent natures, giving rise to the flattering 
fancy that heaven lies about them then.86 

Hardy contrasts the Romantic notion of the sacredness of childhood with 
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the reality of the abuse of children by unscrupulous adults. 

The bitterest references to lfordsworth, however, are to be 

found in Tess of the d'Urbervilles. The Edenic setting of the Vale of 

Blackmoor is described in language that echoes the opening section of 

Wordsworth's "Tintern Abbey": "the fields are mere paddocks, so reduced 

that from this height their hedgerows appear a network of dark green 

87
threads overspreading the paler green of the grass." But the appa

rently ideal nature of the landscape stands in strong contrast to the 

previous scene in which a slightly inebriated John Durbeyfield lolls on 

a daisy bank indulging himself in daydreams of his noble family "skil

lentons". It is interesting to note that in Hardy's allusion to the 

same passage from "Tintern Abbey" at the beginning of Chapter II of 

Under the Greenwood Tree the ironic note is absent. A little further 

on in Tess, Hardy refers explicitly to Wordsworth's "Lines Written in 

Early Spring" to show that Durbeyfield's children, far from sharing in 

the divine scheme are, in fact, the hapless victims of their shiftless 

parents. Hardy now waxes indignant that Wordsworth dares to assert 

88faith in "Nature's holy plan". Yet the conflict Hardy observes be

tween nature and the social law of man is close to the theme of Words

worth's poem -- the harmony and order of nature contrasted to what "man 

has made of man". 

Unlike Wordsworth, Hardy cannot, at least in his fiction, main

tain any belief in God or even in a principle of order in the universe. 

Nature is aloof. As Howe puts it, Hardy "found it hard, as must any

one raised in the shadow of Christianity, to accept a world stolidly 

89indifferent to mankind 11 Perhaps this explains his frequent refer• 
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ences to "Tintern Abbey" and the "Immortality Ode", poems in which 

Wordsworth sets down in memorable phrases his conception of the spiri

tual world that lies about us. Though intellectually Hardy concluded 

that there was no God, emotionally he still felt the need for faith. 

Hence the constant allusions to Wordsworth attended by indignant criti

cism. To quote Howe once again: "A post-Romantic [Hardy] remained en

. . " 90t hra11 ed b y romant1c1sm • 

Much of Hardy's power is derived from his descriptive nature 

passages. A landscape or natural description is never just an imper

sonal, neutral setting; it invariably carries an emotional weight for 

Hardy. This is also true of the use of nature for characterization, 

structural and symbolic purposes in his work. Indeed, the symbolic 

passages are frequently the most significant episodes of a Hardy novel. 

Certainly they are among the most original aspects of his technique, 

for several of the other ways in which Hardy employs nature can be 

. . h - f. . 91f ound e1sewhere in n1net~ent -century ict1on. Though he at first 

used symbolic effects in a rather forced and obvious manner, Hardy 

gradually learned to combine them with natural description so that they 

seem to arise spontaneously out of the circumstances and setting. The 

emotional impact of these scenes is such as to carry us over the im

probabilities of particular situations and to make us believe in the 

characters, their feelings and the reality of their existence in the 

Wessex setting. 

Hardy's debt to the Romantics is also obvious in his character

ization. Again and again in his fiction we meet mature or experienced 



37 

men of dark complexion like Aeneas Manston, Damon Wildeve, Captain de 

Stancy, Sergeant Troy, Baron Von Xanten, Henchard, Fitzpiers, Alec d'Ur

berville and Mop Ollarnoor. They are usually men of great physical 

charm or commanding personality and invariably have strong sexual im

pulses. Perhaps they initially succeed in winning the lady, but often 

they exceed themselves and are replaced in the.lady's affections by 

Hardy's poetical, decent young men. Some, Manston and Alec for example, 

are in danger of becoming mere stock villains, yet their vibrant sexu

ality holds the interest of the reader. It would be hard to imagine a 

Hardy novel without them. Clearly Hardy's conception of the villain-

hero owes something to the Gothic romancers, Scott and his followers. 

There is also a debt to Byron. Most of Hardy's allusions to 

and quotations from Byron in the autobiography and in his fiction are 

taken from Childe Harold's Pilgrimage. In 1887 Hardy wrote: 

Byron's Childe Harold will live in the history of English 
poetry not so much because of the beauty of parts of it, 
which is great, but because of its good fortune in being 
an accretion of descriptive poems by the most fascinating 
personality in the world - for the English - not a com
mon plebeian, but a romantically wicked noble lord. It 
affects even Arnold's judgement.92 

Hardy too found Byron's "wicked noble lord" attractive: most of Har

dy's own villain-heroes are of relatively high station; they are gloomy, 

mysterious men who are often concealing a past disgrace. The influence 

of the Byronic hero is most obvious in Baron Von Xanten ("The Romantic 

Adventures of a Milkmaid"), and Captain de Stancy (A Laodicean). 

93Although Hardy quotes Don Juan only once, he must have found 

Byron's satirical stance akin to his own early social views, which find 
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expression in the urban satire of several novels beginning with The 

Poor Man and the Ladv. !lardy was also acquainted with Manfred. 94 

Faustian elements in de Stancy, Henchard and Fitzpiers may owe some

thing to Hardy's reading of Byron, though he could have imbibed his 

Faustianism directly from Goethe's Faust, which he knew in English 

. 95 f htrans 1ation, or rom ot er sources. 

The complement to the Hardeian villain is the femme fatale or 

fatal woman, a prominent figure in English nineteenth-century litera

ture. This lady was not invented by the Romantics: The Bible includes 

Eve, Delilah and Judith among other figures of this type; in Homer's 

Odyssey there are the Sirens, Circe and the nymph Calypso. She turns 

up in mediaeval literature, in the ballads, in Spenser and in Elizabe

than and Jacobean drama. With the exception of Lewis' Matilda, the 

English Gothic prose romances do not include the femme fatale within 

their range of characterization. The Romantics apparently discovered 

her in the ballads and in mediaeval romance. She appears, for example, 

in Coleridge's "Christabel", Keats' "La Belle Dame Sans Merci" and 

96"L . and . h ks f . 1 and Arnerican. R . SheIIamia , in t e wor o continenta omantics. 

is also the subject of several of Swinburne's poems to which Hardy al

ludes. Generally the fatal woman is pale, dark-haired, full-bodied and 

passionate. Very often, as with Lewis' Matilda, she is in reality a 

demon or succuba who tries to ensnare the souls of men by means of sexu

al attraction. In Scott's work the dark ladies fail to realize their 

goals, or are thwarted in love. Gentlemen, particularly if they are 

virtuous and knightly, ultimately prefer blondes. Byron's runorous, 
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dark women usually meet a tragic fate. 

Eustacia, Lucetta Templeman and Felice Channond have something 

foreign about them; they do not succeed in love and die disgracefully 

or violently. Blondes once again are triumphant. Lady Constantine 

(Two on a Tower), has both negative and positive aspects -- rather like 

the Jungian anima. A forceful, motherly, olde~ woman, she endangers 

Swithin's career while at the same time seeking to advance it. There 

are further variations on this type: for Alec d'Urberville, Tess is 

fatal; Elfride (A Pair of Blue Eyes), is associated with "La Belle Dame 

1197 98
M . d d d h b K . h But again,Sans erci an regar e as Eve t e temptress y nig t. 

both Tess and Elfride are thwarted in love and die. Between them, Sue 

Bridehead and Arabella Donn are fatal for Jude; Bathsheba inadvertently 

destroys Farmer Boldwood and Mrs. Newberry threatens to undermine the 

sanctity of Reverend Stockdale in "The Distracted Preacher". 

Hardy makes several allusions to or quotations from "La Belle 

99Dame Sans Merci 11 
, suggesting perhaps that his temptress motif derives 

in part from Keats. But the influence of Swinburne's femme fatale is 

unmistakable. Though Swinburne is not an early Romantic, Mario Praz 

has pointed outlOO that Swinburne's tendency to carry certain Romantic 

poses and concerns to an extreme, indicates an affinity with his illus

trious predecessors. Hardy was a great admirer of Poems and Ballads 

from the time of its publication in 1866. The frequent reference to 

"Anactoria", "Faustine", "Fragoletta", "Aholibah" as well as to the 

earlier Atalanta in Calydon (1865), show that more than anything else 

in Swinburne it was the latter's curious depiction of women that fasci
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nated Hardy. Particularly revealing is the following comment of Har

dy's: "We dined at Walter Pater's. Met Miss __, an Amazon, more, an 

Atalanta, most, a Faustine. Smokes: handsome girl: cruel small 

mouth: she's of the class of interesting women one would be afraid to 

11101 marry. Atalanta and Faustine are heroines of two of Swinburne's 

poems, which Hardy several times refers to. The "cruel small mouth" 

evokes exactly the predatory vampire quality which fascinated Swinburne 

and other late Romantics. It is noteworthy that Hardy met the lady in 

question at Walter Pater's. Assuming that Pater was not in the habit 

of deliberately alarming the more timid of his male guests, it seems 

reasonable to suppose that some sort of association of ideas was taking 

place in Hardy's mind. 

Praz has shown that Pater's famous description of La Giaconda 

owes a good deal to Swinburne's insistence on the presence of the femme 

. I l" . . l02 Th . "d . d" hf ata1e 1n ta 1an pa1nt1ng. ere 1s no ev1 ence to 1n 1cate t at 

Hardy's private life bore any similarity to Swinburne's; but, as pre

viously noted, Hardy found the death of a beautiful woman a fascinating 

subject; he frequently reveals his attraction to women with strong per

sonalities, usually more sophisticated than or socially superior to 

himself, and this predilection finds constant expression in the heroines, 

virtuous and otherwise, in his fiction. 

Though Hardy read Poems and Ballads at the time of its publica

tion, before any of his own work had appeared, unmistakable allusions 

to Swinburne's poetry appear mainly in Hardy's late fiction -- The Wood-

landers (1887), Tess of the d'Urbervilles (1891), The Well-Beloved (1892), 
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Jude the Obscure (1895) -- about the time that Hardy had begun to meet 

103Swinburne socially. In The Woodlanders, for example, Fitzpiers, on 

his way to a tryst with Felice Charmond, is compared to Tannnauser. 

Hardy probably came across the story of Venus and Tannhliuser in Wagner's 

opera of 1845 and again in Swinburne's "Laus Veneris", published in 

Poems and Ballads. More than likely the name Felice is adapted from 

"Felise", another Swinburne poem from the same volume celebrating a 

fem.~e fatale. But as frequently happens in Hardy's treatment of these 

situations, it is the lady, not the man, who is ultimately destroyed. 

The Well-Beloved too reveals Swinburne's influence. This is 

evident in the title (seemingly taken from a phrase Swinburne uses in 

Atalanta in Calydon of 1865), in the allusions to Swinburne's poetry, 

and in the central idea of the novel "the theory of the transmigra

tion of the ideal beloved one, who only exists in the lover, from mate

• 1 • 1 104ria woman to materia woman II . Hardy's statement of the theme 

strongly resembles an explanatory comment made by Swinburne on "Faus

tine": 

Whatever of merit or demerit there may be in the verses, 

the idea that gives them such life as they have is simple 

enough: the transmigration of a single soul, doomed as 

though by accident from the first .to all evi 1 and no good, 

through many ages and forms, but clad always in the same 

type of fleshly beauty.105 


Hardy freely acknowledged his borrowing of Swinburne's notion in a 

letter he wrote to him in 1897: 

'I must thank you for your kind note about my fantastic 

little tale [The Well-Beloved], which, if it can make, in 

its better parts, any faint claim to imaginative feeling, 

will owe something of such feeling to you, for I often 

thought of lines of yours during the writing; and indeed, 

was not able to resist the quotation of your words now 
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106
and then. 1 

Presumably both Swinburne and Hardy were attracted by the Shelleyan 

concept of "one shape of many names", and no doubt Hardy respected 

Swinburne for his courage in attacking religious doctrines. This is 

reflected in Sue's fondness for the anti-Christian "Hymn to Proserpine" 

twice mentioned in Jude the Obscure. Hardy would have sympathized 

with Swinburne's rebellion against Victorian middle-class conventions 

and proprieties, especially those surrounding human sexuality. Per

haps too Swinburne's philosophy of the Will advanced in "Hertha" had 

some impact on Hardy. But these influences are rather more difficult 

to pinpoint and perhaps ultimately irrelevant to an understanding of 

Hardy's artistry. 

Unlike the Gothic novelists, Hardy did not as a rule make his 

·11 . f h. f" hdark vi . t he protagonists o is ict1on.. 107 T e hero .a1ns is most 

likely to be a slim young man, naive, poetical, of relatively humble 

country origin, hesitant and sexually rather passive. He often bungles 

his courtship of the lady or, having won her, fails to hold her. At 

the time we meet him he may well be attempting to establish himself in 

a profession. For several of these young men -- Will Strong (The Poor 

Man and the Lady), Stephen Smith (A Pair of Blue Eyes), Edward Sprin

grove (Desperate Remedies), and George Somerset (A Laodicean) -- their 

profession is architecture. It is possible that to some extent these 

characters are surrogates for Hardy himself; perhaps they are even 

self-satires, for often they provide an amusing and ironic contrast to 

the powerful, sensual villains or the practical, active heroines. 
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These figures resemble Shelley's poet-heroes. While fbrdy was 

not strongly influenced by Shelley's philosophy or by his political and 

social ideas, there is considerable evidence in the autobiography, po

etry and in the many quotations in the fiction that Hardy greatly ad

mired Shelley's poetry and that he was fascinated by Shelley's person

ality.108 In some respects Hardy found Shelley's attitude to love com

patible with his own, for he drew heavily on Shelley's principal charac

ter-types in creating the heroes and heroines of many of his own novels. 

Though not as well-known as the Byronic hero, the main features 

of the Shelleyan protagonist are sufficiently distinct. In poems like 

"The Indian Serenade", "The Sensitive Plant", Prometheus Unbound and 

Adonais, the speaker, or central character, is weak or helpless and in 

need of the support, assistance or love of a more active, powerful fe

male, sometimes a goddess in her maternal aspect. In Laon and Cythna, 

the early version of The Revolt of Islam, Laon's helpmate and beloved 

companion is his sister Cythna; in Epipsychidion the narrator less ex

plicitly refers to the idealized lady as "sister". Shelley's notion of 

the search for the soul-mate, the lady of one's dreams, can be clearly 

seen in Epipsychidion and in Alastor. In the latter poem the lady ap

109 pears to the poet-hero in his sleep. With the exception of "The In

dian Serenade", Hardy quotes or frequently alludes to all the above po

ems. It is hardly necessary to add that the poetical search for the 

soul-mate was carried on by Shelley in real life, sometimes to Mary's 

dismay. His fascination with these aspects of Shelley's life and art 

. d' . . 'd 'f' . H d I llOmay we11 1n 1cate a v1car1ous 1 ent1 1cat1on on ar y s part. 
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At any rate, a reader familiar with several of Hardy's works 

cannot fail to remark the presence of at least two kinds of male hero. 

The first is usually young, pale, gentle, dreamy and attracted to liter

ature. Though not without talent he is somewhat impractical and indeci

sive, and tends to be easily discouraged or defeated. The second figure, 

whose characteristics may overlap the first, is slightly older, more 

forceful, usually having an established social or professional position. 

He is highly idealistic and sometimes naive about women. 

The first group is composed of somewhat pallid characters invari

ably overshadowed by the colourful villains or by the active, forceful 

women with whom they are matched. The second group is more interesting. 

These men appear to dominate their women, though in fact they easily be

come their worshipers. Very often the woman proves to be the aggressive 

or initiating figure. Thus sooner or later Geraldine Allenville (An In

discretion in the Life of an Heiress), Eustacia (The Return of the Na

tive), Lizzy Newberry ("The Distracted Preacher"), Paula Power (A Laodi

cean), Lady Constantine (Two on a Tower), Ella Marchmill ("An Imagina

tive Woman") actively seek out and pursue their men or, as in the case 

of Grace Melbury (The Woodlanders), visit the man in his dreams. 

The Shelleyan heroine is less clearly defined, perhaps because in 

Shelley's poetry she tends to be only dimly perceived through the highly 

partial eyes or imaginings of the male narrator. She may take the form 

of a powerful female deity as in Queen Mab, Prometheus Unbound, or "Ado

nais", a motherly figure as in "The Sensitive Plant", or a sister as in 

Laon and Cythna. More typically in Alaster, "The Indian Serenade", Epi
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psychidion, "One Word Is Too Often Profaned" she is the veiled lady, the 

soul-mate or anima whom the poet first meets in his dream and thereafter 

pursues. 

Such wraith-like spirits lack sufficient body to serve as flesh

and-blood heroines. Hardy adds concrete detail to adapt them to the 

world of his fiction. Nonetheless, Grace Melbury and Avice Caro (The 

Well-Beloved) are recognizably Shelleyan dream-ladies. In their "ethe

real", sisterly qualities Ella Marclunill and Sue Bridehead (Jude the Ob

scure) are also somewhat Shelleyan. The imagery of brightness associ

ated with Shelley's women very often seems to imply in Hardy that they 

111give off light but little warmth. There are also motherly, protec

tive ladies like Lizzy Newberry, Lady Constantine and, in a somewhat dif

ferent sense, Tess. These women are in most respects quite different 

from one another. But their Shelleyan lovers tend to idealize them in 

the same way, thus losing sight of their individual qualities. For ex

ample, Shelley's concept of "one shape of many names", 112 which describes 

Jocelyn Pierston's ideal, is also central to Angel Clare's perception of 

Tess: "She was no longer the milkmaid, but a visionary essence of woman 

-- a whole sex condensed into one typical form. He called her Artemis, 

Demeter, and other fanciful names half teasingly, which she did not 

l .k" 1131 e • Like other Hardeian idealists, Angel brushes reality aside. 

He thinks of Tess as a goddess and tries to make her conform to his pre

conceived notion of her. Thus Hardy's female characters appear Shelley-

an mainly because their lovers adopt Shelleyan stances. 

It is not surprising to find the femme fatale in Shelley's po
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etry. If woman can move man to virtue and happiness, she can also lead 

him to evil and distress. This negative anima appears in Alastor, and 

also in Epipsychidion, in a passage where the poet describes his pur

suit of the false ideal: 

And towards the lodestar of my one desire 
I flitted, like a dizzy moth, whose flight 
Is as a dead leaf's in the owlet light.114 

Presumably struck by the fatality implied in these lines Hardy twice 

quoted them, once as an epigraph to a chapter in An Indiscretion in the 

Life of an Heiress and later, more effectively, in The Woodlanders, 

where Fitzpiers recites them as he rides off for his tryst with Felice 

Charmond. 

The notion that love is a delusion to be inevitably followed by 

a grim awakening into the world of reality is by no means confined to 

Shelley. Yet Shelley's rather cynical poem "When the Lamp Is Shat

tered" must also have struck a responsive chord in Hardy, for we find 

it quoted or alluded to in no less than four novels. 115 In every case, 

it carries thematic significance. 

Needless to say, Hardy does not entirely s~npathize with his 

Shelleyan idealists, nor is he a follower of Shelley's Platonic philos

ophy. Hardy may treat the discrepancy between the idealized image and 

the real woman tragically as in The Return of the Native and Tess of the 

d'Urbervilles, pathetically as in A Pair of Blue Eyes, or satirically 

as in The Well-Beloved, but in his handling of Shelleyan situations, as 

in his treatment of Wordsworthian material, Hardy once again reveals 

himself to be critical of the romantic view of life. 
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Most of Hardy's heroines are not Shelleyan. Some of them -

often the fair-haired or blue-eyed girls of country origin who are 

paired with the mild, young men -- have something in common with the 

persecuted maidens of Gothic romance, or the heroines of Scott. Hardy 

may have adapted Scott's dramatic technique of working with character 

opposites. In Waverley, for example, Scott contrasts the dark, force

ful, passionate Flora Macivor with the fair, retiring Rose Bradwardine. 

A similar pattern may be found in Hawthorne's Marble Faun, where inno

cence and experience are presented in terms of complexion and person

1
. . 116 a 1ty opposites. Hardy too contrasts gentle, sensitive maidens with 

aggressive, alluring, more worldly women (Thomasin - Eustacia, Eliza-

beth-Jane - Lucetta, Sue - Arabella) and pits his diffident youths 

against the men of experience (Springrove - Manston, Somerset - de 

Stancy, Angel - Alec). Sometimes the two patterns co-exist in the 

same novel: in The Woodlanders, Giles is in rivalry with Fitzpiers, 

while Grace is played off against Marty South on the one hand and 

Felice on the othe~. 

Hardy's method of characterization is, however, fundamentally 

simple. He tends to fit his men and women into a pattern repeated from 

novel to novel. Unfortunately, there is little variety in the young 

male protagonists and they are, on the whole, too pallid to capture 

the reader's imagination. Their female equivalents are much more sen

sitively conceived and a few of them are among the finest character 

creations in English fiction. It is perhaps our feeling for their con

tradictions and ambiguities which most convinces us of their humanity. 
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Paradoxically, Hardy is also generally successful in creating memorable 

characters from the fatal men and women he adapted from Romantic poetry 

and fiction, even though we are not always convinced of the reality of 

their emotions. As Frye remarks: 

The essential difference between novel and romance 

lies in the conception of characterization. The romancer 

does not attempt to create "real people" so much as styl

ized figures which expand into psychological archetypes. 

It is in the romance that we find Jung's libido, anima, 

and shadow reflected in the hero, heroine, and villain 

respectively. That is why the romance so often radiates 

a glow of subjective intensity that the novel lacks, and 

why a suggestion of allegory is constantly creeping in 

around its fringes.117 


Hardy's characters do, indeed, inhabit a middle territory between myth 

and the novel. The mythic resonance they possess often compensates 

for their lack of verisimilitude; moreover, they seem to be quite at 

home in the romantic atmosphere that Hardy creates. It is a curious 

feature of Hardy's writing that he is frequently able to draw such dif

ferently conceived figures into the world of his novels. 

4. Hardy's Attitude to Novel Writing 

Hardy himself did not consider it important to make critical 

distinctions between romance and novel. In the General Preface to the 

1912 Wessex edition of his collected works he groups his novels and 

stories into four categories. Nine of them -- Tess of the d'Urbervilles, 

Far from the Madding Crowd, Jude the Obscure, The Return of the Native, 

The Mayor of Casterbridge, The Woodlanders, Under the Greenwood Tree, 

Life's Little Ironies and Wessex Tales -- are termed "Novels of Charac

ter and Environment". Five -- A Pair of Blue Eyes, The Trumpet-Major, 
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Two on a Tower, The Well-Beloved and !;. Group of Koble Dames -- are 

called "Romances and Fantasies". There are three "Novels of Ingenuity" 

-- Desperate Remedies, The Hand of Ethelberta and A Laodicean -- and 

one "Mixed Novel" -- A Changed Man. These distinctions, unfortunately, 

are not very enlightening. Under the Greenwood Tree is surely no 

closer to the realistic novel than is A Pair of Blue Eyes, nor does it 

appear to have more to do with character and environment. Two on a 

Tower is not noticeably more romantic or fantastic than A Laodicean, 

and indeed in the 1896 preface Hardy implies that the latter is a ro

mance. His categories cannot therefore be regarded as providing parti

cularly valuable critical distinctions. One suspects that Hardy was 

attempting to disguise an unevenness in his work. The best of his fic

tion he termed "Novels of Character and Environment". What he felt 

apologetic for or defensive about he listed as "Romances and Fantasies". 

In the "Novels of Ingenuity" and in the one "Mixed Novel" he buries 

some of the most unsuccessful of his fictions. His categories seem 

therefore to serve the purpose of disarming criticism. 

What is more to the point is Hardy's overall tendency to bring 

non-realistic elements into his prose fiction, whether these be ro

mance, folklore, fantasy, fairy tale, ritual, or myth. Such material 

can be found throughout Hardy's work regardless of his formal cate

gories, from the earliest to the latest. In his critical comments Har

dy tends to make a firm distinction between poetry and prose. Only 

the former is worthwhile; the novel he seemingly regards as an ephemer

al and inferior form. It might serve to earn his living and to place 
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his name before the public, but to establish a lasting reputation as a 

man of letters he felt the need to leave behind a significant body of 

poetry. His prose style, awkward as it may sometimes be, often reveals 

the technique of the poet. Hardy was able to see that the attitudes to 

nature, the character types, settings and the use of symbol which he 

found in Romantic poetry were adaptable to prose. He excelled like

wise in isolating the poetic elements in earlier prose romance and folk

lore and bringing them into the novel. He was not fully aware that it 

was his particular genius to bridge the realms of poetry and prose, 

blending the novel's circumstantiality with the emotional rhythms of 

the lyric. The offspring of this union -- the poetic or lyrical novel 

-- was to become, in the hands of Hardy's successor and admirer, D. H. 

Lawrence, a major force in twentieth-century fiction. 



II 


DESPERATE REMEDIES 

There has been little written about the content of Desperate 

Remedies, perhaps because Hardy's characteristic theme of rural de

cline and his usual fascination with folk culture are both absent. In

stead, the critics have concentrated on technique and imagery, or on 

the sensational and complicated plot which Hardy employs to maintain 

the interest of his readers. 

Desperate Remedies is largely concerned with mating and mar

riage.1 The novel begins with a brief account of the unhappy termina

tion of Ambrose Graye's love for Miss Aldclyffe. Later on we discover 

that she felt obliged to renounce her lover because in the previous 

year she had had an illegitimate child by her cousin. Eventually Am

brose Graye makes a marriage of convenience which leaves him unhappy 

and unfulfilled. M~ss Aldclyffe never marries; her strong sexual 

drives, constantly repressed, emerge in a strange form. Initially 

then, Hardy makes a distinction between sexual attraction, which he im

plies is fleeting and therefore unreliable, and love which, because it 

is permanent, constitutes the only real basis for marriage. Hardy 

later rethought this rather naive view of mating, but as late as Tess 

of the d'Urbervilles he continues to distinguish between sexual attrac

ticn and love. 

While it is important to recognize the theme of Desperate Reme

51 
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dies, it is Hardy's treatment of his material, drawn from romance lit

erature and from romantic poetry, that gives the book its power. For 

this reason Hardy's novels often seem closer to the world of the ro

mance than to the world of the realistic novel. Hardy seems to have 

been aware that he did not write quite like the established novelists, 

and to have felt rather apologetic and defensive about this. In the 

subtitle, in the preface and in his comments in The Life of Thomas Har

~ he refers to Desperate Remedies as a novel, yet chooses for epigraph 

a passage from Scott's introduction to The Monastery: 'Though an un

connected course of adventure is what most frequently occurs in nature, 

yet the province of the romance-writer being artificial, there is more 

2required from him than a mere compliance with the simplicity of reality' . 

Hardy considered himself to be a writer of novels, but here, as else

where, he allies himself with the followers of the Gothic school, cau

tiously claiming the right to go beyond the world of reality into the 

realm of the "artificial". He makes the same apology in the passage 

from the General Preface to the Wessex Edition where he remarks that 

the "Novels of Ingenuity" (among which he classifies Desperate Remedies) 

"show a not infrequent disregard of the probable in the chain of 

events" and deprecatingly refers to the "artificiality of their 

fable". 3 

No doubt the Gothic elements in Desperate Remedies partly ac

count for its power; since this aspect of the technique has been thor

oughly discussed by several critics4 it is unnecessary to repeat their 

findings here. The same is true of the sensationalism, melodrama and 
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detective elements presumably derived from Wilkie Collins. 5 What per

haps has not been sufficiently stressed is that the Victorian sensation 

6novel and detective story both developed from Gothic romance. 

In Hardy's mind the sensational and the Gothic were not scpa

rate modes. Hardy could take a leaf out of Collins' book as easily as 

he could take one from Scott, Ainsworth or the .earlier Gothic wTi ters. 

He was not interested in producing more murder mysteries; yet violence, 

suspense, sensation and melodrama with the ensuing emotions of shock, 

terror and horror are to be found throughout Hardy's fiction. Such 

elements are associated more closely with romance than with the realis

tic novel. Like Dickens and Collins, Hardy attempLed to fit his im

probabilities into a contemporary setting, but because his brand of 

sensationalis~ frequently touched on the forbidden area of sex, Hardy 

was criticized by reviewers and editors who supposed themselves to be 

the upholders of decorum, decency and verisimilitude. 

Hardy tried to work out a rationale for his fiction of sensa

tion: 

A "sensation-novel" is possible in v;hich the sensation·
alism is not casiial ty, but evolution; not physical but psy
chical .... The difference between the latteT kind of 
novel and the novel of physical sensationalism -- i.e. per
sonal adventure, etc., -- is this: that whereas in the 
physical the adventure itself is the subject of interest, 
the psychical results being passed over as commonplace, in 
the psychical the casualty or adventure is held to be of no 
intrinsic int~rest, but the effect upon the faculties is the 
important matter to be depicted,7 

This formula certainly does not descrilie De:'perate RemC'~~ and is not 

altogether appropriate to his other fictions. It would seem that Har

dy's earlier insistence that "the uncom1:10nness Nust be in the events, 
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8not in the characters" is a good deal closer to his actual practice. 

Hardy's partiality for the Gothic and the sensational is clear 

enough, but his tendency to base the structures of his novels on ro

mance needs further discussion. At first, in Desperate Remedies, Hardy 

may have worked unconsciously; later on, he appears to have become more 

aware of his predilection for myth, romance and fairy tale, and to have 

consciously introduced such elements. 

In a mediaeval romance of the kind imitated by Spenser in Book 

I of the Faerie Queene, the main task is usually to quell a dragon that 

suddenly and mysteriously begins to ravage a distant kingdom. Since 

the corning of the dragon is customarily linked to a moral lapse on the 

part of the king, the latter is totally unable to defeat the monster. 

Accordingly he sends a messenger, sometimes his daughter, to enlist the 

services of a pure knight. In Spenser's account the knight is inex

perienced and gauche. After various adventures along the way, designed 

to test his worth, the knight arrives in the land, kills the dragon in 

a fierce battle, rescues the captive maiden(s), releases the royal 

family besieged in the castle and, for reward, marries the princess. 

The kingdom once again flourishes and the couple live happily ever af

ter. In the Gothic romances, which also feature the damsel in distress, 

there is no longer an ineffective king. The persecuted maiden is still 

vulnerable, however, because her father is dead, absent or obtuse to 

9her danger. 

A similar romance pattern may be found in Desperate Remedies. 

There, the central problem is the presence of the anirnalistic Aeneas 
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Manston (161), whose sudden arrival from the outside world throws the 

estate at Knapwater into turmoil. His appearance is not fortuitous. 

He comes because he has been summoned by his mother, Miss Aldclyffe, 

who has never openly and justly dealt with her past. Since Miss Ald

clyffe has no husband and her father has recently died, there is no 

longer anyone to oppose Manston's presence. Cytherea, whom Miss Ald

clyffe views as a daughter (89-97), is offered almost as a sacrificial 

figure to Manston. Like the heroines of Gothic romance, Cytherea too 

is without a father. Her natural protector should be her brother Owen, 

but his mysterious lameness only makes matters worse. His role is an

alogous to that of the ineffective fathers in Walpole's Castle of 

Otranto, Coleridge's Christabel and LeFanu's "Carmilla". Cytherea is 

therefore at the mercy of her tormenter. At this point, Edward Sprin

grove, a character who has hitherto acted weakly, steps in as the hero 

0who pursues Manston! defeats him in a climactic struggle and releases 

the heroine. Having finally proved nimself worthy, he marries Cytherea, 

who now becomes the heiress, and the two of them inherit the estate 

(452) . 

Certain situations and images in the novel support this view 

of its romance structure. At the beginning of the book Cytherea and 

Owen move through an arid landscape (18-19), on the way from their ini

tial state of childish innocence towards the world of experience in 

which Manston will be the central figure; after Manston's death Cythe

rea returns to Edward, thereby achieving a kind of higher innocence. 

The main purpose of the scene in which Miss Aldclyffe invades Cythe
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rea's bed (89-97), though it does have lesbian undertones, is to empha

size Miss Aldclyffe's pathetic wish for Cytherea to be a daughter to 

her. Her plot to marry her son to Cytherea may be viewed first as a 

symbolically incestuous and therefore immoral action, and second, in 

romance terms, as an attempt on the part of the reigning monarch to ex

piate guilt (without clearing the moral pollution) by offering up the 

virgin to the threatening monster. In his discussion of the signifi

11 cance of mediaeval quest-romances Northrop Frye argues that the drag

on is actually the leviathan, the mythical sea-beast described in the 

Bible. This perhaps explains why, as we shall see, Manston is associ

ated with damp places and water creatures. 

The mythic pattern sketched out here was perhaps not conscious

ly developed by Hardy, since it does not fully tie in with the other 

mythic elements and images which seem to have been deliberately in

serted. Take, for example, the allusions to the Aeneid: Hardy refers 

several times to Miss Aldclyffe's "majestic" bearing (59), or "queenly" 

12beauty (2, 74, 77). Michael Millgate has observed that though at 

first Manston appears to be playing Aeneas to Miss Aldclyffe's Dido, 

her given name, Cytherea (Venus), hints that she is in fact his mother. 

At least three quotations from Virgil are to be found in the novel (251, 

350, 395), but only the first develops the parallel to the Aeneid. 

The stress on Miss Aldclyffe 's queenliness, masculinity (59, 215) and 

imperiousness (58, 97) tends rather to support the view that her role 

is analogous to that of the aged kings of mediaeval romance who allow 

moral corruption to enter their kingdoms. 
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The myth of Satan is more fully worked into the theme and imag

ery of the book. These allusions center primarily on Manston. To begin 

W.J..th, he is "a mysterious stranger" (151), tall (145), dark-eyed (154), 

"handsome" (150) with a "wonderful, almost preternatural, clearness of 

... complexion" (150), set off by lips that "were full and luscious 

to a surprising degree, possessing a womanlike .softness of curve, and a 

ruby redness" (150). Thus far he looks like a typical Victorian villain, 

an adumbration of Alec d'Urberville. His mysterious origin, secret 

crime, powerful personality (154-155), great intellect (395), fiery 

nature (427) and "susceptibility of heart where feminine beauty was 

concerned" (150) point up his resemblance to the Gothic and Byronic 

villain-heroes. More specifically he has Satanic attributes. He is 

one who will "kick against the pricks; the last man in the world to put 

up with a position because it seemed to be his destiny to do so; one 

who took upon himself to resist fate with the vindictive determination 

of a Theomachist" (150). He stares into lightning (154), 13 counts him

self as one of the damned (403) and proceeds in a cunning way to win 

Cytherea for his wife (244-245, 254). 

By comparison, Cytherea is an innocent (93). She and Edward 

are likened to Adam and Eve in Eden before the Fall (33, 43, 44), un

aware of the deceptions being practised against them. It is signifi

cant that Edward proposes to Cytherea while they are afloat on the bay 

(50-51), a setting suggestive of freshness and life, while Manston's 

suit is characteristically urged first in a "marshy", "overgrown" mead

ow (254-255), reminiscent perhaps of the unweeded garden described in 
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the first of Hamlet's soliloquies; later he proposes to her in a dank, 

decaying church (260). These settings strongly evoke a post-lapsarian 

world of sin, decay and decadence, a fitting environment for Manston 

with his water-creature associations. 

The physical resemblance of Manston to his mother is carried 

over into the novel's imagery. Miss Aldclyffe first appears to Cythe

rea as "a tall black figure standing in the midst of fire" (59). To 

make the likeness more explicit she is further described as "proud as a 

lucifer" (68). It is evident that Manston' s passionate nature too is 

at least partly hereditary. In attempting to save Cytherea from Man

ston, Edward must struggle against Miss Aldclyffe, just as Beowulf 

found that Grendel, the creature of the marshes, was seconded by his 

witch-like dam. At times Miss Aldclyffe appears to take delight in tor

menting Cytherea like the cruel stepmother of fairy tale. It is per

haps because of such mythic associations that Miss Aldclyffe is a memo

rable character. 

The general plot situation of a pure maiden rescued from a vil

lain by a young hero who subsequently marries her is archetypal. It 

resembles St. George's deliverance of the princess and her family from 

the besieging dragon. Myths which feature the rescue of a lady are 

usually followed by a return to prosperity and often by a revival of 

vegetation. It is not by chance that the poetical Edward Springrove is 

associated with spring, fertility and fruitfulness. Cytherea thinks of 

Edward when she hears the words of the first psalm: 



59 

Like some fair tree which, fed by streams, 
With timely fruit doth bend, 

He still shall flourish, and success 
All his designs attend. (240) 

Symbolically, Cytherea's marriage to Edward and their subsequent inheri

tance of the estate promises a new era of good order and fruitfulness. 

The novel ends like a Shakespearian romance: the wicked are punished 

and the lovers are united in marriage on Midsummer Night (446), a day 

sacred to love and lovers. We might well expect to find various hints 

of fertility: '"Maybe she'll fill out now.' 'True -- 'tis nater's 

law, which no man shall gainsay"' (448). In particular, the comment 

by Clerk Crickett that "now instead o' death there'll be increase of 

life" (449) seems to be a direct attempt to link the book with the 

traditional romance motifs of the revival of life and fertility in a 

previously barren land. To some extent these motifs may be found in 

the early Gothic romances. There too the maiden is usually rescued, 

though not necessarily by her lover; subsequently she marries the young 

. 14 man of her des1re. 

Evidently Hardy derived his contrasting character types from 

Gothic and Romantic literature. Cytherea is a fair-haired (8), pure 

15maiden pursued by a dark, evil, libidinous older man, an amalgama

tion of the Gothic, the Byronic and the Satanic. The persecuted maiden 

. a conunon f" Got 1c and nineteent. h -century f · 16 apparent·1s 1gure in. h" 1ct1on, 

ly the product of the sexual repression and consequent sadistic fan

tasies of the period. To add to her troubles Cytherea is pressured by 

Owen and tormented by Miss Aldclyffe. Curiously, the more they afflict 
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her, the more docile (100) and subservient she becomes. Hardy explains 

Cytherea's conduct by another generalization about the nature of women. 

he speaks of woman's "exercise of an illogical power entirely denied to 

men in general -- the power not only of kissing, but of delighting to 

kiss the rod by a punctilious observance of the self-immolating doc

trines in the Sermon on the Mount" (240). The ''rod" makes its appear

ance again in Cytherea's nightmare on the eve of her wedding: 

During the dilemma she fell into a troubled sleep, and 

dreamt that she was being whipped with dry bones suspended 

on strings, which rattled at every blow like those of a 

malefactor on a gibbet; that she shifted and shrank and 

avoided every blow, and they fell then upon the wall to 

which she was tied. She could not see the face of the 

executioner for his mask, but his fonn was like Manston's. 

(268) 

The lines hint that Manston's relentless pursuit of Cytherea is sadis

tic and that he is, in fact, a murderer. But these are not the only 

passages in the book to suggest that Cytherea's sufferings are brought 

on by her inherent masochism. 

Cytherea Graye stands in contrast to Cytherea Aldclyffe. This 

is suggested by their names and by the very different ways in which the 

two women handle their love affairs. Both women have beauty, but where 

Cytherea Graye is young, meek, feminine and fresh, Miss Aldclyffe is 

old (as her name suggests), tyrannical, masculine and endowed with only 

an autumnal beauty (59). In contrasting the two women, Hardy is appar

ently creating a nature-versus-art antithesis. After helping the older 

woman to prepare for the night, Cytherea retires to her own room to un

dress: 

To look in the glass for an instant at the reflection of 

her own magnificent resources in face and bosom, and to 
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mark their attractiveness unadorned, was perhaps but the 
natural action of a young woman who had so lately been 
chidden whilst passing through the harassing experience 
of decorating an older beauty of Miss Aldclyffe's temper. 
(86) 

Cytherea is usually presented as natural and artless; Miss Aldclyffe, 

however, requires considerable attention before she can venture into 

public. 

Manston is very different from Edward Springrove, the first of 

Hardy's pale, retiring, bookish young men of country origin. Manston 

is cunning, forceful and determined; initially Edward appears to be 

mild, hesitant, lacking in direction and uncertain of himself. Evi

dently Hardy first conceived of him as a kind of Shelleyan idealist. 

Edward's father, for example, fears that his son will "die poor and 

despised • • • through his seeing too far into things -- being discon

tented with makeshifts -- thinking o' perfection in things, and then 

sickened that there's no such thing as perfection" (147). Hardy does 

not develop the political side of his Shelleyan protagonist, though he 

appears to have done so in the character of Will Strong, the hero of 

17The Poor Man and the Lad_l. At this stage, Edward is presented as ef

feminate and ineffectual. Central to Hardy's Shelleyan heroes is the 

search for a 18soul-mate. Hardy tells us that Edward for years had 

been yearning "for somebody wanting, he scarcely knew whom. Echoes 

of himself, though rarely, he now and then found" (200-201). This is 

similar to the vision of Shelley's Alas tor poet who dreams of "a veiled 

maid" whose "voice was like the voice of his own soul". 19 

But the indefinable helpmate to the remoter sides of 
himself still continued invisible. He grew older, and 
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concluded that the ideas, or rather emotions, which pos

sessed him on the subject, were probably too unreal ever 

to be found embodied in the flesh of a woman. Thereupon, 

he developed a plan of satisfying his dreams by wandering 

away to the heroines of poetical imagination, and took no 

further thought on the earthly realization of his form

less desire, in more homely matters satisfying himself 

with his cousin. (201). 


Edward is in danger of losing touch with physical reality. Though 

there are rich thematic possibilities in having for protagonist a man 

who is searching for an ideal woman, Hardy does not carry the idea 

further. His problem was that a weak Edward would not be a match for 

the vigorous Aeneas Manston. Accordingly, Hardy quietly dropped the 

intellectual, dithering, passive side of Edward's nature and discovered 

instead an innate forcefulness in him. Awkward as the transition is, 

it is hardly noticed while reading the novel. Hardy remained impressed 

by the strong dramatic contrast between Byronic villain and Shelleyan 

hero and used it to good effect in most of his later novels. 

Several of Hardy's major male characters -- notably Fitzpiers, 

Angel, Jocelyn Pierston and Jude -- either make significant quotations 

from Shelley or seek an ideal woman. The frequent recurrence of these 

Shelleyan figures suggests that Hardy felt a strong kinship with them; 

yet he was capable of treating his Shelleyan heroes lightly and even 

at times satirically. That is to say, Hardy could sympathize with 

their attempts to find the perfect mate, while recognizing that such a 

woman could not exist. The passages cited above show that Hardy was 

aware of the possibilities in the situation as early as Desperate Reme

dies, 20 but was either unready to develop it, or felt that it was inap

propriate to the kind of book he was then engaged in writing. 
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Desperate Remedies is the first of Hardy's published fictions 

to concern itself 	with nature. Favourable critical reaction to this 

21aspect of the book induced him to provide a very full treatment of 

nature in his next work, Under the Greenwood Tree. .Thereafter the ru

ral setting is a prominent feature in most of his novels. 

Hardy's intention of heightening emotions by linking them to 

atmospheric effects is proclaimed at the beginning of Desperate Reme

dies. As she recovers from the faint brought on by the sight of her 

father dropping to his death, Cytherea 

caught sight of the south-western sky, and, without heeding, 
saw white sunlight shining in shaft-like lines from a rift 
in a slaty cloud. Emotions will attach themselves to scenes 
that are simultaneous -- however foreign in essence these 
scenes may be -- as chemical waters will crystallize on 
twigs and wires. Ever after that time any mental agony 
brought less vividly to Cytherea's mind the scene from the 
Town Hall windows than sunlight streaming in shaft-like 
lines. (11) 

Though there is no follow-up to the assertion made in the last line, 

Hardy's recognition that natural scenery can act as an objective corre

lative to emotion 	may be observed elsewhere in Desperate Remedies. 

The first major scene to employ a natural background occurs at 

the time of Edward's avowal of his love for Cytherea while they are 

rowing on Budmouth Bay. The calm beauty of a July afternoon provides 

a sense of harmony and appropriateness as Edward kisses Cytherea: 

It was the supremely happy moment of their experience. 

The 'bloom' and the 'purple light' were strong on the 

lineaments of both. Their hearts could hardly believe the 

evidence of their lips. 


'I love you, and you love me, Cytherea!' he whispered. 
She did not deny it; and all seemed well. The gentle 


sounds around them from the hills, the plains, the distant 

tOhTI, the adjacent shore, the water heaving at their side, 
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the kiss, and the long kiss, were all 'many a voice of one 
delight,' and in unison with each other. (51) 

The second line of the quotation reminds us that both Edward and Cythe

rea are identified with nature; the last line implies that the act of 

love is natural in such a setting. The general cast of the scene is 

Shelleyan as the quotation from "Stanzas Written in Dejection Near 

Naples" reveals. The boat floating in the bay, the luxuriant weeds on 

the sea-bed viewed through the transparent waters and the mood of Arca

22dian innocence resembles passages in several of Shelley's poems. In 

the last two pages of the book, after all the evil has been purged 

away, the scene is amusingly re-enacted. Edward and Cytherea have in 

effect returned to their lost paradise. 

Cytherea's naturalness is frequently stressed. Hardy compares 

her to a bird (51, 53, 252, 426), to a lamb (285), to a reed (96, 267), 

to a flower (7, 438) in much the same way that he later characterizes 

Fancy Day, Elfride, Bathsheba, Tess and his other heroines. Her fresh

ness and artlessness contrast with the overripeness and cunning charac

teristic of Manston. The first of Manston's advances to Cytherea takes 

place in the old manor-house enveloped in Gothic gloom and decay (65

66, 114). Later he asks for her love in the "overgrown" meadow close 

by "the ruinous foundations of an old mill" (254), and makes his final 

proposal in the village church: 

Everything in the place was the embodiment of decay: the 
fading red glare from the setting sun, which came in at 
the west window, emphasizing the end of the day and all 
its cheerful doings, the mildewed walls, the uneven paving
stones, the wormy pews, the sense of recent occupation, 
and the dank air of death which had gathered with the 
evening, would have made grave a lighter mood than Cythe
rea' s was then. (260) 
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Decay and death are qualities of Manston himself. In A Laodicean the 

de Stancys, too, are linked with decay, but there Hardy succeeds in 

making the imagery support his theme of the moral decadence infecting 

the English aristocracy and bringing on their downfall. Here the imag

ery is used simply to present character, not to develop theme. The 

sunny Shelleyan water scenes are played off aga.inst the gloomy Gothic 

settings on land. At this stage in his career Hardy's use of material 

from Romantic literature may seem too obviously derivative. In his 

later work romantic materials are used more subtly. 

Hardy also associates Manston with dampness. As he strolls 

gloomily through the "dark and dreary" fields, Manston passes by a tur

nip patch: "the large leaves of the crop struck flatly against his feet 

at every step, pouring upon them the rolling drops of moisture gathered 

upon their broad surfaces" (164). Manston•s luxuriant rankness is again 

stressed in the courtship scene by the ruined mill: 

Between grey and half-overgrown stonework -- the only 
signs of masonry remaining -- the water gurgled down from 
the old mill-pond to a lower level, under the cloak of 
rank broad leaves -- the sensuous natures of the vege
table world. (254) 

Manston is a part of that sensuous nature. His decadence threatens to 

overwhelm Cytherea's natural innocence: 

The stillness oppressed and reduced her to mere passiv
ity. The only wish the humidity of the place left in her 
was to stand motionless. The helpless flatness of the 
landscape gave her, as it gives all such temperaments, a 
sense of bare equality with, and no superiority to, a 
single entity under the sky. 

There was the fragment of a hedge -- all that remained of a 
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'wet old garden' -- standing in the middle of the mead, 

without a definite beginning or ending, purposeless and 

valueless. It was overgrown, and choked with mandrakes, 

and she could almost fancy she heard their shrieks. (254 

-255) 


It is a sign of evil portent for a person to hear the shrieks of a man

drake; Hardy may therefore be hinting that evil may yet befall Cythe

rea. Alternatively, he may be implying that Cytherea is like the tor

tured mandrake, about to be pulled from her natural habitat by the vi

cious .Manston. 

These quotations indicate further the constant association of 

Manston with what is wet, damp, dank or humid. Such passages suggest 

his kinship with the demonic dragon of romance. He lives, appropriate

ly enough, in the old manor-house close by a cold, dark waterfall (148), 

which looks like a den or lair. It is clearly a place of death: 

She began to fancy what the waterfall must be like at that 

hour, under the trees in the ghostly moonlight. Black at 

the head, and over the surface of the deep cold hole into 

which it fell; white and frothy at the fall; black and 

white, like a pall and its border; sad everywhere. (98) 


These water passages, with their hints of stagnation and death, stand 

in sharp contrast to the joyous scenes on the bay (50-51), and later on 

the lake (453-454), in which human love is seen to be in harmony with 

nature. The waters which support Cytherea and Springrove are warm, 

calm and transparent. Symbolically they represent the fountains of 

reviving life and love. 

The freezing rain that falls on the eve of Cytherea's wedding 

to Manston carries the same associations as the waterfall imagery. 

Though crude and over explicit, the episode is characteristic of Har

dy's early attempts to use nature symbolically. Cytherea awakes in the 
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morning to find the trees bent under the weight of the ice: 

'I never could have believed it possible,' she thought, 
surveying the bowed-down branches, 'that trees would bend 
so far out of their true positions without breaking...• 

'Or that I could so exactly have imitated them,' she 
continued. 'On this morning I am to be married -- unless 
this is a scheme of the great Mother to hinder a union of 
which she does not approve. Is it possible for my wedding 
to take place in the face of such weather as this?' (269) 

The incident, which is rather melodramatically handled, serves Hardy in 

several ways: in the first place, the icy roads make any movement out

side impossible, thus raising Cytherea's hopes that the marriage won't 

take place. The result is an injection of suspense which is not inap

propriate to a mystery story. Secondly, the distortion of the boughs 

and the subsequent breakage of several of them evokes a sense of some

thing horribly unnatural in the proposed union. This serves as a por

tent or warning to Cytherea to shun marriage with Manston. Thirdly, 

the episode can be interpreted symbolically: Cytherea is the branch 

that has bent submissively from its true shape before the combined will 

of Manston, Miss Aldclyffe and her brother, but if bent too much she 

will break under the burden. This can be linked to the reed imagery 

that describes Cytherea (96, 267). The comparison reminds us, on the 

one hand, of her essential naturalness and resilience and, on the other, 

of her masochistic tendency to "kiss the rod". Finally, the passage 

raises the question of the relation of man to nature. Seemingly a 

friendly Mother Nature (269) is attempting to warn its child against an 

unnatural act. This impression is at one with the sense of a benevolent 

nature that emerges in Under the Greenwood Tree. But it is in apparent 

contradiction to an earlier passage in Desperate Remedies. Curtis C. 
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23
Smith has observed that nature which "does few things directly" (195) 

unleashes the wind, a dangerous and irresistible enemy (198), against 

the sleeping inhabitants of the Three Tranters Inn: "It truly seemed 

as if the treacherous element knew there had arisen a grand opportunity 

for devastation" (194). In short, nature can be hostile or indifferent 

to some, while playing favourites with others. The book fails to take 

a consistent view, and Hardy realized in the end that he could not have 

it both ways. Accordingly, nature is benevolent in Under the Greenwood 

Tree, but in subsequent novels, beginning with A-Pair of Blue Eyes 

(1872-73), it tends to be indifferent or even malevolent to man. Once 

again Desperate Remedies reveals Hardy experimenting with certain fie

tional materials, but not always succeeding in fitting them together. 

In another significant passage Hardy presents an image that he 

was later to use more effectively in The Return of the Native. Brooding 

over his continued rejection by Cytherea, Manston happens to glance in

to a barrel of rainwater: 

The reflection from the smooth stagnant surface tinged his 

face with the greenish shades of Correggio's nudes. Staves 

of sunlight slanted down through the still pool, lighting 

it up with wonderful distinctness. Hundreds of thousands 

of minute living creatures sported and tumbled in its depth 

with every contortion that gaiety could suggest; perfectly 

happy, though consisting only of a head, or a tail, or at 

most a head and a tail, and all doomed to die within the 

twenty-four hours. (245) 


The water creatures lead a brief, but sensuous and joyous existence. 

Manston, who stands for present pleasure, identifies with them: "Damn 

my position! Why shouldn't I be happy through my little day too? Let 

the parish sneer at my repulses, let it. I'll get her, if I move 

heaven and earth to do it!'" (245) Evidently unconcerned with the life 
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of the spirit, Manston would embrace a transient existence, provided 

it contained carnal pleasure. Ironically, in the end, he fails to get 

what he wants and commits suicide to escape the gallows. Since Manston 

is consistently associated with water, his present identification with 

the inhabitants of the barrel seems highly appropriate. Manston is a 

kind of repulsive green fish in a stagnant pool. 

This interpretation is supported by the curious remark on the 

same page that, 

the inexperienced Cytherea had, towards Edward in the first 
place, and Manston afterw'ards, unconsciously adopted bear
ings that would have been the very tactics of a profession
al fisher of men who wished to have them each successively 
dangling at her heels. (245) 

On the face of it, Hardy suggests that for m~n like Springrove and Man

24 
ston, Cytherea is unwittingly a femme fatale. Like the fisherman to 

the fish, Cytherea turns out to be literally fatal to Manston. 

In The Return of the Native Mrs. Yeobright, too, observes the 

"innumerable obscure creatures ... wallowing with enjoyment" in a 

25 
stagnant pool. There Hardy is able to relate the episode to the fate 

of man -- doomed to live briefly and discontentedly amidst a nature 

which, though permanent, remains brutal and unthinking. Desperate Reme

dies, however, lacks a consistent view of man's relation to his world: 

Hardy does not succeed in relating his developing philosophy of nature 

to his theme. 

Despite these weaknesses, Hardy is able to use poetic techniques 

on occasion with excellent effect. The best example is the incident of 

Cytherea's first meeting with Manston, when she accepts his invitation 
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to take shelter from the rain in the old manor-house. In the melodrama

tic scene that follows, Manston plays the organ while lightning flashes 

around him: 

The power of the music did not show itself so much by at

tracting her attention to the subject of the piece, as by 

taking up and developing as its libretto the poem of her 

own life and soul, shifting her deeds and intentions from 

the hands of her judgment and holding them in its own. 


She was swayed into emotional opinions concerning the 

strange man before her; new impulses of thought came with 

new harmonies, and entered into her with a gnawing thrill. 

A dreadful flash of lightning then, and the thunder close 

upon it. She found herself involuntarily shrinking up be

side him, and looking with parted lips at his face. 


He turned his eyes and saw her emotion, which greatly 

increased the ideal element in her expressive face. She 

was in the state in which woman's instinct to conceal has 

lost its power over her impulse to tell; and he saw it. 

(154) 

To understand the effect on Cytherea we must bear in mind that she is 

presently disillusioned with Edward, whom she feels has acted weakly 

and trifled with her love. The dark, powerful, resolute, passionate 

Manston is everything that Springrove is not. Clearly Hardy is using 

the episode to dramatize Manston's ascendency over Cytherea's spirit. 

The basis of that power is the physical attraction each feels for the 

other, strongly suggested in the sexual metaphors of the second para

graph. 26 

Cytherea's submissive reaction to Manston anticipates the sword

play scene in Far from the Madding Crowd in which Troy virtually mes

merizes Bathsheba in a phallic display of his naked sword. Bathsheba, 

of course, is swept off her feet and marries Troy, only to discover 

later on that the man she really needs is the countrified but steadfast 

Oak. 27 Hardy was to use music as a symbol of sexual arousal a second 
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time in "The Fiddler of the Reels". Once again the musician is a mys

terious, dark stranger with demonic characteristics contrasted to a 

passive, rational, domesticated man of plebeian origins. 

Cytherea's physical attraction to Manston is awakened when he 

touches part of her clothing (151). Hardy employs the same motif in 

one of the courtship scenes: 

He came so close that their clothes touched. 'Will 

you try to love me? Do try to love me!' he said, in a 

whisper, taking her hand. He had never taken it before. 

She could feel his hand trembling exceedingly as it held 

hers in its clasp.... How truly pitiful it was to feel 

his hand tremble so -- all for her! Should she withdraw 

her hand? She would think whether she would. (254) 


Though the idea is good, the execution is too explicit and repetitious 

to be fully effective. Hardy handles the device more subtly in Far 

from the Madding Crowd. In that novel the entanglement of Troy's spur 

in Bathsheba's gown symbolizes the beginning of their sexual entangle

28ment. Hardy, by that time a good deal more sure of himself, no 

longer feels the need to philosophize on the nature of woman's rela

tion to her clothes. Heavy-handed though they may be, the sexual 

motifs in Desperate Remedies are certainly linked to one of the con

trolling ideas -- that physical attraction alone is a poor basis for 

marriage. Unfortunately it is not completely clear why Cytherea pre

fers Edward. Hardy suggests that his hero and heroine are basically 

compatible, yet at this stage of his career he is unable to do more. 

In the preface to Desperate Remedies Hardy observed that the 

novel was written "at a time when he was feeling his way to a method", 

and then added that, "some of the scenes, and at least one or two of 
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the characters, have been deemed not unworthy of a little longer preser

vation" (v). There is no consistent philosophic view lying behind the 

book; plot and imagery are not fully integrated into theme. The means 

used to present the characters are forceful, but Hardy does not seem to 

be able to enter into their minds and personalities deeply enough to 

persuade us that they are fully human. Thus Manston, though memorable, 

is not convincing. Curiously it is Miss Aldclyffe who emerges as the 

most compelling character in the book -- partly because Hardy presents 

her strange behaviour to us without the laboured explanations he some

times deems necessary for the others, and partly because we feel the 

pathos of her situation. 

Desperate Remedies is inferior to the Wessex novels; but in its 

characterization, plot situations and use of nature it differs in degree 

rather than kind. The devices that give the Wessex novels their power 

are present in Desperate Remedies though employed in a crude, blatant 

or unsophisticated manner. The book remains interesting, however, and 

not merely because it shows the main elements of Hardy's art present in 

this his first published novel. 

As we have seen, Hardy is not always able to develop his imagery 

consistently and link it to his theme; yet an underlying mythic pattern-does emerge which gives Desperate Remedies shape and resonance./ Its 

origin may be traced back to myth and early romance, though it is un

likely that Hardy was consciously drawing on these sources; given his 

knowledge of the Gothic and post-Gothic novel, the structure must have 

come readily to mind. At any rate it is the mythic and symbolic ele

ments which give the novel the power that even the early reviewers 
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felt. What Hardy had not thought to do in his first two attempts at 

novel writing was to apply the patterns and techniques of romance to 

the rural world which he knew so well. This he was to do in his next 

work, Under the Greenwood Tree. 



III 

UNDER THE GREEN\\OOD TREE 

Under the Greenwood Tree is the first of Hardy's published fie

tions to reveal clearly the tension he perceives between old and new, 

romantic and anti-romantic, and to root this conflict firmly in a rural 

setting. With its heavy admixture of elements from pastoral poetry, 

Shakespearian romantic cor.iedy and Wordsworthian nature lore, Under the 

Greenwood Tree is anything but realistic, although in theme, setting 

and characterization it has always been regarded as one of the Wessex 

novels. 

Curiously, it was with some difficulty that Hardy found his way 

to the rural theme which characterizes his best work. In The Poor Man 

and the Lady he had concentrated on the city, and in Desperate Remedies 

he had indulged his penchant for the sensational, but without being 

able to attract much popular attention. It was the nearly unanimous 

praise of the Victorian editorial readers and reviewers for his han

1dling of the country scenes in his first two works, together with Har

dy's own determination to succeed as a novelist, that prompted him to 

write a wholly rur?l tale. 

Hardy sent the manuscript of Under the Greenwood Tree to Mac

millan, before following it up with a letter: 

I have sent by railway the manuscript of a tale called 
'Under the Greenwood Tree'. 

74 
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It is entirely a story of rural life, and the attempt 
has been to draw the characters humorously, without cari

cature. General reasons have induced me to try my hand on 

a story wholly of this tone -- one reason being some re

views of a late novel of mine -- (in its leading features 

of a different nature from the present). In that story 

the rustic characters and scenery had very little point, 

yet to my surprise they were made very much of by the re
views. The Athenaeum said 'the characters are often ex
ceedingly good • • . the parish clerk "a sort of Bowd

lerized rake" who refers to the time "before he took or

ders" is really almost worthy of George Eliot ••• We see 

no reason why the author should not write novels but 
little, if at all inferior to the best of the present 
generation.' 2 

In mentioning the Athenaeum reviewer's favourable comparison of himself 

to George Eliot, Hardy was reminding Macmillan of the vogue for rural 

fiction created by Eliot. In the earlier Desrierate Remedies. (1871), 

Hardy had tried to ride the wave of popular enthusiasm for mystery-

thrillers developed by Wilkie Collins. There is nothing reprehensible 

in Hardy's attempts to size up the market, especially after his failure 

to reach the public with his first two works of fiction. It is inter

esting, however, that the Victorian editorial readers and reviewers had 

to prod him into writing on the subject he obviously knew best, but was 

reluctant to tackle. Clearly Hardy and his readers owe a debt of thanks 

to the perspicacity of these early critics. 

With his third fiction Hardy succeeded. The reviewers of Under 

the Greenwood Tree responded well to his treatment of rural setting and 

rustic characters. The Athenaeum was pleased that Hardy had "worked 

principally that vein of his genius which yields the best produce, and 

wherein his labours result in more satisfaction to his readers than did 

3his explorations into the dark ways of human crime and folly". The Pall 
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Mall Gazette noted Hardy's subtitle '~rural painting of the Dutch 

school", and complimented him for his "very carefully executed paint

ing11.4 Writing in the Saturday Review, Hardy's friend and mentor, 

Horace Moule, found "the author's mention of the Dutch school upon his 

title-page "entirely justified and concluded that the book was filled 

with keen observation, and with the genuine air. of the country breath

5
ing throughout it" However, the reviewers said nothing of Hardy's 

theme. Moule was no doubt correct in pointing out Hardy's "truthful

ness", "keen observation" and faithful representation of characters, but 

he and his colleagues passed over the romantic, imaginative aspects of 

the book. In the autobiography Hardy insisted that he had 

invented the personages, incidents, manners, etc., never 
having seen or heard the choir as such, they ending their 
office when he was about a year old. He was accustomed 
to say that on this account he had rather burlesqued them, 
the story not so adequately reflecting as he could have 
wished in later years the poetry and romance that coloured 
their time-honoured observances. 6 

According to the view expressed here, Under the Greenwood Tree was less 

a realistic description of country life than an imaginative construction 

of a world of "poetry and romance", a "pastoral story", as he termed it 

7in his second letter to Macmillan. Hardy did not seem to be aware of 

the contradiction offered by his subtitle, which implies that the novel 

will be strongly realistic, and by the remark he made in the 1896 pre

face that his "story" was "intended to be a fairly true picture, at 

first hand, of the personages, ways, and customs which were conunon among 

such orchestral bodies in the villages of fifty or sixty years ago" (v

vi). There is, of course, the attention to detail that we associate 
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with a realistic novel, but the charm of Under the Greenwood Tree is at 

least partly attributable to its fanciful and poetic elements. 

Michael Millgate has touched on this aspect of Under the Green

wood Tree in his discussion of its relationship to Shakespeare's As You 

Like It, 8 Millgate comments on the Arcadian atmosphere of Mellstock 

and describes the book as "a kind of woodland pastoral, moving in time 

9with the procession of the seasons 11 
• His point is well taken, although 

there is still more to be said about its relation to Shakespearian ro

mance, 

In Shakespearian romantic comedy the characters move from a so

ciety governed more or less realistically by rational calculations to 

reside for a time in what is often called "the green world", usually a 

vague or distant region governed by laws quite different from those to 

which the characters have been accustomed, This realm, in which much 

of the action of a romantic comedy occurs, may be dreamlike, fantastic, 

idyllic, or primitive, but it is almost always closer to nature than the 

original world that the noble characters had inhabited. 

Mellstock resembles Shakespeare's green world. Admittedly Har

dy's characters do not change their geographical locale, but there is a 

similar contrast implied between an innocent Arcadian natural setting 

and the encroaching modern, industrial world of Victorian England. In 

Under the Greenwood Tree Hardy sets up the first of his conflicts be

tween a machine-oriented force and the immemorial, rural society. The 

organ, which is to be brought into the corrununity, serves the same func

tion as the new-fangled agricultural implements introduced in An Indis
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cretion in the Life of an Heiress, The Mayor of Casterbridge and Tess of 

the d'Urben·illes. Though rural society is weaker, Hardy implies in 

Under the Greenwood Tree that it represents a better, more harmonious 

and integrated way of life than the efficient, semi-urban one which is 

destined to replace it. 

The separation of Under the Greenwood Tree into low and high 

comedy constitutes another resemblance to As You Like It. While the 

choir provides a coarse, earthy humour, especially when Thomas Leaf is 

included, Dick's courting of Fanny gives rise to a more dignified form 

of comedy. The obstacles in their courtship are set aside, and Dick 

and Fanny are allowed to succeed in a way that probably would not have 

been possible for them in real life. lO At the end of Under the Green

wood Tree, as at the end of a Shakespearian comedy, young love triumphs, 

the opposing factions are reconciled and the romance ends in a symbolic 

marriage feast and dance. The closing lines, '"Tippiwi t! swe-e-et! 

ki-ki-ki! Come hither, come hither, come hither! "'ll are from the same 

song alluded to in the title of the book. It is an invitation to love 

and serves to remind us of the theme constantly celebrated at the end 

12
I . d • . d f • 1 . of Sha·espearek s romantic come ies -- union an erti ity. 

The neatness with "V;hich Hardy has tied his tale into the season

al 	cycle to serve thematic as well as structural ends has not received 

13much critical attention. The same technique may be found in Hardy's 

other novels, particularly The l\'oodlanders, a later novel that has much 

in common with this early romance. Under the Greenwood Tree begins in 

"Winter" and then moves through "Spring", "Summer" and "Autumn". But 
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Hardy skips the next winter season, choosing to hold the final wedding 

scene the next spring. The five parts of the book resemble the five 

act structure of a Shakespearian comedy, which often begins with a meet

ing between a young man and woman, describes their falling in love, 

raises complications, works out a solution to the obstacles before them 

and ends in a marriage celebration. 

A comparison of Under the Greenwood Tree with As You Like It 

reminds us that both romances are variants of the pastoral. Under the 

Greenwood Tree deals sympathetically and nostalgically with a rural life 

14
of the recent past which is regarded as simpler, more natural and 

therefore preferable to the sophisticated, alien society which is re

placing it. Far from the Madding Crowd, The Woodlanders and other Wes

sex novels also contain pastoral elements, but only in Under the Green

wood Tree is country life largely presented as innocent and good, and 

only here does Hardy rigorously avoid the tragic. 

With the wisdom of hindsight, Hardy depicted rural society as 

inherently weak. On the face of it, the Mellstock villagers would pre

fer to keep the choir and their old ways. They are opposed only by 

Parson Maybold, Shiner the churchwarden and, somewhat ambiguously, by 

Fancy Day. Yet they are defeated. The authority and prestige of a 

higher social class and a superior education is seemingly enough to make 

the villagers capitulate. Despite Fancy's marriage to Dick, there is 

no suggestion that Fancy will now relinquish the organ in order to re

store the choir. 

A sense of the ultimate inadequacy of pastoral life is not incom
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patible with praise for its simplicity and virtue. Spenser, for example, 

demonstrates its vulnerability in Book VI, Cantos ix to xi, of the 

faerie Queene. When Calidore, the aristocratic knight of Courtesy, 

sojourns in the pastoral world in order to woo a country girl, he ulti

15mately brings destruction to the inhabitants of that world. This is 

analogous to a recurring plot situation of Hardy's fiction: the dis

ruption of a rural community that results when a better educated, more 

experienced or socially superior man from the outside courts a village 

maiden. In A Pair of Blue Eyes and Far from the Madding Crowd, for ex

ample, Knight and Troy find it comparatively easy to overcome their 

more humble rivals. Plot complications of this kind are adumbrated in 

Desperate Remedies and in Under the Greenwood Tree. In the latter, 

Parson Maybold, the outsider, would normally have had little trouble in 

displacing the rustic suitors, Dick and Shiner, but the comic tone does 

not permit a pathetic or tragic denouement. Dick and Fancy are united 

at the end, and we hear no more of Parson Maybold. 

The suggestion that man is at his happiest and best in a state 

of nature does not come solely from the pastoral tradition. As previous

16ly noted, Hardy had been greatly impressed by the romantic poets, and 

his attempt to come to terms with their attitude to nature is obvious in 

many of his works. 

One of the key elements in the Romantic view of nature is the 

extension of the pathetic fallacy. As a form of metaphor it is as old 

as literature. But during the Romantic period the pathetic fallacy goes 

beyond mere personification to become a key image in the spiritualiza
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tion of nature as a beneficent force. This may be seen in the lines 

from Wordsworth's "Tintern Abbey": 

• • • Well pleased to recognize 
In nature and the language of the sense 
The guide, the guardian of my heart, and soul 
Of all my moral being. 

Hardy was never able to accept such a view. Take the opening paragraph 

of Under the Greenwood Tree: 

To dwellers in a wood almost every species of tree has 

its voice as well as its feature. At the passing of the 

breeze the fir-trees sob and moan no less distinctly than 

they rock; the holly whistles as it battles with itself; 

the ash hisses amid its quiverings; the beech rustles 

while its flat boughs rise and fall. And winter, which 

modifies the note of such trees as shed their leaves, does 

not destroy its individuality. 


On a cold and starry Christmas-eve within living memo

ry a man was passing up a lane towards Mellstock Cross in 

the darkness of a plantation that whispered thus distinc

tively to his intelligence. (3) 


Hardy's first concern is to establish the natural setting; the effect of 

the pathetic fallacy is to imply, as do the Romantic poets, that nature, 

or parts of it, have a distinctive personality. By individualizing the 

trees, Hardy implies the existence of an interrelationship between man 

and nature appropriate to the pastoral setting of his romance, and sug

gests the sensitivity and discrimination of Dick, whose stature must be 

sufficiently elevated if his subsequent winning of Fancy Day is to be at 

al 1 credible. In this passage Hardy goes further than Wordsworth's 

simple personification of the daffodils, "tossing their heads in spright

17ly dance", but he refrains from spiritualizing nature in the way that 

Wordsworth does in "Tintern Abbey". The pathetic fallacy does, however, 

assist in establishing an underlying mood which harmonizes with the 
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idyllic and pastoral quality of his romance. 

The Romantic view that a reciprocal relationship between man 

and nature is both possible and desirable seems to be implied in the 

following passage from Under the Greenwood Tree: 

It was a long low cottage with a hipped roof of thatch 
having dormer windows breaking up into the eaves, a chimney 
standing in the middle of the ridge and another at each end. 
The window-shutters were not yet closed, and the fire- and 
candle-light within radiated forth upon the thick bushes of 
box and laurestinus growing in clumps outside, and upon the 
bare boughs of several codlin-trees hanging about in various 
distorted shapes, the result of early training as espaliers 
combined with careless climbing into their boughs in later 
years. The walls of the dwelling were for the most part 
covered with creepers, though these were rather beaten back 
from the doorway -- a feature which was worn and scratched 
by much passing in and out, giving it by day the appearance 
of an old keyhole. Light streamed through the cracks and 
joints of outbuildings a little way from the cottage, a 
sight which nourished a fancy that the purpose of the erec
tion must be rather to veil bright attractions than to 
shelter unsightly necessaries. (7) 

In the radiation of fire-light from cottage to garden, the author im

plies that the natural setting has b~en humanized by man. Conversely, 

the creepers that almost swallow up the cottage suggest human submer

gence in the natural life. Man and nature interact in a harmonious 

relationship. We have, then, something akin to the reciprocation be

tween the human and the natural which characterizes much of Wordsworth's 

poetry. This may be seen in the introductory verse paragraph from "Tin-

tern Abbey": 

... Once again 
Do I behold these steep and lofty cliffs, 
That on a wild secluded scene impress 
Thoughts of more deep seclusion; and connect 
The landscape with the quiet of the sky. 
The day is come when I again repose 
Here, under this dark sycamore, and view 
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These plots of cottage ground, these orchard tufts, 

Which at this season, with their unripe fruits, 

Are clad in one green hue, and lose themselves 

'Mid groves and copses, Once again I see 

These hedgerows, hardly hedgerows, little lines 

Of sportive wood run wild; these pastoral farms, 

Green to the very door; and wreaths of smoke 

Sent up, in silence, from among the trees! 


These lines portray country folk as an integral part of the landscape 

and show the harmonious interaction of man and nature, They imply the 

theme of the poem -- the beneficent effects of nature on man. In part, 

this is the message of Under the Greenwood Tree: man was content in 

rural Wessex of the 1830s (or'40s); his pleasures were simple and his 

culture, rooted in country traditions, was rich and significant to him. 

The description of Grandfather William also seems to reflect 

Hardy's reading of Wordsworth. The old man is closely associated with 

nature: 

WILLIAM DEWY -- otherwise grandfather William -- was now 

about seventy; yet an ardent vitality still preserved a 

warm and roughened bloom upon his face, which reminded 

gardeners of the sunny side of a ripe ribstone-pippin; 

though a narrow strip of forehead, that was protected 

from the weather by lying above the line of his hat-brim, 

seemed to belong to some town man, so gentlemanly was its 

whiteness. His was a humorous and kindly nature, not un

mixed with a frequent melancholy; and he had a firm reli

gious faith. (15) 


Old Dewy makes most of the crucial decisions of the choir. 18 At the 

same time he is the moral authority in the family: his insistence that 

the dancing not begin until Christmas Day is over is accepted by the 

assembled guests and family at the tranter's home: 

Though Reuben and his wife ruled on social points, 
religious questions were mostly disposed of by the old 

man, whose firmness on this head quite counterbalanced 

a certain weakness in his handling of domestic matters,(47) 
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The domestic weaknesses, whatever they may be, are not apparent in the 

book. On the contrary, Grandfather William emerges as a figure of con

siderable stature. He symbolizes the dignity and vj,rtue of the old ru

ral life: 

Some of the youthful sparkle that used to reside there 
animated William's eye as he uttered the words, and a cer
tain nobility of aspect was also imparted to him by the set
ting sun, which gave him a Titanic shadow at least thirty 
feet in length, stretching away to the east in outlines of 
imposing magnitude, his head finally terminating upon the 
trunk of a grand old oak tree. (73) 

The exaltation of an old man of humble origin and the persistent natural 

imagery used to describe him recall Wordsworth's leech gatherer in "Res

19olution and Independence", a poem Hardy knew well. Wordsworth com

pares the old man to "a huge stone" or a great sea beast. In his dig

nity and "lofty utterance" the leech gatherer makes a strong moral im

pact. To the poet he seemed "like a man from some far region sent,/ To 

give me human strength, by apt admonishment" (111-112). Hardy, like 

Wordsworth, identifies certain of his characters with nature and pro

vides them with a symbolic and thematic role. 

Although he was initially attracted by Wordsworth's view of man 

and nature, Hardy's intellectual allegiance was more to the thought of 

the later nineteenth century. His firsthand knowledge of country ways 

combines with the rational side of his temperament to make him doubt 

the validity of the romantic nature cult. This skepticism takes the 

form of a recurring irony and satire which he employs to prevent undue 

sentimentalizing of his characters' relation to their natural environ

ment. 
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Several critics have emphasized the realistic and factual as

20pects of Under the Greenwood Tree, and have shown how Hardy drew on 

personal knowledge and experience to describe the Dewy household, the 

rural customs and festivals, the change of seasons, the sound of the 

trees and other facets of life in Mellstock. Realistic treatment is, 

however, consistent with the Romantic view of nature, which stressed 

accurate observation of external objects while casting upon them "the 

light that never was". The subtitle, "a rural painting of the Dutch 

school", apparently derives from George Eliot's resolve in Adam Bede 

(1859), to tell her "simple story, without trying to make things better 

21than they were" On the same page, Eliot goes on to state: 

It is for this rare, precious quality of truthfulness 
that I delight in many Dutch paintings, which lofty-minded 
people despise. I find a source of delicious sympathy in 
these faithful pictures of a monotonous homely existence, 
which has been the fate of so many more among my fellow
mortals than a life of pomp or of absolute indigence, of 
tragic suffering or of world-stirring actions. I turn, 
without shrinking, from cloud-borne angels, from prophets, 
sibyls, and heroic warriors, to an old woman bending over 
her flower-pot, or eating her solitary dinner, while the 
noonday light, softened perhaps by a screen of leaves, falls 
on her mob-cap, and just touches the rim of her spinning
wheel, and her stone jug, and all those cheap conunon things 
which are the precious necessaries of life to her -- or I 
turn to that village wedding, kept between four brown walls, 
where an awkward bridegroom opens the dance with a high
shouldered, broad-faced bride, whiie elderly and middle
aged friends look on, with very irregular noses and lips, 
and probably with quart-pots in their hands, but with an 
expression of unmistakable contentment and good will. 

This is no doubt a fair statement of George Eliot's intentions, though 

it might be argued that figures like Dinah Morris and Adam Bede do not 

escape the idealizing hand of their author. In any case, it does not 

quite apply to Mellstock where things are made out to be somewhat bet



86 

ter than they were. Nevertheless, Hardy's realism does have the effect 

of undercutting any tendency he might have to fall into nostalgia. 

Mrs. Dewy's comments on her husband's family weakness provides 

an illustration of this: 

'If any of the girls should turn after their father 
'twill be a bad look-out for 'em, poor things! None of 


my family was sich vulgar sweaters, not one of 'em. But, 

Lord-a-mercy, the Dewys! I don't know how ever I cam' 

into such a family!' (45) 


In this and other deft touches Hardy acknowledges the coarseness of ru

ral life. The treatment for the most part is humorous, but the effect 

subtly reminds the reader that Mellstock is not, after all, Arcadia. 

Nor is Mellstock immune from class consciousness, snobbery and 

social climbing. Geoffrey Day is perhaps the worst offender in these 

matters. When Dick requests Fancy's hand in marriage, Geoffrey's reply 

is that Dick lacks the social status: 

'D'ye know what her mother was?' 
'No.' 
'A teacher in a landed family's nursery, who was foolish 

enough to marry the keeper of the same establishment; ... 
d'ye think Fancy picked up her good manners, the smooth turn 
of her tongue, her musical notes, and her knowledge of books, 
in a homely hole like this?' 

'No.' 

'Well, and do ye know what I live in such a miserly way 
for when I've got enough to do without it, and why I make 
her work as a schoolmistress instead of living here?' 

'No.' 
'That if any gentleman, who sees her to be his equal in 

polish, should want to marry her, and she want to marry him, 
he shan't be superior to her in pocket. Now do ye think 
after this that you be good enough for her?' 

'No.' (163-164) 

The scene is treated satirically: Geoffrey after all married a teacher 

just as Dick wishes to do. Apparently Dick is also subject to class 
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consciousness; otherwise he would not so meekly have accepted Geoffrey's 

pretensions. Fancy echoes her father's teaching: "And I love you al

ways; and those times when you look silly and don't seem quite good 

enough for me, -- just the same, I do, Dick!" (139) She wishes to 

bring the organ and other innovations into the com.~unity not because 

they can be shown to be an improvement over the old ways, but because 

she will be the centre of attention, or because she is affected by the 

Victorian middle-class concern with gentility and respectability: 

The propriety of every one was intense, by.reason of the 

influence of Fancy, who, as an additional precaution in 

this direction had strictly charged her father and the 

tranter to carefully avoid saying 'thee' and 'thou' in 

their conversation, on the plea that those ancient words 

sounded so very humiliating to persons of newer taste; 

also that they were never to be seen drawing the back of 

the hand across the mouth after drinking -- a local Eng

lish custom of extraordinary antiquity, but stated by 

Fancy to be decidedly dying out among the better classes 

of society. (206-207) 


Again, the effect here is comic and satiric, but in the later novels 

and stories, snobbery and class barriers have a destructive impact on 

Hardy's protagonists. 

Another way in which Hardy undercuts the idyllic quality of 

Under the Greenwood Tree is by an anti-heroic presentation of Fancy 

and Dick. In what must surely be one of the most original introduc

tions of a heroine in fiction, Hardy introduces Fancy through a com

parison of her boot to Geoffrey's last: 

'Now, neighbours, though no common eye can see it,' 

the shoemaker went on, 'a man in the trade can see the 

likeness between this boot and that last, although that 

is so deformed as hardly to recall one of God's crea

tures, and this is one of as pretty a pair as you'd get 

for ten-and-sixpence in Casterbridge. To you, nothing; 

but 'tis father's voot and daughter's voot to me, as 
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plain as houses.' (19) 

This amusingly deflates Dick's "delicate feeling" that he had no right 

to inspect the boot "without having first asked the owner of the foot's 

permission" (19). Hardy's method of advancing Fancy's charms while in

sisting on her faults is sustained throughout the book. Pretty she is, 

but as Elias Spinks reminds Dick, "A very good pink face, as far as 

that do go. Still, only a face, when all is said and done" (21). 

In the following passage Hardy implies that Fancy's decision to 

conceal her reaction to Maybold's proposal is unworthy: "'I wonder!' 

said Fancy, looking into vacancy with those beautiful eyes of hers -

too refined and beautiful for a tranter's wife; but, perhaps, not too 

good" (201). Since Hardy does not permit Dick to discover her secret 

there can be no crisis. But in A Pair of Blue Eyes and Tess of the d'Ur

bervilles the heroine's lack of candour poisons her relations with her 

lover. Beginning with Desperate Remedies the motif of the unconfessed 

secret runs through Hardy's fiction. 

Though Dick is morally superior to Fancy, Hardy handles him in 

the same anti-heroic manner: 

· Having come more into the open he could now be seen 
rising against the sky, his profile appearing on the light 
background like the portrait of a gentleman in black card
board. It assumed the form of a low-crowned hat, an ordi
nary-shaped nose, an ordinary chin, an ordinary neck, and 
ordinary shoulders. What he consisted of further down was 
invisible from lack of sky low enough to picture him on. 
(4-5) 

In the first paragraphs of Under the Greenwood Tree Hardy suggested 

Dick's sensitivity to nature, yet on the very next page he undermines 
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the impression of Dick's special qualities by stressing his commonness. 

Like most lovers Dick insists on idealizing his sweetheart. He views 

her as a "lively goddess" (56), and ignores any hints that she may be 

less an angel than a woman. In the nutting episode, however, he is 

vouchsafed a glimpse of Fancy's real nature: 

Probably, Miss Fancy Day never before or after stood 

so low in Mr. Dewy's opinion as on that afternoon. In 

fact, it is just possible that a few more blue dresses on 

the Longpuddle young men's account would have clarified 

Dick's brain entirely, and made him once more a free man. 

(151) 

But when Fancy appeals to him he thrusts the unpleasant truth aside: 

It is scarcely necessary to add that Dick renounced 
his freedom there and then, and kissed her ten times over, 
and promised that no pretty woman of the kind alluded to 
should ever engross his thoughts; in short, that though 
he had been vexed with her all such vexation was past, and 
that henceforth and for ever it was simply Fancy or death 
for him. (153) 

Underlying the comedy lies the authentic Hardy note of sexual pessimism. 

Fancy has caught Dick. She is what we would call today a manipulator, 

for she would rather exploit Dick's unreal notions of her true charac

ter for her own ends than admit her faults and confront him on an equal 

basis. When Geoffrey speaks satirically of wives, "Fancy seemed uneasy 

under the infliction of this household moralizing, which might tend to 

damage the airy-fairy nature that Dick, as maiden shrewdness told her, 

had accredited her with" (101), Dick disregards Geoffrey's strictures. 

He is certain that his relationship to his future wife could never be 

prosaic: 

Dick wondered how it was that when people were married 

they could be so blind to romance; and was quite certain 
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that if he ever took to wife that dear impossible Fancy, 
he and she would never be so dreadfully practical and un
demonstrative of the Passion as his father and mother were. 
The most extraordinary thing was that all the fathers and 
mothers he knew were just as undemonstrative as his own. (61) 

Here the humour has an ironic edge. Dick's naivete is contrasted with 

the unromantic views of his parents and the members of the choir. 

Eventually, he will come to see things as they do. When Dick asks his 

father whether he thinks Fancy has the makings of a good wife, Reuben 

replies: 

'Ay, good; she's good enough. When you've made up 

your mind to marry, take the first respectable body that 

comes to hand -- she's as good as any other; they be all 

alike in the groundwork; 'tis only in the flourishes 

there's a difference. (112) 


Hardy satirizes the romantic view of life by juxtaposing Dick's concep

tion of Fancy with the more knowing perceptions of the married. Irani

cally, as he begins to see himself as Fancy's husband, Dick unconscious

ly adopts the matter-of-fact behaviour he formerly despised. As Mill-

gate observes "Dick, his romantic feelings already giving way to prac

tical good sense, arrives late because he has paused to hive a swarm 

22of bees". Love indeed triumphs in Hardy's romance, but reality is 

not far behind. Like Dick and Fancy, the bees are about to adopt a 

new home. The swarming too is part of the "rustic wedding rite" that 

23
concludes the book, a culmination of Hardy's "realistic pastoral". 

The presence of illness, misfortune and death also works 

against the notion that all is for the best in this best of all pastor

al worlds. Indeed death obtrudes even on festive occasions. Asked 

about the health of his daughter, Mr. Penny replies: 
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'But she'll be worse before she's better, 'a b'lieve.' 

'Indeed -- poor soul! And how many will that make 


in all, four or five?' 

'Five; they've buried three. Yes, five; and she 


not much more than a maid yet. She do know the multi

plication table onmistakable well. However, •twas 

to be, and none can gainsay it.' (10) 


Reuben recalls an old neighbour: "The husbird of a feller Sam Lawson 

-- that ever I should call'n such, now he's dead and gone, poor 

heart!" (11) Music has one association for the young, another for the 

old: 

'Spaking of being moved in soul,' said Mr. Penny, 'I 
shall never forget the first time I heard the "Dead 
March." 'Twas at poor Corp'l Nineman's funeral at Caster
bridge. It fairly made my hair creep and fidget about 
like a vlock of sheep -- ah, it did, souls! And when they 
had done, and the last trump had sounded, and the guns was 
fired over the dead hero's grave, a' icy-cold drop o' moist 
sweat hung upon my forehead, and another upon my jawbone. 
Ah, 'tis a very solemn thing!' (57) 

With the dubious exception of Thomas, the rest of Mrs. Leaf's children 

either miscarried or died in infancy: 

'What was his age when 'a died?' 
'Four hours and twenty minutes, poor Jim. 'A was born 


as might be at night; and 'a didn't last as might be till 

the morning. No, 'a didn't last. Mother called en Jim on 

the day that would ha' been his christening-day if he had 

lived; and she's always thinking about en. You see, he 

died so very young.' (77) 


Fancy's real mother is dead. Late in the action Dick departs to at

tend the funeral of his young friend, Jack, dead of consumption. The 

tone in several of these passages is grotesquely comic rather than 

satiric. Probably, Hardy wishes to dramatize the villagers' stoic 

acceptance of death as a part of life, and show the ability of rural 

tradition to make a unity of past and present. Nevertheless, a cer
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tain dark quality lies beneath the surface of 	Hardy's romance. 

24This is common in pastoral literature, though normally the 

realistic aspects of life are subordinated to an optimistic or at 

least tranquil conception of existence. The prevailing comic tone of 

Under the Greenwood Tree does not permit the reader to take alarm at 

the potential threats to Dick's and Fancy's well-being, yet it would have 

been compatible with Fancy's character for her to have jilted Dick. 

(In "The Son's Veto" of 1891, Sophy lives to regret having chosen the 

vicar over the gardener.) Instead of having the choir accept their 

dissolution gracefully, Hardy could easily have stressed their resent

rnent, and shown how the incident soured the relations between parson 

and congregation. 

The word "melancholy" frequently recurs. There are many refer

ences to "fortune", "fate" and "doom"; "'twas to be" (10), is as ruch 

a choric utterance in Under the Greenwood Tree as it is in Tess of the 

d'Urbervilles. It is taken for granted that the romance will not long 

outlive the wedding. In short, we need not search far to discover the 

pessimistic Hardy of the later fiction lurking below the placid sur

face of his early pastoral novel. 

Since his intention was to win an audience and launch himself 

on a literary career, Hardy was anxious to avoid anything that might 

distress his readers or provoke the critics. This seems to be the irn

plication in the 1912 preface: 

In rereading the narrative after a long interval there 

occurs the inevitable reflection that the realities out 

of which it was spun were material for another kind of 

study of this little group of church musicians than is 
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found in the chapters here penned so lightly, even so 

farcically and flippantly at times. But circumstances, 

would have rendered any aim at a deeper, more essential, 

more transcendent handling unadvisable at the date of 

writing. (viii) 


Perhaps in treating his subject matter comically Hardy was working some

what against his natural inclination. Once he had acquired a reader

ship, he allowed his partiality for the pathetic and the tragic more 

scope, and the comic side of his genius, though ever present, became 

secondary. 

25
Critical discussions of the theme of Under the Greenwood Tree 

have tended to focus on the defeat of the traditional rural way of life 

by the forces of modernism. The full impact of the struggle is, as we 

have seen, muted because of the submissive attitude of the choir. Al

though the sting of their defeat is glossed over in the excitement of 

the final wedding scene, it is clear that something precious has been 

lost. Hardy spelled out the significance of his theme some years later 

in the 1896 preface: 

This story of the Mellstock Quire and its old established 

west-gallery musicians, with some supplementary descrip

tions of similar officials in Two on a Tower, A Few 

Crusted Characters, and other places, is intended to be a 

fairly true picture, at first hand, of the personages, 

ways, and customs which were common among such orchestral 

bodies in the villages of fifty or sixty years ago. 


One is inclined to regret the displacement of these 

ecclesiastical bandsmen by an isolated organist (often at 

first a barrel-organist) or harmonium player; and despite 

certain advantages in point of control and accomplishment 

which were, no doubt, secured by installing the single 

artist, the change has tended to stultify the professed 

aims of the clergy, its direct result being to curtail and 

extinguish the interest of parishioners in church doings. 

Under the old plan, from half a dozen to ten full-grown 

players, in addition to the numerous more or less gro~n-up 
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singers, were officially occupied with the Sunday routine, 

and concerned in trying their best to make it an artistic 

outcome of the combined musical taste of the congregation. 

With a musical executive limited, as it mostly is limited 

now, to the parson's wife or daughter and the school-child

ren, or to the school-teacher and the children, an impor

tant union of interests has disappeared. (v-vi) 


Like the thresher or combine, the organ is a modern implement which 

allows one person to perform more efficiently the work of several. In 

short, the old order, with its tradition of vigorous participation, is 

to be replaced by a passive spectator culture similar to our own. The 

changeover is a serious blow to the vitality and integrity of the rural 

way of life. Hardy may not have seen the full dramatic potential of 

this theme till somewhat later than the composition of Under the Green

wood Tree; he does not again focus on the change from old to new until 

A Laodicean of 1881, and only in "The Dorsetshire Labourer" of 1883 

does he give full expression to the tragic implications of the conflict. 

Be this as it may, Under the Greenwood Tree certainly reveals 

Hardy's feelings of regret for what is being lost and his appreciation 

of what was worthwhile in a dying tradition. Not the least praiseworthy 

of the old values was a strong sense of community. The members of the 

choir receive no financial reward for their efforts. They feel it to 

be part of their duties as official church choir to carol theiT neigh-

hours on Christmas Eve. Though Farmer Shiner is rude to them, Reuben 

invites him to his party the next day in the consciousness that Shiner 

is part of the community. The feeble-minded Thomas Leaf is included 

in the social and business activities of the choir, and later Geoffrey 

Day welcomes him to the wedding festivities. Even Enoch, the closest 
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we get to the delinquent in Arcadian Mellstock, is not ostracized by 

the villagers, for Dick invites him to join the wedding party. Parson 

Maybold may find his parishioners neglectful of the letter of church 

observances, but it is clear that in their compassion, charity and good 

will the Mellstock villagers possess the fundamental Christian virtues. 

Women, courtship and marriage provide the second major theme 

in Under the Greenwood Tree which links that novel with Hardy's other 

fictions. Here again the playfully anti-romantic tone of the book is 

much in evidence. Hardy's male characters appear to be afflicted by 

a stock comic perplexity when it comes to women: "The littler the maid, 

the bigger the riddle, to my mind", Mr. Penny observes (93). Implied 

in this and other such comments is the notion that woman is a being 

apart from man and, though not ultimately unknowable, different enough 

to cause considerable confusion to the inexperienced. Fancy makes some 

attempt to enlighten Dick by such admissions as: '"I like to hear you 

praise me in that way, Dick,' she said, smiling archly. 'It is meat 

and drink to a woman'" (176). It is obvious from the ending that she 

is not going to reveal all her cards, but the last lines do not neces

sarily bode ill for Dick. While it is true that he may never fully 

know or understand Fancy, he at least is no longer an idolatrous lover. 

In going alone to do the nutting Dick shows that he can be firm with 

Fancy, and his pause to hive the bees on his wedding day indicates that 

in future Fancy and romance will not come before the practicalities of 

life. He has begun the unavoidable movement towards the unromantic 

view of women and marriage held by his seniors. Dick may not be hap
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pier than other husbands, but he probably will not be unhappier. 

For the Mellstock villagers love is an inevitable folly: "'tmay 

as well come early as late s'far as I know. The sooner begun, the 

sooner over; for come it will'" (75). They take the almost fatalistic 

attitude that young people will fall in love and marry with very little 

thought as to whether or not the object of their affections has the 

makings of a good spouse. Reuben may feel that his son would be better 

off without Fancy (114-115), but when Dick pointedly asks for his 

father's opinion of her, Reuben replies that "she's good enough" (ll2). 

The villagers have found, curiously, that when the romance wears off 

young people usually settle down to become acceptable wives and husbands, 

and this will almost certainly be true of Fancy and Dick: "'Well, 'tis 

humps and hollers with the best of us; but still and for all that, Dick 

and Fancy stand as fair a chance of having a bit of sunsheen as any 

married pair in the land'" (209). 

Earlier Dick was dismayed at the absence of any sign of romantic 

passion in his parents, and was quite incapable of seeing other aspects 

of their relationship. At the end of the tranter's Christmas party 

Reuben notices that Ann is tired and advises her to go directly to bed: 

"There, you must be wearied out, 'tis true. I'll do the doors and draw 

up the clock; and you go on, or you'll be as white as a sheet to-morrow" 

(61). Reuben's thoughtfulness and consideration may be as important as 

the missing romance. In return, Ann shows a good deal of tolerance of 

and forebearance for Reuben's faults. 

There is much rueful male satire of women in Under the Greenwood 
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Tree; we hear frequently, for example, of female vanity. In Far from 

the Madding Crowd, Bathsheba's vanity nearly ruins her life, but in 

Under the Greenwood Tree the comments on the nature of women seem to 

belong more to the characters than to the author. In any case, they 

are subordinated to the comic spirit of the romance. 

Those aspects of Under the Greenwood Tree that apparently belong 

to the realistic novel individual characterization, accurate obser

vation of detail based on the author's familiarity with Wessex life, 

realistic treatment of country manners and customs -- are present, but 

should not be overstressed. Despite his comments in the 1896 preface, 

we cannot conclude that Hardy's principal aim is a meticulously faith

ful portrayal of the life of old, and that Under the Greenwood Tree is 

in a strict sense "a rural painting of the Dutch school". The idyllic, 

romantic and poetic elements seem, on analysis, to predominate. Hardy 

certainly felt strongly about village life and regretted its demise, 

but he has idealized and ennobled old Mellstock. "The Dorsetshire 

Labourer", or even novels like The Mayor of Casterbridge and Tess of 

the d'Urbervilles, despite the frequent improbability of their action 

and the use of myth and romance, present a more objective picture of 

Wessex than Under the Greenwood Tree attempts to do. Essentially, 

Under the Greenwood Tree is a romance. 

Hardy skilfully employs irony and satire to control nostalgia 

and sentiment. He is able to keep the tragic and pathetic in happy 

subordination to the comic, just as he compels the realistic to give 

way to the romantic and idyllic. The tension between these poles is 
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fruitful, permitting a subtle variety of responses to the issues of ru

ral life. Though an early and, in some ways, experimental work, Under 

the Greenwood Tree is a sophisticated piece of writing. It is true 

that Hardy was not aiming as high as he was to do later, but his ability 

to handle diverse materials and maintain an even tone is more nearly 

realized here than in some of his more ambitious works of prose fiction. 

In A Pair of Blue Eyes, the novel that followed Under the Green

wood Tree by just a few months, Hardy temporarily abandoned the mode 

of pastoral romance in favour of a serious analysis of the relations 

of the sexes based to a considerable extent on his own experiences, and 

firmly set in contemporary England. Though Hardy was prepared to take 

a new approach to this material, he continued to employ some of the 

techniques that he had tried out in his two earlier novels: the melo

drama, symbolic settings and actions he had found congenial in Desperate 

Remedies, together with the rustic humour, and conscious linking of man 

and nature that had proved effective in Under the Greenwood Tree. It. 

was commendable on Hardy's part that instead of resting content with the 

previous formulas he would try in his new novel for a greater profundity 

of theme and a more artistic means of expression; however, the attempt 

to combine the disparate elements was to prove awkward in A Pair of 

Blue Eyes and is not always smoothly handled even in his later fiction. 
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A PAIR OF BLUE EYES 

Though not as perfect a literary work as Under the Greenwood 

Tree, A Pair of Blue Eyes is more ambitious. In it Hardy attempts to 

combine the melodramatic plot, suspense and action of Desperate Reme

dies with some of the rural comedy of Under the Greenwood Tree. The in

terest in nature discernible in his previous books now undergoes a 

radical development. Hardy uses autobiographical materials more than 

in any of his previous published fictions, keeping them under control 

by means of irony and comedy. At the same time A Pair of Blue Eyes 

(1872) is the first of his published novels to approximate a tragic 

structure. It is not classified as one of the Wessex novels because it 

is different from these in setting and in the quality of Hardy's achieve

ment, but A Pair of Blue Eyes is closer to the mature Hardy than any

thing he had so far written. 

The press notices were good. Horace Maule wrote that it was 

1
"one of the most artistically constructed among recent novels". Al

though the reviewer of the Pall Mall Gazette thought A Pair of Blue 

Eyes somewhat inferior to Under the Greenwood Tree he observed that it 

"exhibited a greater power of mental analysis and knowledge of the 

working of human nature". 2 John Hutton, who had earlier been respon

sible for the scathing attack on Desperate Remedies in The Spectator, 

99 
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seemed pleased that Hardy had learned to avoid objectionable incidents 

and scenes. He described A Pair of Blue Eyes as 

a really powerful story, well proportioned in its parts, 
of varied and deep interest, yet not too harrowing for 
pleasure, relieved by exquisite touches of word-pictures 
and supported by characters not too numerous to crowd the 
stage and divert us from an attentive study of the three 
central figures.3 

These reviewers remarked on the novel's dramatic technique and 

tragic ending and praised Hardy for his characterization of Elfride; 

John Hutton and Coventry Patmore, a somewhat later admirer, 4 were struck 

by the book's poetic qualities. Hardy had always taken the critics' 

strictures to heart and tried to follow their advice. He now had rea

son to expect that he could eventually succeed as a professional writer. 
-

Hardy, of course, was pleased with his success, particularly 

since the book was associated in his mind with the courtship of his 

first wife, Emma Gifford. In later years, however, he was ready to 

acknowledge its faults: 

In its action it exhibits the romantic stage of an idea 

which was further developed in a later book.5 To the ripe

minded critic of the present one an immaturity in its views 

of life and in its workmanship will of course be apparent. 

But to correct these by the judgment of later years, even 

had correction been possible, would have resulted, as with 

all such attempts, in the disappearance of whatever fresh

ness and spontaneity the pages may have as they stand. 

(vi-vii) 


This sense of its weakness may have contributed to his decision not to 

include it among the "Novels of Character and Environment". In the 

"General Preface to the Novels and Poems" written for the 1912 Macmil

lan edition, Hardy placed A Pair of Blue Eyes, among his "Romances and 

Fantasies". Why he did so is not altogether clear. 
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While Hudy explains that the "Novels of Character and Environ

ment" can "claim a verisimilitude in general treatment and detai1 116 

and that the "Novels of Ingenuii.:y" reveal "a not infrequent disregard 

of, the probable in the chain of events, and depend for their interest 

mainly on the incidents themselves", 7 he avoids any awkward elucidation 

of the terms "romance" or "fantasy" by disingenuously stating his 

8classification to be "a sufficiently descriptive definition". It is 

difficult to accept the implication that A Pair of Blue Eyes contains 

more fantasy than, say, The Return of the Native or more romance than 

Under the Greenwood Tree and Far From the Madding Crowd. Hardy's com

ment in the autobiography that A Pair of Blue Eyes is classed "among 

119his Romances and Fantasies as if to suggest its visionary nature does 

not greatly clarify his meaning; it does, however, carry a hint that 

Hardy may have been using the term in a personal rather than literary 

sense. 

The word "fantasy" is especially puzzling. If we take it in 

the modern sense of the deliberate introduction of an unreal setting or 

incredible characters, it is apparent that A Pair of Blue Eyes contains 

very little fantasy. Hardy may have had in mind the older meaning, 

fancy or imagination, but again it would be difficult to argue that A 

Pair of Blue Eyes shows more imagination than other Wessex novels. Ap

parently Hardy's conception of fantasy is once again idiosyncratic. 

Hardy's intentions may be better revealed by his frequent refer

ences to setting in the prefaces and in the Life. In the 1895 preface, 

for example, he stresses what we might call the poetic aspects of the 
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book. He declares Cornwall to be "pre-eminently . the region of 

dream and mystery" (vi). He speaks of "the wild and tragic features of 

the coast" (v), which "lend to the scene an atmosphere like the twi

light of a night-vision (vi). Hardy thought of Cornwall as the "vague 

10romantic land of 'Lyonnesse"', the traditional setting of the legend

ary exploits of King Arthur and his knights. That this association 

lies behind the 1895 preface is indicated by such poems as "When I Set 

Out for Lyonnesse", which combine Hardy's sense of the loneliness and 

wildness of the Cornish landscape, the mystery and magic of Arthurian 

romance and the incidents of his real-life courtship of Emma. This 

combination again bore fruit in The Famous Tragedy of the queen of 

Cornwall, written some fifty years after his first visit to the region. 

In A Pair of Blue Eyes Hardy was not altogether successful in integrat

ing the courtship motif with Arthurian imagery but, as we shall see, 

his effort to do so is still traceable in the book. 

When Hardy employs the word "romantic" in connection with A 

Pair of Blue Eyes and its Cornish setting, it is usually in two senses. 

At times he appears to be referring to what is distant, mysterious or 

legendary, as in "this vague romantic land of 'Lyonnesse'"· Elsewhere 

in the Life he uses the word in the layman's sense of having to do 

with love and courtship, as, for example, when he writes that the St. 

11Juliot Church was "associated with what was romantic in his life11 
• 

Further evidence that for Hardy the courtship of Emma was linked to 

the specific setting of Cornwall may be seen in the poems written about 

Emma after her death. Interestingly, in the account of her first meet
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ing with Hardy, written in 19ll, Emma's use of the word "romantic" is 

similar to her husband's: 

'St. Juliot is a romantic spot indeed of North Corn
wall. It was sixteen miles away from a station then, 
[and a place] where the belief in witchcraft was carried 
out in actual practice among the primitive inhabitants. 
Traditions and strange gossipings were the common talk 

indulged in by those isolated natives of a parish 
where newspapers rarely penetrated.12 

'Scarcely any author and his wife could have had a 

much more romantic meeting, with its unusual circum

stances in bringing them together from two different, 

though neighbouring counties to this one at this very 

remote spot, with a beautiful sea-coast, and the wild 

Atlantic Ocean rolling in.13 


Many sections of the book, particularly those dealing with El

fride and Knight, are treated realistically. It is therefore natural 

to think of A Pair of Blue Eyes as a conventional novel. Yet without 

ever defining his meaning or even using the term consistently, Hardy 

frequently refers to it as a "romance". In his 1912 preface, for ex

ample, it is thus described, apparently to underline the distinction 

he makes in the General Preface between "Romances" and "Novels of Char

acter and Environment". When, in The Life, he writes specifically of 

14A Pair of Blue Eyes he again calls it a "romance", though when 

15speaking more generally he terms it a "novel". Since Hardy also re

gards the story of Tristan and Iseult (the subjects of his poetic drama 

16
The Famous Tragedy of the Queen of Cornwall) as a "romance", we might 

suppose that for Hardy material connected with Arthurian legend falls 

into the romance category. But the term cannot be so narrowly restrict

ed: The Trumpet-Major, Two on a Tower, The Well-Beloved and A Group of 

Noble Dames have nothing to do with Lyonnesse; yet they are still cate

http:penetrated.12
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gorized as "Romances and Fantasies". Though Hardy evidently did not 

ascribe a very precise meaning to his terms, he seemed to feel there 

was something in A Pair of Blue Eyes that went beyond the kind of veri

similitude usually associated with the novel. It is in the underlying 

pattern of the book that these· romance elements may most clearly be 

seen. 

Despite the frequent allusions to Shakespearian romantic comedy, 

the structure and technique of A Pair of Blue Eyes owe more to mediaeval 

romance than to Shakespeare. In fact, the book's plot is a parody of 

mediaeval romance. In the initial episode Stephen Smith, a young man 

of humble origin, courts a lady of higher social position. Slowly he 

takes on the attributes of a courtly lover. Conscious of the differ

ence in social rank he looks up to Elfride, literally and figurative

17
1y. She gives him tasks to perform which she describes as "knight 

service" (58). Stephen comes to idolize her, calls her his "queen" and 

vows to die for her (61). For Elfride it is "a proud moment 

She was ruling a heart with absolute despotism for the first time in 

her life" (61). Though approachable enough, she turns out to be ulti

mately unattainable, partly because of her father's social prejudices 

and partly because Stephen is not man enough for her, an insufficiency 

symbolized by her ability to defeat him in chess. Stephen, the squire 

of low degree, is soon replaced by a more formidable opponent appropri

ately named Knight. Knight soon proves his valour by vanquishing the 

lady in another series of chess games which become, for Elfride at 

least, a sexual battleground. Knight also demonstrates his chivalric 
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powers by rescuing the damsel from her distress on the parapet of the 

tower (182-185). Elfride's attitude to Knight now becomes the reverse 

of her attitude to Stephen: "She had, indeed, given up her position 

as queen of the less to be vassal of the greater" (351). To be true 

to his role, Knight should have responded "by becoming the protector 

and guide of such a trusting creature" (334). Elfride indeed begs him 

to be "a strong tower for me against the enemy" (356), only to witness 

a few moments later the collapse of the same tower. Fastidiousness and 

priggishness mar Knight's gallantry and eventually cause him to lose 

the prize to another knight, Lord Spenser Hugo Luxellian. By comparing 

his characters with the heroes and heroines of romance, Hardy deepens 

the ironic impact of the novel. 

18Hardy had thought of naming the book Elfride of Lyonnesse, but 

this would have implied a closer relation to Arthurian material than he 

wished, and so this title was rightly discarded. He does, however, 

present Elfride as the author of a work entitled The Court of King Ar

thur's Castle: A Romance of Lyonnesse. Like the chess game device, 

Elfride's authorship suggests her mental superiority to Stephen, at the 

same time demonstrating her shallowness by comparison with Knight. In 

his critical review of Elfride's romance, Knight implies that her know

ledge of life is drawn from books rather than experience. The same 

idea is expressed in Parson Swancourt's hint in the opening pages that 

Elfride's ability to deal with the practical aspects of life has been 

impaired by "reading so many of those novels" (3). It is interesting 

that in the first chapter of the serial version Hardy introduced Elfride 
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19in the act of reading a romance. The effect is strongly satirical. 

He subsequently deleted this passage, probably because he wanted his 

readers to sympathize with Elfride, not scorn her. 

In his sununary of the significance of Hardy's revisions, Mill-

gate speculates that the novel "may originally have been -- particularly 

in view of its first title, "A Winning Tongue Had He' -- of almost 

ballad - l 1"ke s1mp 1c1ty o out 1ne. 1120 To support his argument, Mill. l" . f l" 

gate notes that the manuscript version of Elfride's song in Chapter III 

was originally a ballad entitled "The Banks of Allan Water1121 which be

gins with a meeting between a maiden and a soldier with "a winning 

tongue". Later on, Hardy replaced "The Banks of Allan Water" by Shel

ley' s "When the Lamp is Shattered", a melancholy poem of forsaken love 

which enabled Hardy to include a more explicit forewarning of dire con

sequences while removing the vulgar seduction motif. As Millgate points 

out, Hardy shifted the lines of the ballad to Far from the Madding Crowd 

where they comment significantly on Bathsheba's relationship to Sergeant 

22Troy. In effect, these revisions to the first part of the book permit 

Hardy to bring out the pathetic aspects of Elfride's situation in the 

later sections. 

The many literary quotations and allusions in A Pair of Blue 

Eyes help to create its romance atmosphere. A significantly large num

ber have been taken from Romantic and pre-Romantic poets and novelists 

as well as from the romantic comedies of Shakespeare. Many of them are 

specifically related to theme, plot and characterization. Several 

allude sentimentally to lovers' meetings and partings; some evoke the 
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gloomy mood of the graveyard school, still others refer to the tran

sience of love and life. In general, they create a mood of pathos. 

Additional evidence supports the view that Elfride belongs more 

to the world of romance than to the world of the ballad. A Pair of 

Blue Eyes makes heavy use of settings, descriptions and devices of the 

kind found in Gothic romance. Take, for example, the tower which fig

ures so prominently in the plot and imagery: 

The lonely edifice was black and bare, cutting up into the 
sky from the profile of the hill. It had a square mould
ering tower, owning neither battlement nor pinnacle, and 
seemed a monolithic termination, of one substance with the 
ridge, rather than a structure raised thereon. Round the 
church ran a low wall; overtopping the wall in general 
level was the graveyard; not as a graveyard usually is, a 
fragment of landscape with its due variety of chiaro-oscuro, 
but a mere margin against the sky, serrated with the outlines 
of graves and a very few memorial stones. Not a tree could 
exist up there: nothing but the monotonous gray-green 
grass. (21) 

The crumbling mediaeval architecture featured in Gothic romances fre

quently symbolizes the decay of such traditional authoritarian insti

tutions as the family, church and aristocracy. There is evidence in 

the feudal imagery of Tess of the d'Urbervilles and in the destruction 

of Stancy Castle at the end of A Laodicean that Hardy employed Gothic 

imagery for similar purposes. In A Pair of Blue Eyes the collapse of 

the ancient tower of Endelstow Church may symbolize the moral collapse 

of England's traditional religious structure: Parson Swancourt insen

sitively anticipates the construction of a new tower "in the newest 

style of Gothic art, and full of Christian feeling" (357). Despite 

this ironic thrust, Hardy does not develop the theme of the passing of 

the old and the corning of the new in A Pair of Blue Eyes as he did in 
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Under the Greenwood Tree. 

Several dramatic confrontations take place in the graveyard 

and in the Luxellian family vaults. The latter may indeed owe some

thing to the graveyard scenes in Hamlet or in Romeo and Juliet, but 

23
they also resemble the tomb scenes in Ainsworth's Rookwood. The de

ranged widow Mrs. Jethway stalks Elfride in life and death like a rest

24
less ghost in a Shakespearian tragedy or a Gothic romance. From one 

point of view Elfride seems to be a romance heroine persecuted by male 

oppressors as, for example, when the powerful Knight bullies her into 

confession. Her plight is similar to Cytherea's in Desperate Remedies 

and to Margery's in "The Romantic Adventures of a Milkmaid 11 Such• 

scenes are not without a hint of the sadistic relationship existing be

tween villain-hero and persecuted maiden in the Gothic romances: 

Elfride's docile devotion to Knight was now its own 

enemy. Clinging to him so dependently, she taught him in 

time to presume upon that devotion -- a lesson men are not 

slow to learn. A slight rebelliousness occasionally would 

have done him no harm, and would have been a world of ad

vantage to her. But she idolized him and was proud to be 

his bond-servant. (349). 


But from another point of view, Elfride is a femme fatale. It 

is owing to Hardy's talent for female characterization that he could 

allow an ambiguity, even a division, in Elfride's character, yet carry 

it off convincingly. Like the Jungian anima which can be beneficial to 

men by encouraging them to recognize and fulfill their deepest aspira

tions, Elfride initially has a positive impact on Smith and Knight. 

Inspired by his hope to marry her, Stephen pursues his career with 

great success. Her influence on Knight is even more salutary. Elfride 
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helps him ~o bring out long-suppressed emotions which permit him to be

come a more complete human being. On the other hand, her effect on men 

can be fatal, as it is on young Felix Jethway, or debilitating, as it 

later is on Smith and Knight. In this respect Elfride resembles such 

Hardy heroines as Cytherea, Bathsheba, Tess or Sue - women whose emo

tional impact on men is strong enough to inspire some and ruin others. 

Elfride's potentially sinister nature is suggested by her name, 

one of a number of Saxon names 25revived during the nineteenth century. 

Elfride derives from "elf", the diminutive, mischievous sprite of woods, 

hills and fields. Some of the elves were helpful to mankind; but usu

ally they were distinguished from fairies as more malignant. The elf 

maidens exploited their beauty to lure mortal men into peril. 

Evidently Hardy connected Elfride's name to Emma Gifford. At 

the time of his first visit to St. Juliot, Hardy recorded in his jour

• nal: "Music in the evening. The two ladies sang duets, including 'The 

• Elfin Call', 'Let us dance on 
26

the sands', etc." The next day Hardy 

was sufficiently piqued to record Miss Gifford's behaviour during a 

stroll to Boscastle: "E. provokingly reading as 27she walked". Per-. 

haps, too, in the surname of Swancourt there are associations with 

Emma. In "The Going" the speaker Mourns for 

. she who above 
By those red-veined rocks far West, 
You were the swan-necked one who rode 
Along the beetling Beeny Crest.28 

• Like the elves, Hardy's heroine roams the fields and hills. On foot, 

or on horse, rain or shine, Elfride is part of the wild Cornish land

scape. Like the elves she is small in stature; such phrases as "child
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like form" (298), "as small as an infant" (249), or "a slight girlish 

figure" (384) frequently recur. Elfride's personality also seems elfin. 

She is "impulsive, inconsequent" (ll6), and changeable, suggesting a 

flighty, even reckless character. 

.. There is, moreover, a hint of sexual permissiveness about her . 

She is in the habit of riding alone through the countryside sometimes 

spending the night away from home (129). Perhaps her name is meant to 

remind us of the "elf-ride", 29 featured in such well-known ballads as 

"Thomas Rymer" and "La Belle Dame Sans Merci". Like Lady Elfride Luxe!

lian, her namesake and grandmother, who eloped with a singer, the pres

ent Elfride twice runs off to join a lover under circumstances damaging 

to her reputation. 

Highly attractive as she is, Elfride fails to satisfy even one 

of her suitors. This aspect of her role as femme fatale finds expres

sion in two allusions to Keats' "La Belle Dame". In the first of these, 

• 

• 

Elfride is on her horse looking down at poor Stephen, who is unable 

either to ride or to assist her to mount: 

'Do I seem like La Belle Dame sans merci?' she began 
suddenly, without ·replying to his question. 'Fancy your
self saying, Mr. Smith: 

"I set her on my pacing steed, 
And nothing else saw all day long, 

For sidelong would she bend, and sing 
A faery's song .... 

She found me roots of relish sweet, 
And honey wild, and manna dew;" 

and that's all she did.' (59) 

Elfride is the fairy lady, Stephen the frustrated lover who ends hag

' 
gard and woe-begone on the cold hillside. 

In the scene which occasions the second allusion to "La Belle 
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Dame Sans Merci" Elfride is again on horseback, Knight attending her 

30 on foot, but Hardy now stresses the reversal of roles that has taken 

place: 

She had, indeed, given up her position as queen of the 
less to be vassal of the greater. Here was no showing off 
now; no scampering out of sight with Pansy, to perplex and 
tire her companion: no saucy remarks on La Belle Dame 
sans ~lerci. Elfride was burdened with thevery intensity 
of her love. (351) 

Subsequent to his disillusion with Elfride, Knight's behaviour bears 

a closer resemblance to Keats' haggard lover than does the behaviour of 

Stephen; Knight, the deeper personality, is more profoundly affected. 

He is brought "to the verge of cynicism" (366). He feels trapped "like 

a bird in a springe" (380). In similar fashion to Keats' knight, he 

awakes from his "first dream of impossible things" (382). to find him

self in a world where nature has gone dead: 

The scene was engraved for years on the retina of 

Knight's eye: the dead and brown stubble, the weeds 

among it, the distant belt of beeches shutting out the 

view of the house, the leaves of which were now red and 

sick to death. (383)31 


No longer able to work or create, he aimlessly sets forth to tour the 

Continent. Stephen is less powerfully affected. He is able to con

tinue his career; but in the imagery of the closing lines of the novel: 

"And side by side they retraced their steps down the grey still valley 

to Castle Boterel" (435), Hardy hints that for both suitors life has 

become a wasteland. 

Elfride's role as femme fatale is implied by other images in 

the novel. The epigraph to Chapter XXXIII: "O daughter of Babylon, 

wasted with misery" is richly suggestive. In Isaiah 47:1-12 the Bibli
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cal writer stresses the exposure of Babylon's wickedness, the inefficacy 

of her enchantments and the inevitable retribution: 

Corne down, and sit in the dust, 0 virgin daughter 
of Babylon, sit on the ground. 

Thy nakedness shall be uncovered, yea, thy shame 
shall be seen. 

But these two things shall come upon thee in 
their perfection for the multitude of thy sorceries, 
and for the great abundance of thine enchantments. 

For thou hast trusted in thy wickedness: thou hast 
said, None seeth me. 

Therefore shall evil come upon thee; thou shalt 
not know from whence it riseth. 

In the Book of Revelation, Babylon is compared to a vain woman overly 

fond of adornment: "Alas, alas, that great city, that was clothed in 

fine linen, and purple and scarlet, and decked with gold, and precious 

stones, and pearls" (Rev. 18: 16). Primarily she is the "harlot" who 

sits upon "a scarlet covered beast" (Rev. 17:3). There is a superfi

cial resemblance in all this to Elfride's love of finery, her showy 

horsemanship and the ultimate exposure of her relationship to Stephen. 

The epigraph does not of course refer to Elfride's real character; it 

refers rather to Knight's bitter view of her shortly after his receipt 

32of Mrs. Jethway's letter. Actually the epigraph heads the chapter in 

which Knight, contemplating the ruins of the tower, comes upon the 

body of Mrs. Jethway. Presumably the collapse of the tower corresponds 

in Knight's mind to the overthrow of the idol he had made of Elfride's 

purity, which in turn is linked to the fall of Babylon and the smash

ing of its images described in Jeremiah 51:17, 18, 47. Primarily, the 

allusion serves to reveal the morbid state of Knight's mind. 
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Several of the images pertaining to Elfride are drawn together 

in Knight's priggish quotation of Milton: "Knight could not keep from 

his mind the words of Adam's reproach to Eve in Paradise Lost, and at 

last whispered them to himself -- 'Fool'd and beguiled: by him thou, I 

by thee! "' ( 356) Knight views himself as being, like Adam, an innocent, 

practised upon by the sly cunning of a woman under the sway of Satan. 

Eve, of course, is the original femme fatale, the cause of man's woes. 

Those familiar with elfin lore will recall that elves are traditionally 

the children of Eve. From Knight's point of view, literature seems to 

provide a helpful guide to the solution of life's problems. But the 

situation is heavily ironic, for the reader is able to see that Knight's 

literary knowledge only hinders his ability to cope with real human be

ings. 

Though not fully worked into the pattern of the book other 

images evoke the Fall, or at least imply a movement from innocence to 

experience. Endelstow rectory, for example, is a little Garden of 

Eden isolated from the rest of the countryside: 

The man who built it in past time scraped all the glebe 

for earth to put round the rectory, and laid out a lit

tle paradise of flowers and trees in the soil he had 

got together in this way, whilst the fields he scraped 

have been good for nothing ever since. (8) 


The scene down there was altogether different from 

that of the hills. A thicket of shrubs and trees en

closed the favoured spot from the wilderness without; 

even at this time of the year the grass was luxuriant 

there. No wind blew inside the protecting belt of 

evergreens, wasting its force upon the higher and 

stronger trees forming the outer margin of the grove. (22) 


To begin with, Elfride is very much the innocent: "at the age of nine
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teen or twenty she was no further on in social consciousness than an 

urban young lady of fifteen" (1). Hardy further suggests her lack of 

experience in the "Miranda-like curiosity and interest" (2) with which 

she greets Stephen, and in his emphasis on her childish form and person

ality. The abundant animal imagery, largely used to bring out the grace 

of her movements, implies a naturalness and kinship with nature. Ste

phen too is young and inexperienced (20). Hardy stresses his innocence 

and boyish good looks: 

His complexion was as fine as Elfride's own; the pink 

of his cheeks almost as delicate. His mouth as perfect as 

Cupid's bow in form, and as cherry-red in colour as hers. 

Bright curly hair; bright sparkling blue-gray eyes; a boy's 

blush and manner; neither whisker nor moustache, unless a 

little light-brown fur on his upper lip deserved the latter 

title. (10-11) 


Together Stephen and Elfride suggest Adam and Eve in the Garden of 

Eden, but it is not long before the worldly Parson Swancourt and the 

sophisticated Mrs. Troyton begin to initiate the young people into the 

ways of the world. In the process, both Elfride and Stephen grow in 

deceptiveness until finally they in turn practise on a new innocent, 

Henry Knight (300). 

We might well wonder at Hardy's ability to reconcile the two 

aspects of Elfride's personality. But there is an underlying consis

tency. She is actually a well-meaning maiden whose very innocence 

leads her into actions that wound her lovers. She is both innocent 

and ''vamp" at the same time. The real test, after all, is whether or 

not an author can make his characters convincing to the reader; Hardy 

succeeds in this, though a present day reader might well be exasperated 
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by the intrusive author's ponderous generalizations on what constitutes 

the eternal feminine. 

If it is accurate to say that A Pair of Blue Eyes includes ele

ments usually associated with both realism and romance, it is equally 

true that in its structure it approximates to a tragedy. The early re

viewers had been quick to note the dramatic qualities of A Pair of Blue 

Eyes. Three of them -- Horace Moule, Havelock Ellis and the critic of 

th~ Pall Mall Gazette -- observed that Hardy was writing tragedy, though 

John Hutton and the Gazette reviewer found the final catastrophe much 

too sad. The objection of these two reviewers to Hardy's conclusion 

lends credence to the report that Tinsley's editor had tried to per

33d . f H y 

did not heed the advice. 

Correct though they were in noting Hardy's dramatic technique, 

the assumption of the reviewers that he intended a tragedy is not well 

founded: Elfride is not a tragic heroine, nor Knight a tragic hero. 

She is altogether too weak and frail to be anything but pathetic. 

Knight, to a modern eye at least, seems so priggish and grotesquely in

ept in his dealings with Elfride as to lack heroic stature. The modern 

reader is likely to prefer Stephen over Knight. Though Hardy himself 

obviously felt that Knight was the better man, he must have sensed 

Knight's inadequacy as tragic hero, for he ends the novel ironically, 

rather than tragically. Knight suffers, yet he never recognizes his 

deficiencies, nor the inadequacy of his ideals, and is not therefore 

able to adjust his outlook. Learning that Elfride did not in fact have 

suade Har y d to so f ten t he en 1ng. I t seems un ortunate t hat ard 
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sexual relations with Stephen, he decides to return to her. But his 

change of mind is too little and too late. His moral attitudes remain 

virtually intact. His punishment is deserved, yet Elfride and Stephen 

seem unjustly treated. Hardy aimed for an ironic denouement in keep

ing with the general tone of the book: hence the black comedy of the 

closing chapters. But the ending is too obviously contrived. Hardy's 

tendency to overplay his hand, evident in A Pair of Blue Eyes, was also 

to mar the endings of The Return of the Native, Tess of the d'Urber

villes and Jude the Obscure. 

As in his previous fictions, Hardy's major thematic concern is 

the nature of women, the relation of the sexes and mating or courtship. 

In Under the Greenwood Tree he had indulged in some mild satire of women. 

He decided to exploit the same device once again, though in a more subtle 

way, in A Pair of Blue Eyes. Elfride is seen primarily through mascu

line eyes: first by her father, then by her bedazzled lovers Stephen 

Smith and Henry Knight, and at a step further removed by the omniscient 

male narrator, presumably experienced enough to understand feminine 

character and the nature of the love experience. Accordingly, A Pair 

of Blue Eyes presents a predominantly male view of woman. Whatever 

Hardy's views on the subject of women may have been, the narrator, 

though he is indulgent to, and obviously fond of women, is inclined to 

be patronizing: "Women's ruling passion -- to fascinate and influence 

those more powerful than she -- though operant in Elfride, was decided

ly purposeless" (215). Yet Hardy's treatment of Elfride does not seem 

to be unduly exaggerated or one-sided, for Hardy balanced it by the 
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ironic and satiric portraits of his three main male characters. 

Elfride has youth, beauty, intelligence, resourcefulness, vi

tality and warmth. For most men, the narrator seems to be saying, this 

sh:>uld be enough. Yet for the puritanical Henry Knight it is insuffi

cient: he must have absolute purity, honesty and submission. But in 

Hardy's view, women are characterized by narcissism, vanity and gener

al dishonesty in matters of love (300) . The danger for a purist like 

Knight is that his pursuit of the ideal, if ruthlessly carried out, 

may lead to moral isolation, rigidity, prudery and ultimately to a 

repudiation of life itself. The omniscient narrator justifies Elfride's 

choice of Knight, but to the extent that Stephen dismisses the question 

of Elfride's purity, he is a more realistic and hence more satisfactory 

lover than his rival. 

As it is with woman, so it is with the central experience that 

man enjoys with woman. Love itself is not pure. It necessarily in

volves emotions such as sexual desire, jealousy and, in Hardy's fiction

al world, dishonesty and subterfuge. Elfride, Stephen, Parson Swancourt 

and finally Knight himself employ deceit: 

To wear a mask, to dissemble his feelings as he had don€ 
in their late miserable conversation, was such torture 
that he could support it no longer. It was the first time 
in Knight's life that he had ever been so entirely the 
player of a part. And the man he had thus deceived was 
Stephen, who had docilely looked up to him from youth as 
a superior of unblemished integrity. (413-414) 

Love then is an imperfect even corrupting experience, but it is human 

and preferable to not loving at all. 

Another problem arises from the different expectations that men 
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and women bring to love. As Elfride puts it to Stephen: "I fancy I see 

the difference between me and you -- between men and women generally, 

perhaps. I am content to build happiness on any accidental basis that 

may lie near at hand; you are for making a world to suit your happiness" 

(64). Elfride's remark seems to apply more to her experience with 

34Knight than with Stephen. While women take a pragmatic, spontaneous 

approach to love, the attitude of men is idealistic. They wish to make 

love fit their preconceptions. 

Largely because of her romance with Stephen, Elfride matures, 

gains in experience and becomes a better judge of men. Her love for 

Stephen was the result of romantic fancy and physical attraction. Her 

love for Knight is more complex: there is greater social and intellec

tual compatibility, a background of shared crisis and, above all, El

fride's respect for the sheer weight and power of Knight's personality. 

The immature Elfride who appealed to Stephen might not have won Knight's 

love, nor known how to appreciate him. In short, Knight could gain by 

Elfride's greater emotional experience if he would refrain from judging 

35 . b 1 . . 11t y narrow, mora pr1nc1p es. 

There is something abject in Elfride's fondness for Knight. 

Totally dominated by him, she obliterates her own personality, indivi

duality and independence: 

She never once held an idea in opposition to any one of his, 

or insisted on any point with him, or showed any indepen

dence, or held her own on any subject. His lightest whim 

she respected and obeyed as law, and if, expressing her 

opinion on a matter, he took up the subject and differed 

from her, she instantly threw down her own opinion as wrong 

and untenable. (338) 


Clinging to him so dependently, she taught him in time to 
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preswne upon that devotion -- a lesson men are not slow to 
learn. A slight rebelliousness occasionally would have 

done him no harm, and would have been a world of advantage 

to her. But she idolized him, and was proud to be his 

bond-servant. (349) 

We hear no more of her writing sermons, books, or even playing chess. 

Elfride may be punishing herself for what she conceives to be her 

guilt in abandoning Stephen and concealing the fact from Knight. If so, 

it is quite consistent that she would later on further punish herself 

by marrying Lord Luxellian in deference to the wishes of her father and 

step-mother. 

Hardy's characterization of Knight adumbrates the idealist type, 

usually Shelleyan, that we meet in The Return of the Native, ~. Jude 

and The Well-Beloved. The heroes of these novels are men who cannot 

come to terms with real women. Knight's moral integrity is admirable, 

yet there is a disagreeable aspect to his nature. Elfride's deference 

to his feelings and opinions brings out the worst in him: "Male lovers 

as well as female can be spoilt by too much kindness, and Elfride's uni

form submissiveness had given Knight a rather exacting manner at crises, 

attached to her as he was" (340). The more she submits, the more he 

bullies. There is a sado-masochistic element in their love. Though El

fride, and perhaps the narrator himself, never realize it, she would be 

better off without him. 

Hardy traces the progress of Knight's courtship of Elfride in 

considerable detail. The underlying assumption is that woman wishes to 

be conquered by a masterful male. It is Stephen's fault that he is too 

docile and gentle, too awed by Elfride's social position and cleverness: 
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"Directly domineering ceases in the man, snubbing begins in the woman" 

(288), His failure to arrange successfully the marriage elopement is a 

case in point: 

His very kindness in letting her return was his offence, 

Elfride had her sex's love of sheer force in a man, how

ever ill-directed; and at that critical juncture in London 

Stephen's only chance of retaining the ascendancy over her 

that his face and not his parts had acquired for him, would 

have been by doing what, for one thing, he was too youthful 

to undertake -- that was, dragging her by the wrist to the 

rails of some altar, and peremptorily marrying her. Deci

sive action is seen by appreciative minds to be frequently 

objectless, and sometimes fatal; but decision, however 

suicidal, has more charm for a woman than the most unequiv

ocal Fabian success, (140) 


In the battle of the sexes Knight initially has the psychologi

cal advantage of immunity from Elfride's charms and scorn for her pow

ers. Even before meeting her, he crushes Elfride in his review of her 

romance; she is defeated in every subsequent encounter, Piqued and 

hl..Ulliliated she strives for his approval: "The longing for Knight's 

respect, which was leading up to an incipient yearning for his love, 

made the present conjuncture a sufficient one " (203). As the narrator 

sees it, the jump from desire to be well-thought of, to desire for love 

is short, But perhaps the two most decisive episodes are the tower and 

cliff adventures. 

The first of these begins with a barely conscious attempt on 

Elfride's part to draw Knight's attention: 

Elfride was rather wilful, by reason of his inattention, 

which she privately set down to his thinking her not 

worth talking to, Whilst Knight stood watching the rise 

of the cloud she sauntered to the other side of the tower, 

and there remembered a giddy feat she had performed the 

year before, (182) 
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While walking on the parapet she stumbles. Knight gallantly rescues 

her, but instead of whispering the words of endearment that might be 

expected to follow in a conventional romance he upbraids her for her 

folly. However, he does insist on carrying her in his arms from the 

tower and bandaging her wound. The result is typically Hardeian: 

During his progress through the operations of wiping it 
and binding it up anew, her face changed its aspect from 
pained indifference to something like bashful interest, 
interspersed with small tremors and shudders of a trifl
ing kind. (184) 

Though they are not yet prepared to recognize it as such, both Elfride 

and Knight· come to feel an increasing intimacy as a result of their 

physical contact and the stirring of new emotions. 

The cliff episode is a more intense re-enactment of the tower 

scene. This time it is Elfride who saves Knight. The means she chooses 

seem natural or inevitable under the circumstances, but familiarity with 

Hardy's methods prompts the guess that he designed the fall from the 

cliff primarily to permit inclusion of the means of rescue instead of 

tailoring the means of rescue to resolve the incident. In Desperate 

Remedies Hardy had commented that women regard their clothing as an ex

36
tension of their bodies. Though this comment is not repeated in A 

Pair of Blue Eyes, Elfride's removal of her underclothing suggests a 

high degree of emotional intimacy with Knight. It is not difficult to 

imagine Knight's thoughts as he surveys Elfride after the rescue clad 

only in "her diaphanous exterior robe or 'costume'" (250). Since she 

has been thoroughly drenched by the rain no doubt little enough remains 

Kn • h I • • . 37f or ig t s 1mag1nat1on. ~~en, after the rescue, Knight and Elfride 
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fall into each other's arms, they do so with an emotion that is far 

stronger than anything that existed between Elfride and Stephen. 

In other respects as well, A Pair of Blue Eyes anticipates is

sues that appear in Hardy's later fictions; notably his search for a 

standard of morality that can encompass both sexes. The idealistic 

Henry Knight rejects the double standard. He seeks instead to judge men 

and women by the same rules: 

'Depend upon it, my dear girl, that a noble woman must be 

as honest as a noble man. I specially mean by honesty, 

fairness not only in matters of business and social detail, 

but in all the delicate dealings of love to which the li

cence given to your sex particularly refers.•· (308) 

To the twentieth-century male reader laboriously adjusting himself to 

the principle of sexual equality, Knight's intellectual position may 

seem startlingly modern rather than mid-Victorian. Though Hardy is 

apparently sympathetic to Knight's desire for a single moral standard, 

he does not agree that the matter is quite so straightforward. As he 

observes: 

It is difficult to frame rules which shall apply to both 
sexes, and Elfride, an undeveloped girl, must, perhaps, 

hardly be laden with the moral responsibilities which at

tach to a man in like circumstances. The charm of woman, 

too, lies partly jn her subtleness in matters of love. 

But if honesty is a virtue in itself, Elfride, having none 

of it now, seemed, being for being, scarcely good enough 
for Knight. (299-300) 

On the question of honesty in human relations, the narrator is on the 

side of Knight. His criticism of Elfride is not that she has loved 

another, but that she is dishonest and deceptive. His disapproval is 

tempered by the recognition that her reluctance to confess is the re

sult of weakness of character combined with overpowering love for Knight 
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and fear of his moral inflexibility. Knight will judge her conduct 

more harshly than he would a man's, and Elfride knows it. 

Elfride is not loved or admired for her intelligence or for her 

intellectual accomplishments, but for her supposedly feminine charac

teristics -- her beauty, grace of move~ent, vivacity, emotional warmth 

and even perhaps for her vanity -- her wish to be admired, her love of 

ornament and so on. Yet if woman is made to be loved it is presumably 

inconsistent to object if she attracts men and engages in love-making. 

This, of course, never occurs to Knight. He takes pleasure in Elfride's 

supposed feminity, but inconsistently demands that she be as pure as 

his own bookish self. Hardy never says that Elfride should be untried 

and inexperienced. He takes it for granted that a pretty woman will 

not lack romantic occasions, however isolated her abode. His criticism 

is directed mainly against Knight. As Elfride sadly remarks (387), it 

would have been better had he loved before; she supposes perhaps that 

he might then have been bound by the logic of his own single standard. 

This is unlikely: Knight's taste for untried lips is not a matter of 

38logic, however rationally he may present it. It springs more from an 

39underlying misogyny of which he is only dimly aware. It is noteworthy 

that the other men in the novel Stephen, Lord Luxellian and even 

Parson Swancourt -- are not daunted by the thought that their ladies 

have known other lips. We must therefore conclude that Elfride was un

fortunate first in falling in love with a man who in all probability 

would have failed to make her happy, and second in lacking the ability, 

even in retrospect, to recognize this. 
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The logic of the novel would seem to imply that in seeking to 

marry, a man should look for emotional compatibility. He should not 

expect to find an ideal, nor seek to force a woman into resembling his 

ideal; nor should he judge her by abstract moral standards. Since in 

both a physical and moral sense women are the weaker sex, the narrator 

implies, they should not be judged by narrow and rigorous male standards. 

Women need man's affection, not his criticism. In the end, Hardy ap

parently adopts a double standard of judgment, a standard that is char

itable towards women, because it deems them inferior to men. 

As' in Desperate Remedies and Under the Greenwood Tree, Hardy 

once again introduces the motif of the unconfessed secret. On the face 

of it, mutual frankness before marriage seems to have much to recommend 

it. Hardy, at any rate, assumes that it is the natural goal to aim for. 

But what if the confession of one partner seems bound to wound the feel

ings or conflict with the moral principles of the other? Should the 

secret then be guarded? Sooner or later, Hardy implies, the truth will 

out. From this rather Victorian preoccupation, Hardy creates his moral 

dramas. 

Perhaps it was because A Pair of Blue Eyes lay so close to his' 

own experience and aspirations that the problem of class consciousness 

dominates the book to an extent unmatched by his earlier published work. 

We find in A Pair of Blue Eyes a basic situation of Hardy's fiction -

the poor young man who attempts to better himself in order to be worthy 

of the hand of the socially superior young lady a situation that, to 

some extent, parallels Hardy's own experience. In real life, Hardy as
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pired to the hand of a lady socially superior to himself, and although 

he denies it in The Life, there is every reason to suppose the match 

40 was opposed by her father. Hardy's courtship of Emma was not so much 

an attempt by a romantically inclined author to make life imitate art, 

as a rather compulsive working out in real life, as in fiction, of an 

ambition to transform his unsatisfactory place on the social scale by 

marrying above himself. 

In most cases Hardy invites the reader to feel sympathy for the 

young man who is trying to climb the social ladder. This is initially 

the case in A Pair of Blue Eyes, if only because Hardy presents the 

young lady's father as an unconscionable snob and fortune hunter. Har

dy varies this rather hackneyed plot situation by showing that in the 

end Parson Swancourt was right to oppose the marriage, though he did so 

for the wrong reasons. Stephen assumes that social considerations are 

the principal obstacle to marriage with Elfride. In fact the obstacle 

is her rapid growth in emotional maturity. To the very end Stephen re

mains so conscious of class differences between himself and the others 

that he is unable to understand why he was jilted. Stephen then is not 

merely "boyish" in his apprehensions of reality; he is blincied by his 

own sense of social inferiority. 

The anti-romantic slant of A Pair of Blue Eyes may be seen in 

Hardy's treatment of nature, which here undergoes a further development. 

As he did in Under the Greenwood Tree, Hardy employs detailed (though 

possibly heightened) natural descriptions of Cornwall to create an atmo

sphere appropriate to a love story: 
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Knight scented romantic occasions from afar, and foresaw 
that such a one might be expected before the coming night. 

The journey was along a road by neutral green hills, 

upon which hedgerows lay trailing like ropes on a quay. 

Gaps in these uplands revealed the blue sea, flecked with 

a few dashes of white and a solitary white sail, the whole 

brimming up to a keen horizon which lay like a line ruled 

from hillside to hillside. Then they rolled down a pass, 

the chocolate-toned rocks forming a wall on both sides, 

from one of which fell a heavy jagged shade over half the 

roadway. A spout of fresh water burst from an occasional 

crevice, and pattering down upon broad green leaves, ran 

along as a rivulet at the bottom. Unkempt locks of heath

er overhung the brow of each steep, whence at divers 

points a bramble swung forth into mid-air, snatching at 

their head-dresses like a claw. (217) 


The purpose of this description is to provide a setting for the court

ship scene that follows. Again, an accurately observed landscape is 

greatly enhanced by simile and metaphor to evoke a romantic mood. In 

the last sentence the personified brambles and heather seem to hold 

them back, providing just the slightest of hints that Elfride is enter

ing a situation incompatible with her betrothal to Stephen Smith. 

The association of his characters with natural phenomena con

stitutes a second use of nature: 

Knight could not help looking at her. The sun was 

within ten degrees of the horizon and its warm light 

flooded her face and heightened the bright rose colour 

of her cheeks to a vermilion red, their moderate pink 

hue being only seen in its natural tone where the cheek 

curved round into shadow. The ends of her hanging hair 

softly dragged themselves backwards and forwards upon 

her shoulder as each faint breeze thrust against or re

linquished it. Fringes and ribbons of her dress, moved 

by the same breeze, licked like tongues upon the parts 

around them, and fluttering forward from shady folds 

caught likewise their share of the lustrous orange glow. 

(179-180) 

Here as elsewhere in the novel, Elfride is pictured almost as if she 

were a part of the Cornish landscape. Such descriptions bring out El
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fride's natural freshness and vitality, the source of her great charm. 

In the closing lines of the above quotation the glow of the sun on El

fride arouses Knight to consciousness of her vibrant sexuality. A simi

lar passage may be found at the beginning of the novel. The author des

cribes Elfride's eyes: 

These eyes were blue; blue as autumn distance -- blue 

as the blue we see between the retreating mouldings of 

hills and woody slopes on a sunny September morning. A 

misty and shady blue, that had no beginning or surface, 

and was looked into rather than at. (1-2) 


These lines not only stress Elfride's affinity to nature; they suggest 

her physical beauty and something of her soft, elusive, yielding tern

perament. 

Frequently Hardy links his characters to nature by a more ex

plicit use of simile and metaphor. Elfride, for example, is compared 

to birds or other swift-moving animals as in the following passage: 

"She then ran off from him through the pelting rain like a hare; or more 

like a pheasant when, scampering away with a lowered tail, it has a 

mind to fly, but does not. Elfride was soon out of sight" (250). 

Similar imagery may be found in Under the Greenwood Tree where Fancy 

Day is likened to a "bright little bird" (107), or a "pet lamb" (138), 

and in Far From the Madding Crowd where Bathsheba is also likened to 

graceful and delicate animals and often to birds. The tone is differ

ent in each novel, but the similarity of imagery reminds us that these 

three heroines have a number of common characteristics. Where Hardy 

uses natural imagery it is invariably adapted to theme, character and 

setting. Consequently there is more natural imagery in a novel like 
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Under the Greenwood Tree, with its pastoral theme, than in Desperate 

Remedies, which has less to do with the land despite its rural setting. 

Sometimes nature seems to influence or even direct the action. 

The following passage sets the scene for Elfride's elopement with Ste

phen: 

One of the brightest mornings of late summer shone upon 
her. The heather was at its purplest, the furze at its yel
lowest, the grasshoppers chirped loud enough for birds, the 
snakes hissed like little engines, and Elfride at first felt 
lively. Sitting at ease upon Pansy, in her orthodox riding
habit and nondescript hat, she looked what she felt. But the 
mercury of those days had a trick of falling unexpectedly. 
First, only for one minute in ten had she a sense of depres
sion. 'Then a large cloud, that had been hanging in the north 
like a black fleece, came and placed itself between her and 
the sun. It helped on what was already inevitable, and she 
sank into a uniformity of sadness. (120-121) 

Here Hardy goes somewhat beyond a simple correlation of climate with 

emotions. Elfride, whom we have seen to be so closely associated with 

nature as to be almost a part of it, is directly affected by the sudden 

change in weather. While the sun shines she is cheerful and resolute 

in her decision to make a secret marriage with Stephen, but with the 

appearance of the black cloud she becomes sad and dubious of the prop

riety and wisdom of her decisions. Clearly nature influences her emo

tions. There are, of course, a great many instances in the novel of 

rain squalls alternating with sunshine, not all of which seem to be di

rectly connected to Elfride's varying moods. lbwever, in the first line 

of the novel Hardy reports that "Elfride Swancourt was a girl whose erno

tions lay very near the surface" (1). He thus prepares us for Elfride's 

changeability and apparent fickleness. It would therefore seem likely 

that a rather witty correlation is intended between her erratic behav
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iour and the climatic fluctuatio. characteristic of Hardy's Cornwall . 

Again realistic natural descriptiu ;s used to make a poetic rather 

than a merely psychological statement -- with a consequent gain in 

power . 

Hardy's most significant use of nature in A Pair of Blue Eyes 

is in the cliff episode. Like Wordsworth's "presence", Hardy's "cosmic 

agency" is also a development of the pathetic fallacy, but Hardy makes 

it abundantly clear that his emerging view of nature is quite the op

posite of his Romantic predecessor's. The episode begins with the 

conunent that 

It is with cliffs and mountains as with persons; they 

have what is called a presence, which is not proportionate 

to their actual bulk. A little cliff will impress you 

powerfully; a great one not at all. It depends, as with 

man, upon the countenance of the cliff. 


'I cannot bear to look at that cliff', said Elfride. 

'It has a horrid personality,and makes me shudder. We 

will go.' 


'Can you climb?' said Knight. 'If so, we will ascend 
by that path over the grim old fellow's brow'. (232) 

In this interesting passage the narrator is cautious about attributing 

personality to a natural object. He merely refers to the cliff as a 

"presence", although his use of Wordsworth's term is significant. The 

characters, however, readily personify it. A little later Knight slips, 

and is in danger of falling. He hangs on desperately, waiting for El

fride to aid him. The narrator observes: 

To those musing weather-beaten West-country folk who 

pass the greater part of their days and nights out of 

doors, Nature seems to have moods in other than a poeti

cal sense: predilections for certain deeds at certain 

times, without any apparent law to govern or season to 

account for them. She is read as a person with a curi

ous temper; as one who does not scatter kindnesses and 
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cruelties alternately, impartially, and in order, but 

heartless severities or overwhelming generosities in law

less caprice. Han's case is always that of the prodi

gal' s favourite or the mis<.·r' s pensioner. In her un

friendly moments there seems a feline fun in her tricks, 

begotten by a foretaste of her pleasure in swallowing 

the victim. 


Such a way of thinking had been absurd to Knight, 

but he began to adopt it nciw. He was first spitted on 

to a rock. New tortures followed. (243) 


In his great danger Knight comes to think of nature as an amoral, hos

tile, capricious force. Clearly the stance so far adopted belongs to 

the character rather than the author, but in the next paragraph the 

narrator concludes: 

We are mostly accustoreed to look upon all opposition which 

is not animate as that of the stolid, inexorable hand of 

indifference, which wears out the patience more than the 

strength. here, at any rate, hostility did not assume that 

slow and sickening form. It was a cosmic agency, active, 

lashing, eager for conquest: determination; not an in

sensate standing in the way. (243-244) 


Knight's attitude has now become the author's, yet the stance is temper

ary, for we hear no more about a malicious natural force in A Pair of 

Blue Eyes. The disaster is purely the result of human action, the fate 

of the characters being determined by themselves alone. Since the tone 

at this point is still lighthearted, and since nature is used to pro

vide a suitable setting for young love, the comment seems melodramatic 

and unjustifiably intrusive. Presumably Hardy was tempted to introduce 

this inconsistency in order to heighten the effect of the cliff scene. 

He was evidently impressed by the extra power achieved from personify

ing nature, for we find him using the device again in later novels. 

But more often he pits his characters against an impersonal, malignant 

force usually called Fate or Destiny rather than Nature. 
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In Evolution and Poetic Belief Georg Roppen discusses the Dar

winian aspects of Hardy's cliff scene. Yet nowhere does Darwin speak 

of a force actively hostile to man. The essence of Hardy's concept at 

this stage comes not from Darwin but from a totally inverted, but still 

recognizable Wordsworth. Instead of the benevolent or moral presence 

in nature we find "a cosmic agency, active, lashing, eager for con

quest". In A Pair of Blue Eyes Hardy has carried his anti-Romanticism 

a step further; but his view of nature is still poetic, not scientific. 

In depth of characterization, in theme and in the subtle irony 

that pervades the book, A Pair of Blue Eyes is a marked advance over 

Hardy's previous work. Yet by most accounts, including that of the 

author himself, it is held to be inferior to the Wessex novels. The 

principal problem is inconsistency of tone. As Millgate observes: "A 

Pair of Blue Eyes is fundamentally disrupted by persistent alterations 

of mode, by shifts in authorial attitude towards the characters and to

wards the reader, and by a general failure to establish functional re

lationships between disparate elements of the total fiction. 1141 

There is indeed a good deal of tonal difference between the 

opening sections of the book and the increasingly tragic atmosphere 

that pervades the second half, between the low rustic comedy of William 

Wonn and Robert Lickpan, characters who seem to belong to the world of 

Under the Greenwood Tree, and the satiric comedy of manners of Chapter 

XIV which one suspects Hardy culled from the discarded manuscript of 

The Poor Man and the Lady. The heavy atmosphere in the second half of 

the book and some of the stagey or melodramatic scenes resemble sections 
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of Desperate Remedies. We therefore need not be surprised to find Har

42dy acknowledging, in a discarded preface, a certain debt to Wilkie 

Collins' The Moonstone. The description of the Luxellian vaults and 

other Gothic settings are akin to passages in the romances of William 

Harrison Ainsworth. The narrator is unduly obtrusive. At times he 

sounds like an over-zealous cicerone intent on explaining all the points 

of interest, and at other times his comments on feminine psychology 

sound sententious or smug. 

Hardy attempts to unify the book by a prevailing irony. It is 

applied good-humouredly towards Elfride and Stephen in the early stages 

of their romance, satirically towards Parson Swancourt and subtly in 

the gradual unveiling of Knight's unknightly behaviour. Hardy is there

fore consistent in his decision to end A Pair of Blue Eyes ironically. 

But irony, too, has its varying tones; and the heavy, obvious treatment 

of the two last chapters is at variance with the mild irony that per

vades the opening half of the novel. The progress of Knight's courtship 

of Elfride is laid out with the minute fidelity to detail found in a 

realistic novel. The melodrrunatic ending laden with coincidence belongs, 

however, to the world of romance. The shift from one mode to another 

is too abrupt and leaves the reader outraged by improbability rather 

than convinced by inevitability. For all that, A Pair of Blue Eyes is 

an interesting novel. It does not deserve its present neglect. 



v 

A LAODICEAN 

The reader who ventures on A Laodicean will probably do so only 

after he has been thoroughly carried away by the Hardy of the Wessex 

novels. Yet an approach to the novel from this direction may well pro

voke an unfavourable reaction. Fascinated by Hardy's Wessex, readers 

may refuse to accept the very different world of this novel, which is 

middle-class, contemporary and domestic, rather than peasant, nostalgic 

and exotically rustic. 

It is perhaps for this reason that twentieth-century criticism 

generally damns A Laodicean. Carl Weber, for example, regards it as 

1"the poorest novel [Hardy] had ever written11 • To. R. C. Carpenter it 

2is "a potboiler of the worst sort 11 • Bert G. Hornback dismisses it as 

3''badly melodramatic, and overall prooably the worst of Hardy's novels". 

Even those critics who have attempted to analyse A Laodicean agree that 

it is a failure. Albert J. Guerard, for example, argues that the novel 

begins brilliantly and then collapses "after the first one hundred and 

5forty pages 11 
, 
4 a view which has been largely accepted by Irving Howe

6and Michael Millgate.

Yet contemporary reaction to A Laodicean was by no means unani

mous in condemnation. It is true that the editor of Harper's Magazine 

complained that Hardy had "pitched his new romance ..• on a lower and 
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7feebler key than usual", and that it was ignominiously "remaindered 

to Mudie 118 two months after publication in book form. But the unsigned 

reviewer of the Athenaeum, while mildly criticizing Hardy's occasional 

crudity, found it "interesting in many ways to observe the improvement 

9which ten years have brought". Havelock Ellis, writing in 1883, 

shortly after the publication of Two on a Tower, responded favorably to 

A Laodicean, and looked forward to more fiction of this kind. He pre

dieted that Hardy would 

scarcely write another novel of the peculiar power, and, 

it might be added, the peculiar weakness, of Far from the 

Madding Crowd. It seems more probable that he will pur

sue the vein of comedy which began in The Hand of Ethel

berta, and is, perhaps, the most characteristic outcome 

of his genius ... it is probable that~ of stories in 

this manner, A Laodicean and Two on a Tower will not be 

the last.10 


Fortunately, Ellis' first prediction was mistaken; nor is it possible 

to agree with him that Hardy's "vein of comedy" promised as much as, 

if not more than, the tragic or melodramatic novels with their "pecu

liar" powers and weaknesses. Nevertheless, Ellis' observation, that 

the comic mode developed in The Hand of Ethelberta is characteristic 

of Hardy's genius, was valid. Reading Hardy's novels more or less in 

order of appearance, Ellis saw what he believed to be a consistent and 

developing mode of expression. In this chapter I wish to show that in 

form, theme, structure and characterization A Laodicean is typical of 

Hardy and, though it is inferior to the great Wessex novels, still de

serves consideration for the light it throws on his preoccupations and 

intentions. 
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In the General Preface to the Wessex Edition of 1912-31 Hardy 

classified A Laodicean as one of his three novels of ingenuity. Ap

parently Hardy thought that the melodramatic or sensational elements 

in A Laodicean, the intricate plotting and the swift resourcefulness 

of William Dare, were sufficiently akin to similar elements in Desper

ate Remedies and The Hand of Ethelberta to warrant placing all three 

books in the same category. Be this as it may, Hardy's earlier opinion 

expressed in his 1896 preface, and allowed to stand in the Wessex edi

tion, seems to have been that A Laodicean was essentially a romance: 

The changing of the old order in country manors and 

mansions may be slow or sudden, may have many issues ro

mantic or otherwise, its romantic issues being not neces

sarily restricted to a change back to the original order; 

though this admissible instance appears to have been the 

only romance formerly recognized by novelists as possible 

in the case. Whether the following production be a picture 

of other possibilities or not, its incidents may be taken 

to be fairly well supported by evidence every day forth

coming in most counties. (v) 


Interestingly, Hardy claims to be writing a romance of a differ

ent kind, whose subject will evidently deal with change from an old to 

a new order, and which will include "romantic issues". The tale ap

pears to have a topical, realistic basis, for its incidents are "sup

ported by evidence every day forthcoming in most counties". In short, 

A Laodicean was to be another of Hardy's characteristic combinations 

of romance and realism. 

As early as Desperate Remedies and again in A Pair of Blue Eyes 

he had mixed Gothicism, sensationalism and romance with realistic treat

ments of setting and character. In A Laodicean, Hardy makes the mediae

val castle, with its ruined outbuildings and mouldy portraits of the de 
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Stancy ancestors, into a powerful influence on the characters. The 

brief burial scene in the family vault and the firing of the castle at 

the end also derive ultimately from the Gothic novel. The armed con

frontation between William Dare and Abner Power at the vestry table 

(407ffJ is certainly sensational, though not more so than other epi

sodes in Hardy's fiction. On the other hand, Somerset's drawn-out 

courtship of Paula is treated sentimentally. The chivalric imagery 

used in A Pair of Blue Eyes reappears in A Laodicean. A. J. Guerard 

argues that Hardy parodies the courtly love convention11 by having 

Somerset and the "knightly" de Stancy vie with each other for the hand 

of the unattainable lady. Michael Millgate too has noted Hardy's oc

casional use of chivalric image patterns for ironic effect: "A threat 

of portentousness in the chapel scene in the second chapter is subse

quently dispelled by Somerset's improbably taking up Mr. Woodwell's 

'challenge' and entering into the theological lists in defence of the 

12
lady sitting in her 'pavilion"' (60) • 

A Laodicean, like the earlier Under the Greenwood Tree, is akin 

to one of Shakespeare's romantic comedies in which a youth meets a 

maiden, falls in love with her, is frustrated by a series of obstacles 

or accidents, overcomes them and finally marries the heroine. Because 

of the prevailing comic tone we are not in serious doubt, or at least 

not for long, as to Somerset's eventual success. As Hardy himself re

marked in the preface, the narrative proceeds to "a predetermined cheer

ful ending" (v). Indeed, at the end of the novel the landlord of Sleep

ing-Green Inn observes that "all's well that ends well". Accordingly, 
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the villainies of Dare and the craft of de Stancy and Abner Power amuse 

and entertain rather than seriously alarm the reader. The tour of 

Europe which dominates the second half of the novel may be compared to 

the flight to the green world undertaken by the characters in a Shake

spearian romance. In the European setting Paula, duped by Dare's 

trickery, temporarily loses sight of reality, only to regain it on her 

return to familiar surroundings. 

Hardy's feeling that the action of A Laodicean suited the mood 

of romantic comedy is probably best indicated by his inclusion of a 

play within the novel: the theme and comic tone of Shakespeare's 

13Love's Labour's Lost is, as Millgate suggests, similar to that of A 

Laodicean. Moreover Paula, like other Hardy heroines, has something of 

the boyish sprightliness of Shakespeare's comic heroines. This is im

plied partly by the masculine element in her first and second names, 

partly by the energy, forcefulness and coolness with which she conducts 

her affairs and partly by the "boy's costume" (190) she wears when exer

14. . . h . h b . d 1.c1s1ng 1n t e gymnasium. But s e most o v1ously a opts a mascu 1ne 

role in the final scenes when she pursues Somerset to Europe and pro~ 

poses to him at his bedside. It is not that Hardy intends Paula or his 

other heroines to be sexually ambivalent; his women are more likely the 

reflection of Hardy's personal tendency to be attracted by aggressive, 

intellectual, independent-minded women. At any rate, the correspon

dences to Shakespearian romantic comedy are not there by chance. They 

are part of Hardy's technique of treating his material comically, rather 

than pathetically or tragically. 
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The bizarre plot episodes, too, are typical of Hardy. Despite 

the strictures of modern critics, most of these incidents can be re

lated to his central themes. Jean R. Brooks maintains that "Somerset's 

fall down the turret staircase, unlike Knight's down the Cliff without 

. 1 . . • II 15a Name, 1eads nowhere in p ot or poetic vision But aside from the 

opportunity it gives Hardy to forewarn the reader of the Dare-de Stancy 

connection, it surely has the thematic purpose of suggesting the dangers 

inherent in overromanticizing the past, much in the way that the narrow 

escape of Paula and Somerset from the speeding train underlines the 

dangers of modernity. The latter incident has the further advantage of 

bringing hero and heroine together for a moment of shared emotion which 

reveals to Paula, at least, that she has fallen in love with Somerset. 

It is interesting that Hardy's statement about the ordinary and 

the uncommon in fiction was apparently formulated just after completion 

of A Laodicean and shortly before correcting it: 

'The writer's problem is, how to strike the balance 
between the uncommon and the ordinary so as on the one hand 
to give interest, on the other to give reality. 

'In working out this problem, human nature must never 
be made abnormal, which is introducing incredibility. The 
uncommonness must be in the events, not in the characters; 
and the writer's art lies in shaping that unco~monness 
while disguising its unlikelihood, if it be unlikely' .16 

No matter how sensational the events may be, the characters in a fiction 

should appear to be "true", "real" and "ordinary" like the reader him

self. 17 Yet Hardy cannot be said to have done this in A Laodicean any 

more than Walpole and Reeve did it in their romances. While Hardy was 

capable of creating lifelike characters, he found it difficult to do so 

and at the same time make them memorable. In A Laodicean, for example, 
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the hero, George Somerset, is a character whose actions seem to accord 

with the laws of probability, but he is too obtuse to be the centre of 

interest. On the other hand, the most incredible character, William 

Dare, is once again the most memorable. Hardy had stumbled against a 

resistance -- inherent in the romance mode itself -- to realistic char

acterization. It was a problem that Hardy had encountered in Desperate 

Remedies and that he was able to overcome in a novel such as The Wood

landers -- partly by bestowing on romance characters like Giles a cer

tain verisimilitude of conduct, and partly by bestowing on realistical

ly conceived characters like Grace, a mythic dimension. 

Hardy stated the central theme of the novel in the opening lines 

of his 1896 preface. A Laodicean would be concerned, he wrote, with the 

"romantic issues" resulting from the "changing of the old order in coun

try manors and mansions" (v), i.e., with the passing of the old and 

the coming of the new. Hardy was aware that the old structures and in

stitutions of society were crumbling. Although he saw the inevitability 

of the process he regretted their demise, for he viewed the future with 

trepidation. This theme appears to a greater or lesser extent in most 

of his novels and in many of his stories and poems. The passing of the 

old order is linked to Hardy's general preoccupation with the ravages 

of time and the inevitability of change. For Hardy, what has passed, 

or is in the process of passing, stirs his emotions and arouses a sense 

of pathos, or produces an elegaic note; hence the frequent reference in 

his writing to the fading beauty of a woman, or to decaying castles, 

mansions and churches. It is in this nostalgia for the past that Hardy's 
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romanticism is most pronounced, and it is to be found even in so modern-

minded a novel as A Laodicean. The effects of time and change touched 

him personally; for, as noted earlier, he had been much struck by "the 

18decline and fall of the Hardys". 

Hardy introduces his theme by a series of images in the opening 

pages of the novel. The first begins with a description of the setting 

sun illuminating a "bold and quaint example of a transitional style of 

architecture which formed the tower entrance to an English village 

church" (3). The graveyard setting and the Keatsian swarm of "lustrous 

gnats", dancing and wailing incessantly in the air, complete the picture. 

The old world, represented by the church, is dying. Perhaps the "tran

sitional style of architecture" hints at the new phase which is to come. 

To stress the thematic implication Hardy adds: 

There are few in whom the sight of a sunset does not 

beget as much meditative melancholy as comtemplative plea

sure, the human decline and death that it illustrates be

ing too obvious to escape the notice of the simplest ob

server. (3-4) 


The second image cluster centres on the modern telegraph wire 

which leaps across the moat of Stancy Castle 

over the girdling wall, and thence by a tremendous stretch 
towards a tower which might have been the keep where, to 
judge by sound, it vanished through an arrow-slit into the 
interior. This fossil of feudalism, then, was the journey's 
end of the wire, and not the village of Sleeping-Green. (22) 

Again there is the reminder that the feudal spirit is dead. In addition, 

in the conjunction of wire with castle, Hardy hints that his romance 

will be concerned with the encounter between ancient and modern. 

In A Laodicean, as in Under the Greenwood Tree or The Mayor of 
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Casterbridge, the conflict is dramatized by contrasting groups of char

acters. 1be de Stancys represent the economic, social and moral decay 

of ·the old aristocracy. The earlier extravagance and fatuous ostenta

tion of Sir William, senior, have led to the economic collapse of the 

family. Their degeneracy is implied by the sly and dishonourable con

duct of Captain de Stancy, by the turpitude of the Captain's illegiti

mate son, William Dare, and by the ambiguous features of Charlotte, the 

Captain's sister: "It was not the de Stancy face with all its original 

specialties: it was, so to speak, a defective reprint of that face: 

for the nose tried hard to turn up and deal utter confusion to the fami

ly shape" (29) . The de Stancys and others like them were vigorous and 

creative when they built the magnificent Gothic churches and castles, 

but they are so no longer. Old Sir William lives in "genuine roadside 

respectability" (47), the absurd preacher of opportunistic advice. 

The Captain is an obscure, undistinguished and "unaspiring" 

(201) army officer "with a tired air" (169), a far cry from the vital 

warrior knights of earlier times. On several occasions Hardy stresses 

that Paula sees in him or wishes to see in him a man of romance. Once 

de Stancy realizes Paula's weakness he plays up to her. The gap between 

the true and the false in his character then becomes more obvious. Har

dy has, indeed, created a romantic figure, but for purposes of satire. 

This is suggested by de Stancy's almost stereotyped character. He is 

a combination of the villainous protagonist of Gothic prose romance and 

. h 19t he Byron1c era. As might be expected, his moustache and hair are 

"raven black" (169), his character egocentric, his temperament melancholy. 
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Like Sergeant Troy before him, he is something of a lady-killer: "He 

was sufficiently old and experienced to suggest a goodly accumulation of 

touching amourettes in the chambers of his memory, and not too old for 

the possibility of increasing the store" (169). But in consequence of 

a somewhat mysterious earlier entanglement with a woman, de Stancy has 

reined i~ his passionate nature by vows of abstinence and celibacy (181

182) These, f course, qu1c· kl t erm1na e t h he · Paula. 20 . o are y · d w en spies on 

De Stancy's resemblance to Byron's amorous hero is underlined by his 

ready quotation of verses from Don Juan XIV.17-18 (170), in which Juan 

expresses a jaded view of life. De Stancy' s "taedium vitae" (172) and 

21propensity for travel, i.hich resemble Childe Harold, further connect 

him to Byron. 

In the relationship between Dare and de Stancy, Hardy makes 

ironic allusion to the legend of Faust. Hopelessly enmeshed by the wiles 

of his son, de Stancy is "as full of apprehension as one who has a league 

with Mephistopheles" (426). De Stancy is not the Marlovian Faustus who 

sought knowledge and power; he is more the romantic, disillusioned, 

gloomy Goethean Faust who, enticed by the vision of a fair maiden, bar

ters his honour to gratify his lust. In staging the vision, Dare, like 

Mephistopheles, gains control over de Stancy's soul. The legend of 

Faust denotes the relations of father and son. The weak-minded de 

Stancy falls the more easily into Dare's power because of his sense of 

22guilty responsibility for his son's illegitimacy. 

Dare is an interesting and thoroughly entertaining villain, He 

is curiously likeable, perhaps because we enjoy seeing him make a fool 
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of the somewhat priggish Somerset, or possibly because we sympathize 

with the injustice he has suffered. In his cheeky persistence in evil 

and in his refusal to be daunted he is very much like the bastard Ed

mund in King Lear. Dare does not physically resemble the de Stancys, 

but his dark eyes (187) come from his father, while his belief in luck 

and fortune is no doubt inherited from his gra~dfather. Dare's name 

suggests that he is an inveterate gambler. He believes in a "theory of 

chances and recurrences" (318); though his schemes never fully prosper, 

he is usually "fortunate" enough to escape outright exposure and ar

rest. 

At the same time, he is a compound of several romantic arche

types. His demonic attributes have been described and discussed by a 

23series of critics beginning with J. O. Bailey. But it is not enough 

to say that Dare is one of Hardy's "Mephistophelean visitants"; the 

point is that in having Dare play Mephistopheles to de Stancy's Faust, 

Hardy deepens the characterization of the two men and illuminates their 

relationship. Hardy also compares Dare to Mary Shelley's Frankenstein: 

his "ambitious experiments" in rousing his father to take the role of 

Paula's suitor "seemed about to be rewarded, like Frankenstein's, by 

his discomfiture at the hands of his own creature" (218). Yet Dare 

seems closer to the "creature" itself than to Frankenstein. Deprived 

of home and love, he becomes destructive and, like a psychopath, views 

his own actions without remorse, indeed without any emotion whatever. 

In his agelessness and cosmopolitanism (81), Dare resembles the Wander

ing Jew, doomed to roam indefinitely without country and home (158-159), 



144 

24
the de Stancy tattoo on his chest like the mark of Cain. 

Dare completes the ruin of the de Stancys by vindictively de

~troying the family home. Significantly he kindles the blaze with a 

heap of old portraits of his de Stancy ancestors, suggesting that he 

has all along cared more for the castle as a material possession than 

as an ancestral home. Indeed, none of the de Stancys show genuine in

terest or affection for their past. Having failed to win Paula's hand, 

the Captain will remain unmarried like his sister, thus effectively 

bringing the family line to an end. 

The de Stancys, on the whole, represent something negative, as 

Dare himself admits: 

We de Stancys are a worn-out old party -- that's the long 
and the short of it. We represent conditions of life that 
have had their day -- especially me. Our one remaining 
chance was an alliance with new aristocrats; and we have 
failed. We are past and done for. Our line has had five 
hundred years of glory, and we ought to be content. (472
473) 

Dare's point is that made by Matthew Arnold that by standing aloof from 

the industrial revolution of the nineteenth century, the traditional 

aristocracy had failed to provide moral leadership to the nation. They 

25
had therefore lost their raison d'etre. 

Despite this negative view of the de Stancys, the narrator 

finds much that is attractive in England's mediaeval past: "leisure, 

light-hearted generosity, intense friendships, hawks, hounds, revels, 

healthy complexions, freedom from care, and such a living power in ar

chitectural art as the world may never see again" (22). However, the 

castle represents other things besides art. It is described as: 
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the hoary memorial of a stolid antagonism to the inter
change of ideas, the monument of hard distinctions in 
blood and race, of deadly mistrust of one's neighbour in 
spite of the Church's teaching, and of a sublime uncon
sciousness of any other force than a brute one. (21) 

The attribution of a brutal callousness to the original inhabitants of 

the castles anticipates Hardy's remarks about Tess' violent d'Urber

ville ancestors. 

As the preceding quotations indicate, the castle, so closely 

associated with the surviving members of the de Stancy frunily, symbo

lizes the spirit of the Middle Ages. Paula's desire to restore it pre

sumably signifies an attempt to preserve the past. The castle may also 

symbolize England's cultural heritage, and the struggle for its spiritu

al possession anticipates the symbolic struggle for Howards End in For

ster's novel of that name. So important is the castle in A Laodicean 

that Hardy originally subtitled his three-volume English edition of 

26
1881 "The Castle of the de Stancys. A Story of To-day". It is pro

vocatively paradoxical, suggesting the novel is both Gothic and modern 

at the same time -- a modern romance in short. Hardy's subsequent deci

sion to delete the first part of the subtitle may reveal how he wished 

his novel to be read. 

If the attractions and deficiencies of the past are represented 

by the de Stancys and their castle, the new era is represented by the 

Power family and their institutional symbols, the chapel and the rail

way. Their surname has, in the first place, mechanical and industrial 

connotations. Paula's father, John Power, was a railway contractor, 

his brother an engineer; and Paula herself frequently uses the telegraph 
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and later the railway. It is ironically appropriate that the aristocrat

ic de Stancy at first disparagingly refers to Paula as "Miss Steam

Power" (171). The name also alludes to the increasing social and poli

tical influence of the industrial middle classes during the nineteenth 

century following their acquisition of economic power during the Indus

trial Revolution. The late John Power was a philanthropist and a Member 

of Parliament. His daughter too is a "power" in the Markton community 

and a highly desirable marriage partner for impoverished aristocrats. 

Finally, the name suggests something of the energy and forcefulness of 

the family, especially of Paula herself, which contrasts sharply with 

the tired de Stancys. 

John Power made his money through railway contracting in England 

and on the continent. The tunnel he constructed near Stancy Castle is 

described as "a triumph of science" (102). Somerset admires the work, 

''mentally balancing science against art, the grandeur of this fine 

piece of construction against that of the castle, and thinking whether 

Paula's father had not, after all, the best of it" (106). The scienti

fic triumphs of the modern age, identified with John Power, are worthy 

of the artistic constructions of the past. In part, therefore, the 

novel is concerned with a science-versus-art antithesis. Although he 

buys Stancy Castle, Power never manages to live there; accordingly the 

reader has no reason to think of him as a mere parvenu. Power remains 

staunchly loyal to his Baptist faith and generously provides funds for 

the building of the chapel. In brief, Hardy's attitude to the John 

Powers of England is, on the whole, sympathetic. 
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27 

The role of Abner Power is not consistently sustained in the 

novel; yet his initial function is clear. Abner represents the per

versions of science and technology among the industrial middle classes, 

. h f d . h .JUSt as Dare represents t e extreme o egeneracy in t e aristocracy. 

In Hardy's fiction the names given to the figures are often indicative 

of their traits of character. Abner Power's Christian name implies his 

noncomformist origins, though Hardy may also have intended an allusion 

·to the Biblical Abner, the opportunistic commander of Saul's army. 

By profession, Abner Power is "a mechanical engineer" (410). 

But where his brother John expresses his levelling tendencies through 

Parliament, Abner lays his technical knowledge at the feet of a group 

of social revolutionaries, employing science and technology for so

cially destructive purposes. Wounded in the accidental explosion of 

the ''machine" he had devised to murder his political opponents, Abner 

is left symbolically marked: 

His visage, which was of the colour of light porphyry, had 
little of its original surface left; it was a face which 
had been the plaything of strange fires or pestilences, 
that had moulded to whatever shape they chose his original
ly supple skin, and left it pitted, puckered, and seamed like 
a dried watercourse. (266) 

Later he is described as "a strange-lo9king personage" with "the face 

of a smelter" (276), a possible association with heavy industry. The 

imagery of stone and sterility implies that Abner has a utilitarian or 

mechanistic lack of human feeling; the imagery of fire hints at his 

diabolical nature. Sought by the police, he is forced to flee from 

country to country with his scarred face, a sign tha~ like Dare, he is 

a latter-day Cain. The image pattern connects these family blacksheep, 
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for both are of the devil's party. 

Paula, before she falls under the influence of de Stancy and 

Somerset, expresses the spirit of the industrial middle classes. Some 

critics have complained that she and the other characters "seem more 

28like tokens than people 11 • It is true that if we measure Paula by the 

standards of the realistic novel she is not completely convincing. Har

dy was not always able to make his semi-allegorical characters fit into 

a realistic setting. Father Time, for example, seems out of place in 

the world of Jude the Obscure. On the other hand, with Troy, Farfrae, 

Henchard, Fitzpiers, Alec d'Urberville and Tess, Hardy succeeds in cre

ating memorable characters who also represent the new or the old. It 

is partly a matter of the kind of world Hardy is able to create in a 

particular novel, partly a matter of literary tact. To this reader at 

least, the "lifelike" Somerset is the dullest character in the novel. 

Paula seems an interesting and complex heroine who loses none of her 

charm because she also represents her class. 

In naming his heroine Paula, Hardy perhaps alludes to St. Paul 

and thus identifies her with stringent morality and puritanical tenets, 

with self-conversion, frequent epistles and indefatigible travelling. 

In what might otherwise be an irrelevant remark, the narrator observes 

that the Mediterranean Sea, which the travellers approach on their trip 

through southern France, is also the sea of St. Paul (311). Though 

Paula denies that she is a "Puritan" (131), she has been brought up as 

Baptist and has acquired puritanical traits: "The habit of self-re

pression at any new emotional impact was instinctive with her always" 
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(246). This partly explains her initial shyness with Somerset. She 

also maintains the rigid moral standards of puritanism. Her attitude 

~o Somerset, for example, changes radically when she believes that he 

has lost his money through gambling and excessive drinking. Neverthe

less, she is not a thorough-going puritan, as Somerset observes (104), 

and the novel traces her shift from Calvinism towards a middle position, 

a theme to be considered later. 

There is also a Hellenistic strain in Paula's character, some

what at odds with her puritanism. She is several times said to be 

29Greek or Neo-Greek in aesthetic inclinations (89, 91), or in spirit.
 

By "Greek" Hardy means Paula's classical rational and scientific spirit. 30 


Somerset observes: 


'You represent science rather than art, perhaps.' 
'How?' she asked, glancing up under her hat. 
'I mean,' replied Somerset, 'that you represent the 

march of mind -- the steamship, and the railway, and the 
thoughts that shake mankind.' (101) 

Her connection to science is again underlined by Somerset: "Archimedes, 

Newcomen, Watt, Telford, Stephenson, those are your father's direct an

cestors" (124). The list of scientists is a further indication that 

Hardy sees the Greeks as the originators of the modern scientific spir

it. 

Paula plans to utilize the clay on her lands to manufacture 

"Hellenistic pottery" (38). In her dressing room Somerset notices "a 

Bible, the Baptist Magazine, Wardlaw on Infant Baptism" together with 

"photographic portraits of the artistic, scientific, and literary cele

brities of the day" (40). Despite the religious literature on her 

http:spirit.30
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table, Paula is closer to the spirit of Hellenism, science and the 

modern world: "She was in fact, emphatically a modern type of maiden

hood, and she looked ultra-modern by reason of her environment" (15). 

But Paula, in spite of her puritanical and scientific upbringing, be

comes attracted to the romantic Captain de Stancy, his family and an

cestral castle; her longing to identify herself with them and with the 

past provides one of the important antitheses of the novel. The other 

is her wish to be true to her father and his principles. It is clear 

that in her vacillation between old and new, the romantic and the prac

tical, she embodies the principal theme of the novel. 

The last character associated with the Power family is the Bap

tist Minister, Mr. Woodwell. His surname indicates Hardy's rather 

patronizing attitude towards him. There is no doubt that Woodwell is 

sincere, honest and zealous in his duties; but he is also dogmatic, 

narrow and culturally and intellectually limited. The initial descrip

tion of him hints that he is deprived or impoverished in some way: 

On a platform at the end of the chapel a haggard man of 
more than middle age, with grey whiskers ascetically cut 
back from the fore part of his face so far as to be al
most banished from the countenance, stood reading a 
chapter. (14) 

He fails to get the better of Somerset in theological debate, and al

though Paula's father, John Power, was a staunch member and chief pil

lar of the church, Woodwell is unable to retain Paula'a allegiance. 

Woodwell's ineffectiveness implies that the dissenting churches will 

not succeed in stemming the modern trend towards skepticism and ration

al ism. A similar attitude is expressed in Tess of the d'Urbervilles. 
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Parson Clare, though not a dissenter, holds to the Pauline doctrines 

associated with English puritanism. He is an admirable parson, warm 

and humane, but his views are narrow, and he cannot prevent his intel

lectual and philosophically-minded son from abandoning the family 

faith. 

Hardy's criticism of English noncomformity is reinforced by his 

architectural imagery. While the accomplishments of the feudal aristo

cracy are represented by the castle and the Gothic churches that Somer

set visits, the achievements of the Powers are embodied in buildings 

like the railway tunnel or Baptist chapel. Hardy admires the construe

tion of the tunnel, but he is also conscious of its sinister aspects: 

Paula and Somerset are very nearly killed by a speeding train (107). 

An incident signifying much the same thing occurs at the beginning of 

An Indiscretion in the Life of an Heiress when Egbert Mayne saves Ger

aldine Allenville from the steam threshing machine, 31 and in Tess of 

the d'Urbervilles the heroine is threatened by the insatiable thresher 

at Flintcomb Ash. The headlong rush into the present has its dangers 

for humanity. 

Hardy's attitude to the chapel reveals his aesthetic criticism 

of nonconformity. Financed by John Power, designed and constructed by 

Havill, one of its prominent members, the uncouth chapel is a strictly 

utilitarian structure in its purpose, in its design and in the materi

als used to construct it: 

The building was ... a recently-erected chapel of red 
brick, with pseudo-classic ornamentation, and the white 
regular joints of mortar could be seen streaking its sur
face in geometrical oppressiveness from top to bottom. 
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The roof was of blue slate, clean as a table, and unbroken 

from gable to gable; the windows were glazed with sheets 

of plate glass, a temporary iron stove-pipe passing out 

near one of these, and running up to the height of the 

ridge, where it was finished by a covering like a para

chute. (11) 


Here Hardy lists a number of man or machine-made materials rough-to the 

touch and unpleasant to the eye. The hard "g" and insistent "s" allit

eration is cacaphonous to the ear. Readers and critics accustomed to 

the mellifluous nature descriptions and powerful emotional passages of 

the Wessex novels have found A Laodicean lacking in stylistic merit. 

Yet there can be no doubt that the hand of the poet lies behind this 

and other passages in the novel. 

On the next page Somerset compares the chapel unfavourably with 

the castle: 

The chapel had neither beauty, quaintness, nor congeniality 
to recommend it: the dissimilitude between the new utili
tarianism of the place and the scenes of venerable Gothic 
art which had occupied his daylight hours could not well be 
exceeded. (12-13) 

Somerset and apparently Hardy clearly favour the Gothic over the utili

tarian style on aesthetic grounds. Thus far Hardy's predilection might 

appear to be that of a post-Romantic. But he shows an awareness of 

other aspects of the issue: 

The chapel and its shabby plot of ground, from which the 

herbage was all trodden away by busy feet, had a living 

human interest that the numerous minsters and churches 

knee-deep in fresh green grass, visited by him during the 

foregoing week, had often lacked. (13) 


Hardy anticipates the end of the novel by pointing out that the institu

tions developed by utilitarianism were meeting a real human need as 

against the Gothic churches which were gradually being abandoned because 
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they no longer had anything to say to the present. The busy people 

attending the modern chapel ignore or despise nature, while the Gothic 

blends hal1!loniously into the English landscape. Hardy is not simply a 

nostalgic romantic: he recognizes the deficiencies in both the old 

and the new. 

Insensitivity to nature implies an insensitivity to the aesthet

ic and emotional needs of man. This may be seen in the following de

scription of the grounds surrounding the home of Mr. Woodwell: 

It was a house which typified the drearier tenets of its 

occupier with great exactness. It stood upon its spot of 

earth without any natural union with it: no mosses dis

guised the stiff straight line where wall met earth; not 

a creeper softened the aspect of the bare front. The gar

den walk was strew~ with loose clinkers from a neighbour

ing smithy, which rolled under the pedestrian's foot and 

jolted his soul out of him before he reached the porchless 

door. But all was clean, and clear, and dry. (290) 


Clean, clear and dry indeed, but oh how dreary! The imagery further 

suggests the link between dissent and the principles of the Power f ami

ly, utilitarianism and industry. Hardy's point is strikingly similar 

to the criticisms of the English middle classes in Matthew Arnold's 

Culture and Anarchy and to the imagery of Dickens' Hard Times. 

Chapel and castle are contrasted to each other at the very be

ginning of A Laodicean (11-13, 21-22), and again at the end. As the 

castle burns out of control 

the powerful irradiation fell upon the brick chapel in 

which Somerset had first seen the woman who now stood 

beside him as his wife. It was the only object visible 

in that direction, the dull hills and trees behind fail

ing to catch the light. She significantly pointed it 

out to Somerset, who knew her meaning. (480) 


The ugly chapel survives while the stately castle falls into ruin, nev
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er to be restored. It is a symbolic summary of the novel's action. 

Heirless, the de Stancy line is doomed to extinction. But Paula and 

Somerset have married. Their new house, "eclectic in style" (481), 

will symbolize the creative union of old and new. 

Architectural settings·, used extensively in A Laodicean, re

place the lavish natural background employed in the Wessex novels. In 

a work like Jude the Obscure, where Hardy gives relatively little atten

tion to the natural setting, the architecture again becomes important. 

At Aldbrickham, for example, Hardy contrasts the "picturesque mediaeval 

ruins beside the railway" with "the modern chapels, modern tombs, and 

modern shrubs, having a look of intrusiveness amid the crumbling and 

32ivy-covered decay of the ancient walls" The decaying buildings of 

Christminster symbolize the outdated learning of Oxford much as the 

ruin of Stancy Castle signifies the end of England's hereditary aristo

cracy. 

Standing between the de Stancys and the Powers is George Somer

set. He is not a West-countryman despite his surname. He is a typical, 

educated young Englishman of middle-class origin and pursuits, an archi

tect by profession. He is neither of the aristocracy nor of the indus

trial middle classes. In figure he is slim and "pale" (4); his fea

tures reveal a rather "too dominant speculative activity" (5). Like 

Egbert Mayne, Stephen Smith and Edward Springrove, Somerset is serious 

but inexperienced, hesitant and unaggressive. Dreamy by nature (7), 

and artistic by temperament, he impractically follows an enthusiasm for 

"poetical literature" (6). Like Hardy's other Shelleyan heroes, Somer



155 

set is essentially passive in relation to the novel's dominant, energet

ic heroine. Paula's proposal to him as he lies alone on his sick bed 

does not, at first glance, resemble Grace's appearance before the 

sleeping Fitzpiers in The Woodlanders. Yet, both scenes may derive 

from Shelley. In Alastor, for example, the lady makes a decisive ap

pearance before the passive hero while he lies asleep. 

In several respects Somerset resembles Hardy himself. Accord

ing to William Lyon Phelps, Hardy confided to him that "A Laodicean 

contained more of the facts of his own life than anything else he had 

33written11 Indeed, critics have accused Hardy of padding A Laodicean • 

by adding incidents from his own life with no particular attempt to 

34adapt them to the action or theme of his novel. The usually reticent 

author seems to have been unusually frank in admitting the presence of 

35these biographical elements. But Somerset's resemblance to the young 

Hardy is scarcely fortuitous: he is Hardy's spokesman. 

Unlike the young protagonists of earlier novels, Somerset bears 

a certain abstract meaning bordering on allegory. He represents the 

English compromise: love and respect for the past together with an 

acceptance of the present. This is essentially a conservative and com

monsensical approach, rather like Hardy's mature views on social and 

political affairs: 

I find that my politics really are neither Tory nor 

Radical. I may be called an Intrinsicalist. I am against 

privilege derived from accident of any kind, and am there

fore equally opposed to aristocratic privilege and demo

cratic privilege.36 


In his religious attitudes too, Somerset shows his resemblance to Hardy. 

http:privilege.36
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Though nominally an Anglican he is not a churchgoer, his love for the 

church being mainly aesthetic. Nevertheless, like Hardy himself, he 

37is well-versed in the arguments for and against paedobaptism. Somer

set's familiarity with the Baptist tenets makes him capable of respect

ing Paula's family faith, though he continues to be cool to it mainly 

on aesthetic and cultural grounds. Similarly, his knowledge of science 

enables him to appreciate the achievements of Paula's father. 

His middle position between the Powers and the de Stancys, and 

what they stand for, may also be seen in his architectural views. Somer

set is described as recently having turned to a study of the native Eng

lish Gothic (7) after a period of disillusion. He is, therefore, ready 

and able to undertake the task of restoring Stancy Castle, and he is 

sufficiently competent to see that Paula's initial enthusiasm for a 

Greek court (91) in a Gothic restoration is ill-considered (100). She 

soon accepts his view, however, and Somerset goes on to develop a strik

ingly original conception: 

Somerset had not attempted to adapt an old building to the 

wants of the new civilization. He had placed his new erec

tion beside it as a slightly attached structure, harmoniz

ing with the old; heightening and beautifying, rather than 

subduing it. His work formed a palace, with a ruinous 

castle annexed as a curiosity. (157) 


Somerset has preferred to design a new structure in Gothic style rather 

than to attempt a restoration of the old building. His design is a 

step in the direction of the compromise effected at the end of the 

novel. As Millgate sees it: 

The central issue here is that of restoration -- a topic 

which much exercised Hardy in his days as a practising 

architect and, indeed, to the end of his life -- and it 
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seems clear that his approval is given both to Paula's 
instinctive preference for "honest" restoration and to 
Somerset's solution to the whole problem of restoring 
Stancy Castle.38 

In short, the couple turn their faces towards the present. A key word, 

as Millgate points out, is eclecticism -- the ability of Paula and 

Somerset to draw on the past in their approach to the present. It is 

Paula's movement towards the middle ground, represented by Somerset, 

that I next wish to discuss. 

Critical opinion of A Laodicean is nowhere more divided than 

on the question of characterization. While the anonymous reviewer of 

the Athenaeum declared Paula to be "perhaps the most charming of Mr. 

Hardy's heroines 11 
, 
39 Howe echoes Guerard in asserting that she declines 

40into "a stuffy Victorian 11 In the general rush to point out that• 

Paula is Laodicean in her indecision, critics have neglected the equal

ly obvious point that Paula is a developing character. 

Initially, as noted, she is modern-minded yet puritanical, but 

there are signs that she finds this position too constricting. She has 

befriended Charlotte de Stancy, occupied the castle (which her father 

had not done), and made tentative plans to rebuild it. As the novel 

opens we find her rejecting Baptism, an act which anticipates her ulti

mate rejection of puritanism. There follows the minister's public de

nunciation of her as a Laodicean -- "lukewarm, and neither cold nor 

hot" (17) -- which gives the novel its title. Some critics have ob

served that Paula's laodiceanism is not confined to her attitude to the 

Baptist Church but includes her "indecision" vis-!_-vis Somerset. Yet 

http:Castle.38
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there is nothing undecided, lukewarm or indifferent about Paula's ini

tial attraction to Somerset. Her sudden and unexplained cancellation 

of the excursion to the vegetable show (72-75), demonstrates a clear 

desire for his company. The naive and inexperienced Somerset finds this 

behaviour puzzling. The situation contains comic irony, for the reader 

perceives Paula's instinctive liking for Somerset. Her reluctance to 

admit her feelings is the result of "the hard, morbidly introspective 

views thrust upon her in early life" (240), and her "habit of self-

repression at any new emotional impact" (246), her puritanical upbring

ing in short. While conducting Somerset through the castle she sudden

ly 

became conscious that it was long and gloomy, and that no

body was near. A curious coyness seemed to take possession 

of her. Whether she thought for the first time, that she 

had made a mistake -- that to wander about the castle alone 

with him was compromising, or whether it was the mere shy 

instinct of maidenhood, nobody knows; but she said suddenly, 

'l will get something for you, and retu~n in a few minutes.' 

(90) 

Paulareturns with some wine, but accompanied this time by a chaperon in 

the person of Charlotte de Stancy. Such a marked concern for propriety 

41is not usually characteristic of Hardy's heroines. By and large they 

are passionate women who actively set out to win their men. However, 

by the end of the novel Paula, matured by her experiences with de Stan

cy and the tour across Europe, behaves decisively and aggressively: 

she pursues Somerset through Normandy, finds him alone, ill in bed, 

and proposes to him. 

A more gradual change takes place in her attitude to the past 

and the present. At first, she reads the latest periodicals (39), 
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holds advanced social ideas and advocates higher education for women 

(192). Obsessed with the importance of time (37) she has a telegraph 

installed in the castle and a clock which tells the seconds. But the 

result of her move to the castle and her growing association with the 

de Stancys is to awaken her latent emotional and aesthetic response to 

the past. Mr. Woodwell is able to predict and account for Paula's de

velopment, though he is too biassed to welcome it: 

'Sometimes I think those Stancy towers and lands will 

be a curse to her. The spirit of old papistical times 

still lingers in the nooks of those silent walls, like a 

bad odour in a still atmosphere, dulling the iconoclastic 

emotions of the true Puritan. It would be a pity indeed 

if she were to be tainted by the very situation that her 

father's indomitable energy created for her.' (69-70) 


There is, of course, much irony and even satirical comedy in these pas

sages, directed not just at Woodwell and the naive Somerset, but against 

the rationalistic Paula as well. George Wing has pointed out the "abun

dc:ll1t evidence of Hardy's intentional sense of fun, an attribute with 

which, more often than not, he is perversely not credited. 1142 Wing's 

point is well taken, but he too overlooks the constant irony and satire 

especially directed at Paula, Somerset, Woodwell and de Stancy. 

An indication of the diminishing influence of her father is to 

be seen in Paula's casual abandonment of the mourning clothes she has 

worn since his death (127). About the same time she tells the startled 

Somerset of her ardent desire to become a de Stancy so that the castle 

could be her ancestral home (101). Soon after this, Paula abandons the 

idea of building a Greek court (117) which implies her retreat from the 

Greek rational spirit. She exercises less (190); we hear no more about 
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the education of women, and she takes to reading books on mediaeval 

43architecture (97, 117) instead of periodicals. But Paula cannot help 

herself for 

Human nature at bottom is romantic rather than ascetic, 

and the local habitation which accident had provided for 

Paula was perhaps acting as a solvent of the hard, mor

bidly introspective views thrust upon her in early life. 

(240) 

It is interesting that in December 1880, while Hardy was dictating A 

Laodicean to Emma from his sick-bed, he made the following journal en

try: '"Romanticism will exist in human nature as long as human nature 

itself exists. The point is (in imaginative literature) to adopt that 

44form of romanticism which is the mood of the age.'" Paula's "pre

dilection d'artiste" for the romantic side of life is also Hardy's. 

Paula's growing romanticism centres on the castle, symbolic of 

art, the past, feeling, imagination and romance. Yet her desire to re

store it is futile, for the past can never be adequately restored, as 

Hardy the architect well knew. Moreover, in her obsession with the 

castle and its former owners, Paula is not being true to herself. 

Somerset naturally objects to Paula's longing to be a de Stancy and 

tries to encourage her pride in the achievements of her father: 

It was a strange idea to get possession of such a 

nature as hers, and for a minute he felt himself on the 

side of the minister. So strong was Somerset's feeling 

of wishing her to show the quality of fidelity to pater

nal dogma and party, that he could not help adding 


'But you have forgotten that other nobility -- the 
nobility of talent and enterprise? (124) 

Though Somerset values the past he does not worship it slavishly, as 

his plans for the restoration reveal. The middle way, however, is not 
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usually very enticing; and Paula, therefore, flirts with the romantic 

de Stancys for some time until the attractive veneer of romanticism is 

suddenly removed to reveal the deceit and moral void beneath it. In 

marrying Somerset Paula accepts the middle way, welcoming the present 

while retaining the past, accepting both mind and heart, reason and 

romance: 

On their way down to the little town they pondered and 
discussed what course it would be best to pursue in the 
circumstances, gradually deciding not to attempt rebuilding 
the castle unless they were absolutely compelled. True, 
the main walls were still standing as firmly as ever; but 
there was a feeling common to both of them that it would 
be well to make an opportunity of a misfortune, and leaving 
the edifice in ruins start their married life in a mansion 
of independent construction hard by the old one, unencum
bered with the ghosts of an unfortunate line. 

'We will build a new house from the ground, eclectic 

in style. We will remove the ashes, charred wood, and so 

on from the ruin, and plant more ivy. The winter rains 

will soon wash the unsightly smoke from the walls, and 

Stancy Castle will be beautiful in its decay. You, Paula, 

will be yourself again, and recover, if you have not al

ready, from the warp given to your mind (according to Wood

well) by the mediaevalism of that place. 1 


'And be a perfect representative of "the modern 

spirit"?' she inquired; 'representing neither the senses 

and understanding, nor the heart and imagination; but 

what a finished writer calls "the imaginative reason"?' 


'Yes; for since it is rather in your line you may as 

well keep straight on.' (480-481) 


Millgate has pointed out that Paula's "finished writer" is 

Matthew Arnold, and that the terms are drawn from Arnold's essay "Pagan 

and Mediaeval Religious Sentiment" which Hardy had recently been read

ing. 45 But Arnold's ideas are not identical with Hardy's. Arnold bal

ances the pagan Greek spirit, "the senses and understanding", against 

the Christian spirit of "heart and imagination". Hardy's basic dis

tinction, however, is between the modern, rational, utilitarian, scien
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tific spirit and the romantic, emotional, aesthetic feeling for the 

past. On the whole it would seem that Hardy was influenced more by 

Culture and Anarchl than, as Millgate proposes, by Essays in Criticism 

and Mixed Essays. Yet Millgate is surely correct when he writes that 

Paula's choice of Somerset 

implies above all the rejection of the opposing attitudes 
represented by the outmoded mediaevalism of Stancy Castle 
and by the aggressive, puritanical "modernism" of Paula's 
father, and the ratification, instead, of that common
sense eclecticism to which Paula has been instinctively 
drawn from the first, and which is consistently embodied 
in the figure of Somerset himself .46 

Paula's ultimate religious position is left somewhat ambiguous. 

In answer to a question from Somerset she replies: 

'What I really am, as far as I know, is one of that body 
to whom lukewarmth is not an accident but a provisional 
necessity, till they see a little more clearly.' She had 
crossed over to his side, and pulling his head towards 
her whispered a name in his ear. 

'Why, Mr. Woodwell said you were that too! You carry 
your beliefs very comfortably. I shall be glad when en
thusiasm is come again.' (478) 

Somerset is referring to Woodwell's horrified supposition (70), later 

repeated by Somerset (309), that Paula has been influenced by the doc

trines of the "New Lights". What these doctrines amount to is not made 

clear. Hardy appears to be suggesting that Paula has radical theologi

cal and ecclesiastical views. Perhaps there is a hint that she is at

tracted to agnosticism. If so, her religious creed is similar to Har

dy's own, another indication that the compromise of Paula and Somerset, 

qualified though it may be, is the one advocated by Hardy. At any rate, 

Paula comes to recognize and accept her laodiceanism: since she cannot 

know she refuses to choose. 



163 


A Laodicean comes at mid point in Hardy's career as a novelist. 

He had dealt before with the clash of old and new and he was to do so 

again, but in none of the other novels did he come so close to a solu

tion of the problem that haunted his imagination. Hardy attempted to 

carry his practice of dramatizing the conflict between old and new a 

step further. He combined a novel of ideas with romance form and tech

nique. Subtitled "A Story of To-day", the book deals seriously with 

the problems that were of concern to his country's leading thinkers; to 

provide a framework for these ideas Hardy adopted a mainly non-realistic 

literary approach. In its underlying structure the book is similar to 

a Shakespearian romantic comedy. The characters are partly allegorical; 

some of them derive very obviously from romantic character types. A 

Gothic castle serves as central symbolic setting. The plot incidents 

are sensational, melodramatic and often contrived with disregard to 

probability. 

Adapting Matthew Arnold's analysis of England's social classes 

to a problem novel, Hardy made several of his characters stand for parti

cular forces in Victorian society. In such a novel it is not an easy 

matter to convey ideas precisely and, at the same time, to make the 

characters believable and engaging. Some readers, for example, have 

found Paula to be tiresome or stuffy. In order to make Paula's reluc

tance to acknowledge her feelings for Somerset more credible, perhaps 

Hardy should have shown her as being initially less certain of her 

liking for Somerset, just as she is clearly undecided about her spiri

tual, aesthetic and intellectual allegiances. In order to delay Paula's 
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acknowledgement of love, Hardy later contrives to remove her from the 

main setting, to place her in proximity to Somerset's rival and even to 

invent a hackneyed intrigue to discredit Somerset in the eyes of the 

morally upright Paula. While this presumably is the intention behind 

the travel section, it is wrong in terms of the novel because it changes 

the tone and replaces thematic discussion with irrelevant material 

culled from Hardy's own European tour of the previous year. The result 

is unnecessarily to draw out the resolution of the problem, leaving the 

reader with the feeling that the novel is broken-backed. It might also 

be argued that since Somerset has the important moral and intellectual 

task of pointing the way to a solution of the central prohlen of the 

novel, it is inconsistent that in his relation with Paula he should be 

so obtuse and diffident. This, however, is an awkwardness that occurs 

in other Hardy novels besides A Laodicean. The same awkwardness may be 

found in Gothic romance: because the villain is the focus of interest, 

the hero frequently appears ineffectual and dull. 

Another fault in A Laodicean is that although Hardy concentrates 

on one major theme, he brings in too many disparate techniques and mo

tifs. While we might not want to lose the amusing gymnasium scene, for 

example, it is not fully appropriate to a novel of ideas. Dare, as we 

have seen, is associated with gambling and chance. This suits his char

acter, but does not tie in well with the central conflict between old 

and new. On the other hand, sone critics have complained of the melo

drama or "preposterous sensationalisI'l that outdoes anything in ~

47perate Rernedies 11 I have tried to show that several of the melodrama• 
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tic episodes of the plot are, in fact, connected to the novel's central 

theme, but even where they are not, they do not seriously detract from 

the frequently comic or tongue-in-cheek tone of the book. Many of the 

incidents in the novel are, as George Wing rightly points out, inten

tionally funny and often ironic. Certainly, Hardy's instinct for 

melodrama and sensation is greatly to be preferred to the aimless Euro

pean tour of Books IV and V. ~lore fanciful episodes rather than fewer 

might have suited the bill in a work which presents ideas in a non-re

alistic manner. 

Hardy is nowhere more himself than when he chooses a romantic 

theme, the appeal of the past, adapts it to the form of a romantic come

dy, and fills the work with characters whose prototypes are to be found 

in Gothic and Romantic literature. If several of these characters are 

memorable it is because of their mysterious or even preternatural quali

ties. But it is clear in A Laodicean as in his other works that Hardy 

is no tame follower of Romanticism. His attitude to the Byronism of de 

Stancy, to the initial Shelleyanism of Somerset or to Paula's excessive 

veneration of the past is wryly satirical. In the Wessex novels this 

theme is handled tragically or melodramatically; in A Laodicean, as in 

some of the earlier novels, Hardy's attitudes tend to emerge through 

irony, satire and comedy. 

Despite its defects, A Laodicean is an interesting and important 

novel. The imagery, though it may be derivative, is well adapted to 

the theme. If the reader is dissatisfied, the reason is not simply be

cause the novel is over sensational and melodramatic, or because Paula 
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is tiresomely Victorian, or even because Hardy failed to express his 

ideas successfully. It is more likely that certain passages, the 

travel section among them, unnecessarily prolong the novel and wander 

from the central theme and setting. Consequently A Laodicean, interest

ing and amusing as it is in many places, remains secondary to Hardy's 

major achievements. 



VI 


TWO ON A TOWER 

Two on a Tower is the least interesting of Hardy's longer 

prose fictions. He himself was uncertain and perhaps embarrassed about 

1 2the book. In a letter to Edmund Gosse on December 4, 1882 Hardy 

called it a romance, as he did in the subtitle to the three-volume edi

tion of 1882 and again in the 1895 preface. Later, in the General Pre

face to the 1912 Wessex Edition, he classified it as one of the "Ro

mances and Fantasies". Yet by comparison with A Laodicean, a so-called 

"Novel of Ingenuity", Two on a Tower is surely less melodramatic, or sen

3sational; it contains no romantic nostalgia for the past. The Gothic 

trappings, ambiguous manifestations of the supernatural and chivalric 

imagery that so often characterize Hardy's romance-novels are almost 

completely absent here. Despite the obvious plot manipulation and im

probabilities of action, the problems raised by the romance of 

Swithin and Viviette are treated realistically. Certainly Two on a 

Tower is not more bizarre or romantic than some of the narratives in 

the "Novels of Character and Environment". Elsewhere Hardy refers to 

4Two on a Tower as a novel, though in setting, in the social class of 

the principal characters and in its insubstantial theme, Two on a Tower 

differs markedly from the "Novels of Character and Environment". 

Hardy was presumably writing within the Victorian convention of 

167 
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the love romance, a sub-genre of prose fiction, loosely called a novel, 

in which a frequently sentimental and sometimes melodramatic love story 

is unfolded more for the entertainment than for the edification of the 

reader. Two on a Tower is a novel of this kind as are most of the 

other "Romances and Fantasies" -- A Pair of Blue Eyes, The Trumpet-

Major, The Well-Beloved and A Group of Noble Dames. 

Hardy may have originally intended, as he states in the preface, 

to develop the "cosmic" theme, but this plan was dropped, and the love 

story allowed to take over. Given Hardy's interests it is to be ex

pected that once he had begun such a story, he would use the occasion 

to make another ironic study of a love relationship. In A Laodicean, 

the heroine's motives had been examined by a male onlooker; this time, 

however, the action would be seen from the woman's point of view. 

Hardy's decision to classify Two on a Tower as a romance may be 

further explained as an attempt to avoid placing the book in the same 

category as his major novels, lest he then draw upon himself the ridi

cule of hostile critics. Hardy had been stung by the adverse notices 

5the book received after its publication in volume form in October 1882. 

These reviewers were offended by Hardy's defiance of conventional moral 

proprieties and by the satiric portrait of Bishop Helmsdale. Harry 

Quilter of the Spectator pronounced the novel to be the "worst the author 

6has written11 The Saturday Review objected to the characterization,• 

narrative technique and style. 7 Even Hardy's admirer, Havelock Ellis, 

the first to take an overall view of Hardy's early fiction was forced 

8to admit that the novel lacked "inspiration11 Later critics, less• 
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troubled by its impropriety, have been able to find some virtues in the 

book. Nevertheless, they usually award Two on a Tower only cursory 

treatment, and there is no general agreement on its central theme or 

themes. 

It is doubtful whether an extended examination can reverse the 

near1y universa. 1 verd"ict. 9 Two on a Tower does disappoint Hardy's ad

mirers. It lacks depth and diversity of theme. Swithin is too lacking 

in emotion and feeling to arouse the sympathies of the reader; Lady Con

stantine, though an attractive enough heroine, seems to escape the suf

fering that would normally engage the reader's sympathies. Hardy ap

parently began with the idea of setting "the emotional history of two in

finitesimal lives against the stupendous background of the stellar uni

verse, and to impart to readers the sentiment that of these contrasting 

magnitudes the smaller might be the greater to them as men" (v). There 

are indeed traces of this intention scattered throughout the novel, but 

Hardy was unable to carry off his plan convincingly, perhaps because the 

stellar universe is not vital to the novel except in so far as Swithin 

finds it a fascinating object of study. After a promising beginning 

Hardy appears to lose interest in the cosmic theme, and turns his atten

10tion instead to the "two infinitesimal lives 11 Hardy might have given• 

extended, forceful treatment to the motif of the return of the wanderer 

to his native soil as he did in several other fictions, but in Two on a 

Tower Hardy dealt only briefly with Swithin's return to England, and 

ended the novel with undue speed. 

Yet there are many good moments in Two on a Tower, especially in 
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the opening chapters. \\nile some critics have remarked on the tower 

symbolism, they have not usually tried to show the link between the 

dominant symbols and the main theme. Briefly stated, Two on a Tower is 

concerned primarily with love and sexual attraction oppressed by time 

and subject to the vagaries of an uncertain world. Love, emotion and 

desire contend with reason, common sense, career ambitions and social 

aspirations. The theme is dramatized by the love of Lady Viviette Con

stantine, a mature, upper-class lady capable of great depth of feeling, 

for an er.-totionally immature youth of low social class who, though hand

some and talented, is somewhat obtuse. He is, moreover, nine years her 

junior. Here, as elsewhere in Hardy, the plot is based in large part 

on the problems that arise out of differences in social class. As a 

thematic concern, however, the class problen is clearly subordinate to 

the issue of age difference. 11 

Hardy treats the situation lightly, feeling apparently that 

ironic comedy need not be incompatible with his stated intention of 

stirring the emotions of his readers: 

Some few readers, . . . wil 1 be reminded by this imperfect 
story, in a manner not unprofitable to the growth of the 
social sympathies, of the pathos, misery, long-suffering, 
and divine tenderness which in real life frequently accom
pany the passion of such a woman as Viviette for a lover 
several years her junior. (vi) 

Hardy handles the characters' lack of self-awareness ironically. Lady 

Constantine does not appear to recognize that she is largely motivated 

12by frustrated sexual desire; Swithin, of course, is unaware of his 

own emotional deficiencies. Although he matures during the novel, it 

is clear that compared to Viviette he remains emotionally shallow and 
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therefore unworthy of her: 

Yet to those who had eyes to understand as well as to 
see, the chastened pensiveness of her once handsome fea
tures revealed more promising material beneath than ever 
her youth had done. But Swithin was hopelessly her junior. 
Unhappily for her he had now just arrived at an age whose 
canon of faith it is that the silly period of woman's life 
is her only period of beauty. (311) 

Swithin lacks the depth or maturity to appreciate Viviette's finest 

qualities. 

In an attempt to give the story a tragic dimension Hardy im

plies that the love of Viviette and Swithin is, in a sense, in defiance 

of the forces that govern the world, an infringement of the natural or

der and fitness of things. It is not, however, the stellar powers that 

oppose the lovers, as we might expect from the sinister description Har

dy gives of them at the beginning of the novel. The stars are present

ed as cold, impersonal "Immensities" (33), quite indifferent to the con

cerns of man. Although they do not intervene in the action, there is a 

suggestion that Swithin's studies render him indifferent to the loving-

kindness of Viviette. Compared to the stars, man is indeed insignifi

cant, but the stars are horrible and ghastly and man, if he is to retain 

his desirable human qualities, must make his emotional life here on 

earth rather than in the heavens. 

On the other hand, there is an underlying sense that nature, 

which once again takes on the qualities of a living being, actively 

disapproves of the increasing attachment of Swithin and Viviette. Har

dy several times personifies natural objects, almost always to suggest 

that they are in pain: "The sob of the environing trees was here ex

pressively manifest" (3). It is not clear at first that there is any 
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connection between nature's anguish and the activities of the lovers. 

But the disapproval of an outraged nature becomes apparent when a "cir

cular hurricane" (120) disrupt~ the couple's wedding plans. Hardy's 

handling of nature is certainly more muted here than in Desperate Reme

dies or A Pair of Blue Eyes, where we are made to feel that a malicious, 

hostile nature actively seeks to destroy man. In Two on a Tower nature 

apparently grieves at the lovers' unnatural activity. 

More important, Viviette's love for Swithin constitutes a di

rect challenge to the laws of time, and Time personified emerges in the 

novel as their implacable enemy. Viviette is aware from the very begin

ning, as Swithin is not, of the significance of their age difference. 

At their first meeting Swithin remarks that "time is short, and science 

is infinite" (9), meaning that if he is to realize his ambitions he must 

work hard in the relatively short life-span allotted him. In his 

struggle to achieve success there is no time for love, as Viviette comes 

to understand. She too is in a contest with Time, a race to find love 

before her beauty fades: "Time, had taken no liberties with her fea

tu:res as yet" (107), the narrator ominously remarks. Their two aspira

tions are basically incompatible, and cannot be permanently reconciled 

despite the lovers' attempt to forestall time by a sudden, secret mar

riage. "Time, however, was merciless" (266), we are reminded. 

Hardy apparently toyed with the idea of making Two on a Tower 

into a tragic novel. The constant reference to "fate", "accident", 

"chance", "misfortune", "doom", or "fatality", the frequent use of the 

word "tragedy" and the presence of a series of omens preceding their 
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marriage appear to forebode some inevitable retribution or catastrophe. 

Perhaps Hardy intended this to occur at the end of the novel when Swith

in returns to find that Viviette's beauty has faded and to discover that 

he is no longer in love with her: "Time had at last brought about his 

revenges" (311). Yet the point is blunted by Hardy's rush to complete 

the novel, and obscured by the gratuitous final comment: "The Bishop 

was avenged" (314). Alternatively, Hardy may originally have planned to 

describe the lovers' vain attempt to snatch happiness in the face of 

cosmic hostility, for in more than one sense they are "star-crossed 

lovers", but if so, the idea was abandoned. 

Yet none of these solutions would have made the novel tragic, 

for it is all too obvious that Swithin lacks the stature of a tragic 

hero. He is far too shallow and hence incapable of deep suffering and 

final recognition of his errors. Viviette is merely pathetic. Tragedy 

would not have been possible, even in revision. But in reconsidering 

the novel prior to its publication in book form, Hardy felt that his 

original ending was weak or inconclusive, for it was not sufficiently 

clear in the serial version how Swithin reacts to Viviette's death. 

Hardy therefore made the following addition to the final paragraph: 

He looked up for help. Nobody appeared in sight but 

Tabitha Lark, who was skirting the field with a bounding 

tread -- the single bright spot of colour and animation 

within the wide horizon. When he looked down again his 

fear deepened to certainty. It was no longer a mere sur

mise that help was vain. (313-314) 


Hardy chose to end the novel ironically. As Viviette dies of joy, Swith

in is already casting an approving eye on Tabitha Lark. The implication 

is that Tabitha's physical attractiveness will more than compensate 
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Swithin for the loss of Viviette's "loving-kindness" (312). Swithin is 

emotionally deficient and egotistic, but Hardy almost cynically implies 

' that Swithin's reaction is only natural and more in keeping with the 

ultimate fitness of things. The revised ending may harmonize with the 

ironic tone of the novel, but Viviette's highly improbable death is 

allowed to stand; we feel neither pity for Viviette, nor sympathy for 

Swithin. We are left instead with the impression that Hardy preferred 

an easy compromise to an intricate unravelling of a difficult moral 

problem. 

Compared to Hardy's other minor novels the theme of Two on a 

Tower lacks depth and diversity. But the novel is capable of making a 

greater impact on the reader than might be thought from the foregoing 

sununary. It has an interesting symbolic and mythic structure, unfortu

nately more apparent at the beginning than at the end. The unifying 

symbol is the tower which, as Richard Carpenter perceives, is 

both a superb setting and a provocative symbol . . . . 

Hardy's imaginative setting of the tower lends something 

to the novel that lifts it above the ordinary romantic 

melodrama of the period. Some of this influence is un

doubtedly due to deep-seated mythic responses: towers are 

archetypally the point of conununion between the world of 

spirit and the world of men. Since the beginning of time 

men have ascended high towers to separate themselves from 

the mundane, to place themselves in mystic converse with 

the eternal, to raise themselves above ordinary men the 

better to realize their universal humanity. Beyond this, 

a tower is a powerful phallic symbol, suited to the growth 

and consummation of a passionate love affair. And in 

Hardy's own mythology, the antiquity of Swithin's tower 

calls for the images of Time which form an oblique com

mentary on the ephemerality of human love. 


Obviously the tower is an image of the aspiration 

which fills St. Cleeve, rising as it does above its mil

dewed base, above the trees, "into the sky a bright and 
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cheerful thing, unimpeded, clean, flushed with the sun

light" (4). On its sununit, Swithin, the man of science, 

direct, simple, factual, feels intensely the immensity of 

space and the perennial human need to know, an emotion 

sadly at odds with the love he comes to feel for Viviette. 

Finally, in terms of dramatic scene the tower is a superb 
13setting because it at once limits and concentrates action. 

Carpenter's remarks are well-taken, but there is more to be said. A 

tower can be a place of revelation as well as of spiritual communion. 

This is the case in Browning's "Childe Roland to the Dark Tower Came" 

published in 1855, the setting and theme of which derive ultimately 

14from quest romance. Viviette's initial arduous ascent to the summit 

and the discovery that she makes there is analogous to what is usually 

the climactic episode in some of these old romances. It is also worth 

recalling that in A Pair of Blue Eyes Elfride and Knight experienced 

the first intimation of their feelings for one another on the tower of 

the old church, and that the tower's later collapse symbolized the ap

proaching breach in their relationship. 

The reluctance of the editors of the popular magazines of the 

Victorian era to publish fiction touching in any way on sexual relation

ships is well known. These restrictions were particularly galling to 

Hardy because so much of what he had to say concerned human sexuality. 

At the same time, his financial position was not strong enough to al

low him to bypass the magazines as a means of reaching the public. He 

consequently deals with sexual matters either by oblique hints, as in 

de Stancy's espial of Paula's gymnastics in A Laodicean, or by means 

of symbolism. As we have seen, Hardy from the very first creates epi

sades with heavy sexual overtones. It is possible that the Victorian 



176 

reviewers did not understand them. But if they did, they must have 

shared Hardy's reticence or were apparently unwilling to compromise 

themselves by singling out and analysing them. One way or another, 

there is no doubt that Hardy often made his early critics feel embar

rassed and uncomfortable. Thus the anonymous commentator in the Satur

day Review remarks that in 

A Laodicean the author showed us very queer people doing 

very queer things .... Captain de Stancy, for instance, 


. tried our patience ... at two points -- the 

scene in the picture gallery and that of the gymnastics 

-- he became completely incredible.IS 


The reviewer goes on to remark that Two on a Tower contains "an extreme

ly repulsive element, on which, to be sure, Mr. Hardy touches as lightly 

16 
as possible -- but he would have done better to exclude it altogether". 

The modern reader, however, is likely to find the sexual theme 

the most interesting aspect of the book. In an excellent first chapter 

Hardy boldly introduces his subject through his major symbol, the tower. 

As a result of her husband's desertion of her and the rash promise she 

made to him to avoid company, Lady Constantine has gradually fallen into 

a state of extreme frustration. Though she is probably not conscious 

of her real desires, her maturity and marital experience added to a 

basically passionate, tender nature has filled her with longing for 

physical love, symbolized by her wish to climb the tower. Hardy's de

scription stresses its phallic appearance: 

The central feature of the middle distance, as they 

beheld it, was a circular isolated hill, of no great ele

vation, which placed itself in strong chromatic contrast 

with a wide acreage of surrounding arable by being covered 

with fir-trees .... This pine-clad protuberance was yet 

further marked out from the general landscape by having on 


http:incredible.IS
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its summit a tower in the form of a classical column, which, 
though partly immersed in the plantation, rose above the 
tree-tops to a considerable height. Upon this object the 
eyes of lady and servant were bent. 

A few days later, the same lady, in the same carriage, 
passed that spot again. Her eyes, as before, turned to the 
distant tower. 

Although the pillar stood upon the hereditary estate 
of her husband the lady had never visited it, owing to its 
insulation by this well-nigh impracticable ground. The 
drive to the base of the hill was tedious and jerky, and 
on reaching it she alighted, . . She then ascended be
neath the trees on foot. 

The column now showed itself as a much more important 
erection than it had appeared from the road ... The 
column had been erected in the eighteenth century . . . 
It was little beyond the sheer desire for something to do 
-- the chronic desire of her curiously lonely life -
that had brought her here now. She was in a mood to wel
come anything that would in some measure disperse an al
most killing ennui. She would have welcomed even a mis
fortune. She had heard that from the summit of the pillar 
four counties could be seen. Whatever pleasurable effect 
was to be derived from looking into four counties she re
solved to enjoy to-day. 

It ... was really a tower, being hollow with steps 
inside.... The sob of the environing trees was here 
expressively manifest ... their thin straight stems 
rocked in seconds, like inverted pendulums; while some 
boughs and twigs rubbed the pillar's sides, or occasional
ly clicked in catching each other. Below the level of 
their summits the masonry was lichen-stained and mildewed, 
for the sun never pierced that moaning cloud of blue
black vegetation. . . . Above the trees the case was dif
ferent: the pillar rose into the sky a bright and cheer
ful thing, unimpeded, clean, and flushed with the sun
light. 

Here stood this aspiring piece of masonry, erected as 
the most conspicuous and ineffaceable reminder of a man 
that could be thought of; 

She hesitated to ascend alone yet feeling her
self the proprietor of the column and of all around it 
her self-assertiveness was sufficient to lead her on...• 
The trap-door leading on to the roof was open, and on 
looking through it an interesting spectacle met her eye. 
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A youth was sitting on a stool in the centre of the 
lead flat which formed the sumr.lit of the column, his eye 
being applied to the end of a large telescope that stood 
before him on a tripod. This sort of presence was unex
pected, and the lady started back into the shade of the 
opening. (1-5) 

Readers may wonder if "the good little Thomas Hardy", as Henry 

17James once contemptuously referred to him, would deliberately intro

duce so bold a symbol into a novel. Certainly Hardy knew as much as 

any man about frustration and sexual desire and, as Evelyn Hardy has 

pointed out, the passion of Viviette for a younger man may well be 

adapted from Hardy's childhood relationship with Julia Augusta Martin, 

18the tenderhearted lady of the manor. Moreover, one of the constant 

themes in Hardy's fiction is the nature of sexual attraction; as earli

er noted he frequently employs daring and original situations to drama

. h . f 19t1ze t ese mot1 The isolatedtower is thes. refore by no means an 

example of Hardy's sexual symbolism. 

The tower has other functions as well. It is a place of soli

tude, warmth, tranquillity and love in a world subjected to repressive 

social conventions and monetary calculations. Hardy refers to the tower 

as an "island" (4, 133), and stresses the barrier constituted by the 

surrounding ploughed fields which isolate and insulate it from the rest 

of the parish. On the tower Swithin and Viviette are able to commune 

with the heavens.and each other in a way that reminds us of Adam and 

Eve before the Fall. There are indeed several suggestions that the tow

er is the unfallen Eden. We are told, for example, that Swithin was 

"living on in a primitive Eden of unconsciousness" (12), or that "though 

the month was February below it was May in the abacus of the column" (44). 
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Swithin's naivete and innocence reminds us of Adam, and Viviette is ex

plicitly likened to Eve (46, 108, 260). The analogy is completed by 

the presence of a cunning "tempter" (290), Viviette's brother Louis 

Glanville, the offer and acceptance of an apple (57) and, finally, the 

inevitable loss of Eden (Swithin's abandonment of the tower). The sug

gestion of an idyllic communion of man with God emerges in a significant 

revision Hardy made to the text. In the serial version the village 

choir rehearse "Onward Christian Soldiers" under the patient direction 

of Parson Torkingham. However, Hardy later substituted the 53rd Psalm: 

"'The Lord look'd down from Heav'n's high tower/The sons of men to view"' 

(20). In revision Hardy brings a comic, but totally unr~lated episode 

into significant relation with the dominant imagery of the novel. 

Indeed, Swithin's study on the tower has an almost religious 

intensity. He introduces Viviette to the secrets of the heavens: "He 

. . . lighted her up the winding staircase to the temple of that sub

lime mystery on whose threshold he stood as priest" (65). In return, 

as Millgate points out, 20 she attempts to initiate him into the complexi

. . wit in as zea1ties. of t he human emotions. Essentia11y a pagan, 21 S . h. h 

only for his study of astronomy: "Not unaptly might it have been said 

that he was worshipping the sun" (7). Viviette, on the other hand is 

the "devote" (157), the nun (26, 64), the practising Christian. It is 

only because she insists, that Swithin agrees to the confirmation cere

mony. Yet in the end it is Viviette who abandons her principles, not 

Swithin his. 

In an attempt, possibly, to deepen the aura of solemnity and 
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holiness around the lovers' initiation of each other into the mysteries 

of Heaven and Earth, Hardy, on several occasions, mentions the time-

hallowed, even sacred nature of the tower site. He begins by suggest

ing it may once have been "an old Roman camp, -- if it were not (as 

others insisted) an old British castle, or (as the rest swore) an old 

Saxon field of Witenagemote" (3). Later, Viviette, impressed by the 

"funereal" gloom of the dark firs, remarks that "many ancient Britons 

doubtless lie buried there" (65). The most elaborate of these allu

sions to pre-history occurs on the morning of Swithin's wedding. 

Swithin rises early to make his preparations among the trees surround

ing the tower: 

It was a strange place for a bridegroom to perform his 
toilet in, but, considering the unconventional nature of 
the marriage, a not inappropriate one. What events had been 
enacted in that earthen camp since it was first thrown up, 
nobody could say; but the primitive simplicity of the young 
man's preparations accorded well with the prehistoric spot 
on which they were made. Embedded under his feet were 
possibly even now rude trinkets that had been worn at brid
al ceremonies of the early inhabitants. Little signified 
those ceremonies to-day, or the happiness or otherwise of 
the contracting parties. That his own rite, nevertheless, 
signified much, was the inconsequent reasoning of Swithin, 
as it is of many another bridegroom besides; and he, like 
the rest, went on with his preparations in that mood which 
sees in his stale repetition the wondrous possibilities of 
an untried move. (133). 

The passage implies that the marriage and perhaps even the romance of 

Swithin and Viviette is as ephemeral as the marriage rites and lives of 

the paleolithic peoples. There is pathos in this thought, but also the 

danger that the reader will be struck more by the insignificance of 

Viviette and Swithin than by the pathos of their situation. Hardy had 

succeeded in creating a sense of the impact of nature on modern man in 
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The Return of the Native and would succeed in showing the influence of 

history and heredity in Tess of the d'Urbervilles, but in these novels 

such elements are very carefully and closely worked into the texture of 

a serious or even tragic tale. In Two on a Tower Hardy fails to con

vince us of the validity of the connection with the past. The romance 

of Viviette and Swithin becomes trivial, almost farcical, their discrep

ancy in age a subject for humour rather than a love with universal im

plications. Perhaps Hardy had intended from the start to treat his 

subject comically, but if so the pathetic and tragic elements are out 

of place. 

There are other symbols in the novel which, though effective in 

themselves, do not appreciably deepen t~e reader's emotional involve

ment. While returning from their wedding, Viviette is accidently 

struck by her brother's horsewhip. The episode is highly improbable 

and melodramatic, and thoroughly typical of Hardy. Though Louis is un

aware of Viviette's presence, the lash is brutal and humiliating to her. 

It symbolizes Viviette's sense of guilt and prefigures both her later 

self-punishment and her brother Louis' displeasure at her romance with 

Swithin. The episode could have been used tragically; instead it pre

faces the brief honeymoon which is perhaps the lovers' happiest period. 

By contrast, the face-slapping incident in Tess of the d'Urbervilles 

presages the heavier blow that Tess will deliver to Alec at the close 

of that novel, and ties in with the underlying feudal imagery. The 

face-lashing in Two on a Tower seems to point to a tragic outcome which 

never in fact occurs; it does not fit the comic-satiric tone of the 
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novel and therefore seems out of place. 

Elsewhere, Hardy disrupts the prevailing tone by presenting 

scenes that appear to belong more to a bedroom comedy than to a novel. 

One such episode occurs when Swithin attempts to steal out of Viviette's 

house dressed in the clothes of her late husband. Both Viviette and 

the villagers think at first that it is Sir Blount returned from the 

dead. Later we learn that Sir Blount was in fact alive at this time, 

and that Viviette's marriage with Swithin was therefore invalid. The 

episode may symbolize Viviette's sense of guilty fear; but its predom

inantly farcical quality seems incompatible with Hardy's professed in

tention of stimulating "the growth of the social sympathies, of the 

pathos, misery, long-suffering, and divine tenderness which in real life 

frequently accompany the passion of such a woman as Viviette for a lover 

several years her junior" (vi). 

Much better adapted to the mood of the novel is Viviette's hal

lucination of "a golden-haired, toddling child" (271-272), which pre

cedes by a day her discovery that she is pregnant. It seems a perfect

ly convincing example of the psychology of everyday life and, at the 

same time, a symbol and portent of things to come. 

It is in Hardy's method of characterization that his proximity 

to the world of myth and romance is most obvious. Initially the book 

appears to deal with the romantic misadventures of a naive young man 

victimized by a femme fatale -- a prose rendition of Byron's Don Juan. 

As we have seen, Swithin plays Adam to Viviette's Eve. He is also Ado

nis to Viviette's Venus (56-57), Odysseus to Viviette's Circe or Calyp
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so (46), Samson to Viviette's Delilah (46-47); in short manly innocence 

is under siege by feminine wiles. Swithin's experience resembles that 

of Thomas Rymer's with the queen of Elfland, suggestive of the knight's 

encounter with la belle dame sans merci. It is interesting that Hardy 

compares Swithin to Byron's Don Juan (6), a naive, handsome, young man 

irresistibly attractive to women. Ironically, Viviette's fate resembles 

that of Byron's amorous ladies. In the end, it is she who turns out to 

be the victim: she becomes pregnant and cannot find Swithin when she 

most needs him. He returns to his real wife, "science" (67), leaving 

Viviette to the effects of time, change and a second unhappy marriage. 

Swithin and Viviette are obviously opposite in character. Where 

he is young, guileless, unpractised, she is mature, subtle and experi

enced. Swithin's first name and fair complexion suggest a Saxon origin. 

Presumably there is also an allusion to the saintly bishop of ancient 

Wessex. Hardy stresses Viviette's black hair and hints that there is 

22"Romance blood in her veins" (6). "While the name, Viviette, includes 

the notion of life, there may also be an allusion to Vivien, the be

guiler of Merlin. Besides the obvious suggestion of constancy in love, 

Viviette's surname, Constantine, implies something European, even Byzan

tine. She is the grand lady, he the poor man of humble social class. 

Where he is steady, cerebral, mechanical (267, 312), she is impulsive 

(179-180), emotional and romantic (233). He is "a spring bud hard in 

bursting", she all "ripeness of emotion" (102). Swithin is perhaps a 

development of the passive Shelleyan idealist so common in Hardy's fie

tion, Viviette the initiating (124), maternal (32, SS, 2S8) figure who 
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~lps him to realize himself. The Shelleyan motif is further suggested 

by the tower setting and the telescope used to scan the heavens. Like 

Paula Power, Viviette approaches Swithin when he is sick in bed and 

kisses him (77). The scene may ultimately derive from the visit of the 

dark-haired maiden to the sleeping poet in Shelley's Alastor. In an 

earlier, equally suggestive scene Viviette finds Swithin asleep on the 

tower and steals one of his locks. The allusion to Samson and Delilah 

implies that Viviette might be a destructive influence on Swithin. On 

the other hand, she greatly assists him by supplying him with instru

ments. In short, she possesses the characteristics of both the negative 

and positive animae. 

There are other interesting qualities in Viviette only barely 

hinted at. As a result of the rash promise made to Sir Blount, Viviette 

has cloistered herself from society. Hence her likeness to a "nun" (26, 

64) -- a counterpart, perhaps to de Stancy, the passionate "monk in regi

mentals". She is very conscious of what others may think of her: in 

her efforts to please Sir Blount, Swithin, or Louis she has repressed 

23herself. Hardy speaks of her "cribbed and confined emotions" (53). 

There is a strong sense that Viviette seeks an outlet for her warm, 

generous, loving nature. With these and other noble qualities it is 

surely out of character for her to agree to dupe Bishop Helmsdale into 

providing a name for her child. Assuming Hardy wished to promote the 

satiric-comic aspects of his novel, it would have been better perhaps 

had he avoided the pathetic and tragic touches which make us want to 

sympathize with Viviette. 
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At first glance the character types in Two on a Tower may seem 

to provide a departure from Hardy's usual pattern of Shelleyan hero and 

ingenue -- blond, young and countrified -- pitted against the dark

haired villain and fatal lady. Nonetheless, the basic pattern is there. 

To the extent that a villain exists in the novel it is Louis, Viviette's 

ne'er-do-well brother, who plays a role similar to William Dare in A 

Laodicean. (He urges Viviette to make a marriage of convenience in order 

to feather his own nest.) Though Louis is not as improbable as Dare, 

the Mephistophelian associations are present. He is a sly, dark-eyed 

man (177), continually smoking. As previously noted he is a "tempter" 

and a "spider" (219) who tries to snare the unwary in his traps (221). 

Tabitha Lark is essentially Hardy's typical fair young maid of 

country origin, unpractised, but educated, who despite the machinations 

of the villains eventually succeeds in winning the hero. There is an 

obvious similarity here to Fancy Day, Cytherea Graye, Tess, Grace Mel

bury and others. It may be objected-that Hardy leaves Swithin's future 

relations with Tabitha open. But as we have seen, Hardy revised the 

ending of the serial version to strengthen the existing hints (307) that 

Swithin is eventually to find solace in Tabitha's arms. 

Two on a Tower falters partly because Hardy was unable to decide 

on the exact nature of his theme. In the preface he first speaks of his 

wish to contrast "two infinitesimal lives against the stupendous back

ground of the stellar universe" (v), and secondly of the wish to develop 

a sense of "the pathos, misery, long-suffering, and divine tenderness 

which in real life frequently accompany the passion of such a woman as 
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Viviette for a lover several years her junior" (vi). It is apparent 

that Hardy is concerned more with the second than with the first of 

these themes. In developing the love story Hardy stresses Viviette's 

physical attraction to Swithin. It would seem too that Hardy wished to 

treat his material seriously and possibly even tragically; unfortunate

ly this intention is at variance with the ironic comedy which actually 

pervades the novel. Consequently it is hard to take the action serious

ly. Some aspects of the novel -- the stellar background and Viviette's 

feelings, for example -- are presented realistically. Certain episodes 

-- the abrogation of Viviette's marriage with Swithin and her unexpected 

death at the end are highly improbable. Such wide differences in tone 

do not satisfactorily co-exist in the same novel. 

On the whole the characterization is weak. It is difficult to 

sympathize with a character like Swithin who conducts his life in such 

an unfeeling manner, and who is only saved from the full consequences 

of his behaviour by Viviette's death. Despite Viviette's reprehensible 

behaviour to Bishop Helmsdale, she does touch the reader's emotions, 

yet Hardy dissipates this sympathy with the heroine and her problems 

by arbitrarily choosing to end the novel with her death. The other 

characters are dull. There is no William Dare or Abner Power to enliven 

the proceedings. 

Furthermore, the novel contains few romance elements of the 

kind encountered in the fictions discussed earlier in this study. The 

novel is the weaker for their absence, because Hardy very often creates 

powerful effects by basing his literary structures on archetypal pat
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terns that have stirred the emotions of generations of readers. Never

theless, the use of character opposites borrowed from Gothic romance, 

improbable as they may sometimes be in the realistic world of the novel, 

does make for a dramatic heightening of the central situation. Allusions 

to powerful myths such as that of Venus and Adonis and the Fall of Man 

lend to the romance of Swithin and Viviette, at least in its initial 

stages, a sense of significance and anticipation. It is disappointing 

that Hardy is unable to sustain these motifs throughout the novel. The 

central symbol of the tower is well chosen, however, and closely related 

to th.e novel's sexual theme. It continues to shed insights and meaning 

until the very end, when the lovers are united on the column for the 

last time. 

Despite the pretentious statement of intention in the preface, 

Hardy produced only a commonplace love romance. The book is weak mainly 

because of its trivial theme, unnecessarily prolonged action, false con

clusion and dull characterization. Yet Hardy may have learned something. 

important from its composition. In the novels that followed he paid 

greater attention to the conception and execution of his stories. Har

dy developed further his interest in myth, symbol, romance and the 

legendary tales of the past, but they were worked into the texture of 

the novels, adapted to their prevailing moods and integrated more fully 

with their themes. 
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SHORTER FICTION: 


"THE ROMANTIC ADVENTURES OF A MILKMAID" AND "THE FIDDLER OF 


THE REELS" 


Most book-length studies of Hardy's fiction allow a section or 

small chapter for a general survey of his stories and novellas. There 

is general agreement that certain of these are good and others not, yet 

very few critical accounts of individual stories or novellas, good or 

bad, have been written. In.the limited scope of this study it is not 

possible or desirable to add still another general survey or even to 

undertake a detailed consideration of several short fictions. A novel

la and a tale -- "The Romantic Adventures of a Milkmaid" (1883) and 

"The Fiddler of the Reels" (1893) -- have been singled out for discus

sion in this chapter because they are particularly rich in such non

realistic elements as myth, folklore and fantasy, and because they re

veal Hardy's abiding interest in the perils of sexual attraction. It 

is true that the same materials may be found in a number of the other 

tales, but what these two fictions have in common with each other and 

with several of the novels is the same basic methods of characteriza

tion and plot structure. In general, the tales tend to support the 

hypothesis that the romantic, fantastic aspects of Hardy's work are 

both the most typical and the most impressive features of his art. 

188 



189 

Hardy himself did not think highly of "The Romantic Adventures 

of a Milkmaid". In The Life of Thomas Hardy he confines himself to the 

bald statement that he "sent a short hastily written novel to The Graph

1ic for Summer Number" . Purdy quotes Hardy's deprecatory remark that 

"This story was written only with a view to a fleeting life in a periodi

cal, and having, moreover, been altered from its original shape, was not 

.. 112d eemed worth reprinting . It seems likely that Hardy was once more 

swayed by the adverse opinions of his reviewers. Lippincott's Magazine 

commented that "'The Romantic Adventures of a Milkmaid' will be widely 

read, . half with amusement and half with vexation at being so 

tricked and befooled by a clever writer who ought to do better for his 

3admirers 11 • The Literary World was even more caustic. The reviewer 

called the work 

a weak, inconsequential, unnatural story .... If Mr. 
Hardy's genius is to run itself out in such nonentities 
as this, he would better lay his pen down, and rest for 
the future on his last reputation. The story is ... 
thin and flat and insipid.4 

The Nation also confessed its disappointment; their reviewer criticized 

Hardy for putting the reader off "with a humdrum daylight termination". 5 

Most of the British periodicals of the time failed to review "The Ro

mantic Adventures", perhaps because it did not at first appear in book 

form. 

The early critics were embarrassed or disdainful. Lascelles 

Abercrombie found the "romantic apparatus ... somewhat preposterous", 

yet confessed to finding the descriptive passages "curiously effective11 • 

Joseph Warren Beach calls the story "the most arrant pot-boiler that 

6 
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7
\\·as ever turned out by [a] tired <'.nd hara:::sed writer of novels". Evi

dcntly Beach clis~~pprovcd of wri tcrs "v:ho maintained throughout the nj ne

tecnth century the sent imcnt al and Gothic tra<li tions of the eighteenth! 118 

Rutl<md dismisses it \vith the sumn;ciry remark that it is "wholly iJT1pos

9'bl b . . ''si e, ut entertaining . Weber, writing some years later, thought it 

to bf a "wort hlc ss trifl c". lO But despi tc the scorn of these cri t i..cs 

11The l\omantic /,c1Ycnturcs" was eagerly re;1d by the public. Purdy re-

rn<iJks that it 11\·1as widely pj rated,. . and more f rcquently and cheaply 

rcp.rj_nted in /\111crica tiffcic.1i_:h many ye~ns than perhaps any other \Wrk of 

. · 1 l . . 12
doub~ the pr0¥or·ative t1Lle contriJutet to its popularity. But 

cav~_~_!_ ~n1'._'..o.!.:_! Those hof•in[; to witness the ruin of ye·.: another pass.ion

ate milkmaid \':e1'0 in for a <lisan:iointwc11t. Hardy 1 s use of the word "Ro

rnantic" was s1;J:"'<,1:h&t c1i ffcrcnt frci;1 the expectations of his reader~;. 

When, Hd rty yc~ffs ;:cftcr its· first publication, Hardy dccid.:::cl 

1 o collect va-ri ous of his sliort fictions in A Cha1·rr._~~.;:?~· he j ncl udcd 

11The Romantic Aclven'curcs". His apolo;;ctic attitUtlc to these talcs is 

TC\'c2lcd in tl;c preface: "I repr]n1 in this volume, for what they may 

be \\'Orth, a clo;-(n minor 111wels" (Y). A similar vie\'.' is reveriled in a 

Jettcr he \ffOtc' to Florence llenni kcr on Ifovenibcr 2, 1913: 

was g lc11l to ruccivc your letter te] ling me that you 

l:ite to ]i,1vc the book, but you must 11ot e:xpect much from 

it: most of the storjcs were written so very long ago, as 

mere st0p-g;:1ps. that 1 dj cl not particularly care to rcrrint 

them. l~caders SCCi!l to be pl cased v::i th them, however, l.'> 


Wlwn ~___C)!_Cl_l:D.c:.0.__i"l:.1.!2... was aJclcd to the Macmillan Wessex Edi ti on llardy 
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pl aced j t in the arnbiic;uous crrtC'gory of "Mixc,d Novels". l'.11ether he 

meant that the talcs h'erc mhcd in genre, rnjxed in quality, or simply 

diverse is left to the ieader to decide; but certainly they arc not 

what v:e would today call novels. Al 1 of them are stories or talEs 

with the cxct:ption of "The RomanUc Adventures", \vhich is of novella 

length, and \':ould mo:;t accuratc"ly l1e described as a short romance. 

In the existing criticaJ cJ imate "The Rouantic Adventures of 

a Milkli1a_Ldtt h2.s been neither c:rnthologized nor awarded separate publj 

cation. It rern~i:in:; n·Jativel.y hrnrccss5ble to the public, buried in th<;t 

volume of the Macmillan \'\esse::x Edi'Lion kno\','n 2s A Changed t·Jan_. A su1n

rn::iry of its contu1ts is there:orc desirdilc. ln the openjng epj sodc of 

the noveJJa, the d<d.ry1.iaid ~larr;ery T11cker inadvertently interrupts the 

rnelcuic:holy B:iron Von Xantcn in .sn attempt at suicide. Repenting of hi:> 

rash gesture the B<;ron 8sks her to name her reward; after some thour,ht 

Margery asks ldm to taLe her to a ball. Though the Baron is sornewhnt 

apprehensh'e of the consequence:;, he feels obliged to keep his word. 

Marr;E'T)' is ecstatic at tl1c bal 1, but, as the Baron feared, she 

finds it difficult af'tcn.'ards to cidjust to the realities of her life 

as a humble <lcii rym0id. ln particular, she no longer wishes to b<:·col'le 

the wife of plain J i1:1 llay\\ard, the lime-burner. Feeling responsible 

for M:ngery' s suclden dis conter:t with her lot, the Baron tries to o.ss is t 

Jjm -- first by givint him h:rn,!so1>1e farni ture to impress the by-noh' 

snobbish and mciterialistic M:ur:cry, and later, when he is gravely ill, 

by coercing her into a sudden r.10rriagc with Jim. Margery agrees to the 

wedding ceremony on]y on the condition that she and Jim live apart until 
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she is ready to consummate the marriage. The Baron then leaves the 

country, supposedly to recuperate in a more salubrious climate. How

ever, rumours later reach Margery that he has died abroad. 

Jim, finding that he is no closer to Margery than before, now 

decides to bring matters to a climax. He joins the local regiment and, 

resplendent in his new red uniform, pays public court to the lusty 

widow, Mrs. Peach. Jim's ruse does indeed awaken Margery's possessive 

instincts, but to everyone's surprise the mysterious Baron makes a sud

den reappearance and for a moment it seems likely that he wil 1 succumb 

to temptation and carry Margery away with him to become his mistress. 

However, honour prevails. The Baron masters his feelings, restores 

Margery to Jim and disappears forever. Jim and Margery settle down 

into a passionless, but reasonably happy marriage. 

Although recent commentators are unwilling to award more than 

minor status to this tale, they are nevertheless more prepared than 

earlier critics and scholars to acknowledge the effectiveness of its 

non-realistic elements. Evelyn Hardy, Albert J. Guerard and Richard 

Carpenter have commented on its likeness to fairy tale; Guerard and 

Douglas Brown see the similarity to ballad, and Millgate argues that 

14it is another of Hardy's modern or contemporary romances. All these 

aspects are present, and others as well. Margery, tripping through the 

fields on her way to her grandmother's with a basket on her arm, does 

remind us of Little Red Riding Hood. Her almost miraculous transforma

tion in the ·hollow tree from milkmaid to lady, the journey to the ball 

in the Baron's carriage, her dancing with him and the subsequent rever
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sion to her former state -- are all obvious adaptations of the Cinder

ella story. Even the moral, the danger of aspiring above one's social 

level, is characteristic of the fairy tale and, needless to say, of 

Hardy's other fictions. 

It is perhaps not too far-fetched also to see in "The Romantic 

Adventures of a Milkmaid" a resemblance to "Beauty and the Beast". The 

melancholy Beast, it may be recalled, is under a spell which can only 

be lifted when someone loves him for himself. Beauty falls under his 

power because of an act of trespass committed, however, by her father. 

She goes to live with him and gradually finds herself becoming accus

tomed to his strangeness. Later, while on a visit to her parents, she 

learns he is dying and rushes back to his mansion. Beauty succeeds in 

reviving Beast, and discovers that she now loves him. There is a cer

tain parallel to this in Margery's unexpected meeting with the Baron 

while trespassing on his property (which has the effect of preventing 

his suicide), her initial fear of him followed by a growing infatuation 

and, later, her quick response to his sununons. 

Many of the folktales Hardy records in the autobiography and 

notebooks are concerned in one way or another with "the ruined maid". 

But for the Baron's change of heart at the last minute, Margery would 

have been just that. The Fanny Robin episode in Far from the Madding 

Crowd, similar situations in Tess of the d'Urbervilles and in many of 

the tales and poems show that Hardy found "the ruined maid" an attrac

. b. 15tive su 	Ject. 

Another common figure in folk literature is the mysterious 
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stranr,er. As long as count-ry people remaiJJ close to the land and famil

jar only wt.th thejr ov:n parish, any stranger may become 	an object of 

16
suspicion. If, :in addition, such a person were foreign, an<l aJope 

or simply unfamil:i aT \\'i th loc1l customs, a supers ti ti ous peasantry 

might suppose him to be an emissary of evil. In folk literature the 

devil :is often prt.scntcd as one who dresses differently from others. 

Hystcriods stranso·s 2re comrnoa enough in n.omantic and post-Romantic 

]j tcniture. The D;·ron is one of a ser:i es of outsiders, usually malev

oJ ent, \\'ho come to c]j srupt tJ·,t· peace and order of the agriculturnl 

communit:i('S Hanly l1c:;c1·:ibc;s. 

Seve1 al cr.i tics hc:1ve ccr,:me::nted on the incorporation of ball 2.d 

17
motifs in llardr's fjct·i.on and poetry. /\ eood example of this technique 

may be fouJld in nTlie: l~omantic Advc:ntures of a Milkmaid", the plot of 

which is hased on "The De111oi1 Lover", a baJ lad which recounts the L,tc 

of an unL:d tltful, <'Yc1ricious \;o:~~;n \·.1ho deserts house, hushand, ancl baby 

18
to sail ~fr>'a)' Kith her former lovn·, now mysteriously wealthy. In the 

en<l, t11e ship fouitdcr~> and the lover is revealed to be a demon. In the 

course of his J·:search in the Dorset County Museum, ~lichael ~lillgate 

discovcTcd a note in ll;ff<ly' s cnpy of A Ch~11z_c.d ~J.::.~!.!.. which clearly shm·:s 

the connection bct\·een the ballad ancl Bar<ly's romance: 

The forq;o1ng finish of the Milkmaid's adventures by a 

re-union 11'ith lier husb:md w;:is adopted to suit the require-· 

rnents of tlic suLuner number of a periodical in which the 

stm:y 1;as first pri ntcd. But :it is well to inform readers 

that the end i 11g orj gin:clly sketched \\'as a different one, 

Margery, in~~1 l ;id of ret m nj ng to Jim, disappearing with 

th<' Baron :in his y<:cht at lcl1:1outh after his final proposal 

to her, 4 bcjn1: no more hC'i1nl of in l:ngland.19 


At J f'nst t '"° rcfcrc11ces ln the rcvj sed text apparently prepare the 

http:l:ngland.19
http:fjct�i.on
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reader for a cal and. tous conclusion (3J 5, 350). In most vers.i.ons of the 

ball a<l the demon lover is a revenant, returned from the dead to test 

and finally punish the faj thless wife. In Hardy 1 s story the Baron re

turns unexpcct0dJy at the end like a ghost, it being supposed by the 

villagers that he had died abroad. 

In "Tlie Romantic Adventures of a Milkrnaicl" we find ourselves in 

the \1'orl<l of ro:nance and f011ta::;y. Yet ll~ndy docs not, as j n sorn2 of his 

weinl taJ es, choo~;c to imn,crse himself completely in the su:r12rnatuTc'l. 

He 1 :-it.her a<lopt s a Hav:thornian ambj r,ui ty: there are many hints that 

the Baron is a de~onic figure possessed of supernatural power~ and cer

tainly the vill2gcrs looL 0n him in tliis light. On tho other hand, for 

the skrovt icc:l re<Hlcr, the i;aron' s beli:rviour may Le explained in a pe"

fect ly natural e<nrl rot i.onal ,,·ay. The 1-.'1101 e qucsti on is blun'c<l by llar

dy 's apparently Lklibcriltc coDplication of the novelle<'s pojnt of view. 

In the ori r,irnd pub 1ication of the rom3.nce in Il'c Gr..:'T!.'.~_c_:_, the 

narrator is oini,iscient, <JltLough he ·c1sually merit.ions that he has de

xived at Je3si. part of his knowledt-;e of the events from Margery and Jirn. 

Hm.·ever, in the re-vised cd i ti.on, Hardy j rnrncd:i a tel y introduces vs to a 

land-surVt')'OY \1']10, it wo11 l d seem, has taken the story from ~largery (314, 

317), nnd Jim (:;~H), and p::ssed it on .to the present narrator. The 

land-surveyor is "z.. gent l ci:1an with the faintest curve of humour on his 

lips" (299) i:11plying_, perhaps, that he takes the villagers' account of 

the h'drcl Ban111 1v:ith considerable skepticism. At any rate, the narra

tor, by no\1' co1i~;iderably distanced f1 ma the events, can allow hir.1self 

to pose as being quite i111p«rtial on the question of the Baron's supposed 
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supe;rnatural identity. In hj s fj nal comment on the Baron, he observes 

that in S:ilverthorn the Baron 

is sU ll r0ganled as one Kho had something about him magical 
and unearthly. In hjs mystery let hir.i remain; for a man, no 
1ess than a lcin<l~:c;-i.pC', 1'110 awalcns an interest uuder uncer
tain l:i ghts and touches of unfathomable shade, rnoy cut but a 
poor figure j n a garish lloontide shine. (399) 

The narrator adv:iscs us to adopt the attitude of the villagers, for 

shouJ1l we subject the Baron's charcictcr to the light of reason we are 

likely to strip hir.i of his mystery and glamour. The older generation 

of critjcs who ad1;1ired Har,1y's realism felt embarrassed when llardy in

troduced elernc11ts from Gothic rom<:cncc. Modern commentators, j nfl ucnced 

pcrh0ps by the current fcid for f<:intasy and the occult, are fortunately 

more receptive. 

It is not suTprj siiit to find echoes of Sh;o~(cspearian rorn<,ntic 

comC'cly 2mong the other romance clc11Jcnts e;aploycJ in the talc. There 

is f.irst of all an allusion to Shakespe;:n-e 's As _ _Jou __ Ljke It. The r.1elan

choly Baron is sci:i..cl to be "the Jaques of this forest and stream" (34,1). 

A fev; ro.gcs fu1 Lhcr on, the narrator co,np,'.:ircs the Baron's enchantment 

of Mrirgery to the po11'cr of "Prospero O\'t.T the t;ent le Ariel" (349). But 

these allusions arc less import<mt than the subt lcr feeling thcit !Ja.cdy 

is one,~ again l<:'a<Jing us into a dcl ightful dream--w0rld that never was. 

1he action takes place at Silverthorn: 

Jt was ha1f-pnst fonr o'clock (by the tc>stimony of the 

lancl-survcy,lr, my m1thori ty for the p:uticul ars of this 

story, a gentleman with the faintest curve of humour on 

his lips); it was half-past fo~ir o'clock on a ~by morning 

in the eighteen forties. A dense 1d1itc fog hung over the 

Valley of the Exe, enclinp. against the hills on either side. 


But though nothing in the v::il0 could be scc11 from high

er ground, notes of cU fft~ring kinds g<.wc pretty clear in

http:lcin<l~:c;-i.pC
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dications that bustling life was going on there. This 
audible presence and visual absence of an active scene had 
a pecuJ iar effect above the fog 1evel. Nature had laid a 
white hand over thL~ creatures ensconced within the vale, 
as a hand might be laid over 8 nest of chirping birds. (299) 

In the scene that follows, Margery emerges out of the foggy valley bot-

torn and ascends into the light of an early May morning, (a time of year 

assod ate<l with fertility and other folk rituals). It is on Mount 

Lodge that she has her initial encounter with the mysterious Baron. 

All the marvellous, glmuorous expc·riences she has with him stand in 

sharp contrast to her life as a milkmaid in her father's dairy and to 

the humdrum, passionless life that awaits her as Jim's \vife and to 

which she returns at the end. Throughout the ta1e, the scenes alter

nate between the real \\Orld of Silverthorn below and the enchanted 

drean;-like realm above, \,ihich is similar in atmosphere to the r:green 

world" of Shakespeare's romantic corncc1ies. In retrospect, the name 

20
Silverthorn carries with it a sense of the doubleness that pervades 

Hardy's romance --- the si1 very el egahc-e of the Baron's social sphere 

pitted against the thorniness of the everyday world. 

The last two chapters resemble the final act of a Shakespeari

an romance: the charcicters, hopch~ssly confused, rush madly off in 

various directions in a comic 8ttempt to find each other. Finally, 

hO\'lever, a general Tecnnciliatj on takes place. Husband and wife are 

reunited; the father makes peace with tlw roung couple and the rnclan

choly Jaques departs, never again to trouble the peace. As in Shakes

pearian comedy, the characters enter the realm of romance tainted by 

the vices rm<l fol Ly of society. Inside they are someho11· purged, puri
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fied, or at least chastened. This is roughly the experience of Hardy's 

major characters. He may have regretted that he could not give the 

story the traditional calamitous ballad ending, but the present conclu

sion is quite consistent with the prevailing ironic tone, the logic of 

fairy tales and, moreover, is thoroughly characteristic of the author 

of Desperate Remedies, Under the Greenwood Tree, Far from the Madding 

Crowd and A Laodicean. 

In the original version Hardy does not attempt to date the 

21 
story, but in revising it for publication in A Changed Man Hardy 

chose to set the action in the 1840s (299), perhaps to distinguish the 

story from Tess in time as well as in place. It is interesting that 

Under the Greenwood Tree, The Return of the Native and The Mayor of 

Casterbridge are also set in the 1840s, the period of Hardy's child

hood when the full impact of the industrial revolution had not yet 

reached Dorset. For Hardy, and possibly for his readers, it was a 

period both remote and dimly remembered, conducive to the mood of ro

mance. At any rate, "The Romantic Adventures of a Milkmaid" has some

thing of the same gay pastoral quality of Under the Greenwood Tree. It 

contains too, a similar cyclic alternation of the seasons: the Baron 

appears to Margery on a May morning (299). He "dies" in October (360) 

only to reappear once more at the time of the Yeomanry Review in May 

(378, 389). There is a muted reference here to such myths of death and 

rebirth as Venus and Adonis, or Proserpine and Pluto. Similar mythic 

allusions are to be found in Shakespeare's romantic comedies, particu

larly in the last plays. 
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22It is not true, as some critics have alleged, that "The Ro

mantic Adventures of a Milkmaid" lacks a theme. Hardy is once more 

concerned with the effects of sexual desire, with courtship and mar

riage. He recognizes that what is called love is basically sexual at

traction, and that marriage, if it is to have any chance at all of 

succeeding, must have the more important ingredient of compatibility. 

The Baron himself states the novella's theme. In recommending Jim to 

the reluctant Margery the Baron observes: 

He is an honourable man, and will make you a good husband. 
You must remember that marriage is a life contract, in 
which general compatibility of temper and worldly position 
is of more importance than fleeting passion, which never 
long survives. (365-366) 

Margery, however, is very little attracted to Jim. Hardy stresses this 

point in an addition he made to the ending. In The Graphic, when Jim 

asks her whether she would now go with the Baron should he so request 

her, Margery replies: "'Yet no, ' she added, hearing the baby cry, 'he 

would not move me now.'" To this Hardy added in revision: "It would 

be so unfair to baby" (399). Margery is not unhappy with Jim; on the 

other hand, she is obviously not deeply in love with him. It is the 

Baron who appeals to her strongest and deepest feelings: "Indeed, the 

Baron's power over this innocent girl was curiously like enchantment, 

or mesmeric influence" (349). Her submissive reaction is like Cytherea's 

to Manston, Elfride's to Knight or Bathsheba's to Troy. It is a sexual 

power almost always in Hardy preceded by a symbolic or physical action 

passionate music, rescue from danger, or a display of swordsmanship. 

In "The Romantic Adventures" the Baron is first saved from suicide by 
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Marrery' s appearance. Ile then rewards her by symbolically redressing 

her in clothes of his choice and dancing with her. Hardy stresses that 

she lacks all power to resist him. In another interesting addition to 

the ending, Hardy rrwkcs Viargery 1 s passion for the Baron explicit: 

After a moment she added: 'Now that he's dead I' 11 make 

a confession, Jim, that I have never made to a soul. lf 

he had pressed me -- v;hich he did not -- to go with him 

when I \·Jas in the carriage that night besj <le his yacht, 

I wouJ d ha\'e go11c. And I \':as disappointed that he did 

not PJ css me. (399) 


The effect of the revi~jcn is to change Margery's character. In the 

original text she hcid been able to Tefuse the Baron's proposal to elope, 

but in the later VC'rsion it j s he who saves her honour (and perhaps h"r 

soul) by rejecting the ternptc:Uon to exp1oit her wecikness. 

As th:.; n::!rr2tor observes: "the B::ncu' s pmrnr was so rn~1s-

terful that the sexurd cJcme11t was c;.lmost f'Uminated" (~~Li9). Margery 

is of colir:':-c~ awed by the Baron's rank, \;ealth and stc:.ture, but Hardy 

r.1akcs it plain that tlie "sexeal C'lcm~nt 11 is not the least of his ch2H1s. 

Her arnLitlon to hecornc the B::non's Kife js, ho'r.'ever, totally unrealj:::

tic. No mJtter how v:e Tegard his offer to take her \'Jith him, it is 

certaj nly iwt a m:::rri;-ige propos~J. Though ~brgery has the power to 

rai sc him from his fit::; of mcl211cl1oly ,. there is never the slightest sug

gc.stion tl1c:t 1Jwy arc in any other \·:ay compc:,tible. Fortun;:;.tely for 

her, the B2ron 1 s sense of res1;01tsibility saves her from what sooner or 

later would have lo~·:cn a "fate 1-.10Tsc tlian death". In Hardy 1 s vie\;, ~;ex1:-

al pass.ion is a most unrcli;:bJc fo1..m::Iation for happiness 5n marrial;c. 

Murgcry' s v:e~tkncsses rn::ikc it rel2,tivcl)' easy for ,Jim and the 
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Baron to manipulate her. In the wedding scene Margery is a "lamb" being 

led to the sacrifice (363). Her bitter complaint that '''tis a footy plot 

between you men to -- snare me!'' (371), expresses her view that she has 

been victimized by the men. But Margery is not simply a persecuted maid

en. Hardy finds pathos in a young woman's loss of freedom and indepen

dence when she is compelled to accept m;isculine domination. He touches 

on this motif in several of the novels 3nd tales. In "The Romantic Ad

ventures", however, Hardy does not mean us to feel pity for MargcTy; he1' 

plight is laTgely the result of her ludicrous social anrbitions and desire 

for material goods; hence the overthrow of her independence, pathetic and 

tragic else\~here in llardy, is here merely a comic rendering of justice in 

keeping with the comic tone of the romance. In this fiction, Hardy's at

titude to social climbing is one of disapproval. If the Baron had not 

impinged on Margery's life she would probably have quietly settleJ down 

with clim. But by allowing her a taste of high society the Baron stimu

lates her latent ambition for luxury: The Baron, aware of the clangers, 

plays the role of Margery's tempter unwillingly, but feels obliged by his 

promise to take her to the ball. He becomes the disruptive outsider, not 

because he is consciously evil like Manston or Alec, but because of Mar

gery's moral weakness. 

The story is open to an intriguing psychological intc1·pretation: 

it can be understood as an atter.1pt on the part of Margery to work out 

in real life the dreams, fantasies and desires of her unconscious mind. 

Hardy suggests that her character is basically childish (306, 328, 395). 

She seems to feel, for example, that she is not properly arprcciatecl, 
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ci~1cr Ly her father or by Jim. Whenever she has trouble at home she 

flees to her grandmother's: 

She had a place of refuge in these cases of ncces!'>ity, and 
her father knew it, and was less alarmed at seeing her de
part than he might othcrwi se hcive been. Thj s place WclS 

Rook's Gate, the house of her gnmdmothcr, who always took 
Margery's part when that youne woman was particularly in 
the wrong. (353) 

She is unable either to reject or accept Jim decisively. In order to 

put off the marriage, Margery crn~plciins of his lack of material good~. 

\llh('n these make a mirc1culous appearance she reluctantly BErees to the 

nwrriage. Stj 11 tmwill ing to face her problem directly, shi:- uses the 

Baron's summons as an excuse to disrupt the v;('dcl:i ng. Her reaction 1·:ltcn 

she supposes that Jim has deserted her for Mrs. Peach js typical of her 

childishness: "a' scerncd very lo·,v. Then she said to me, 'I don't like 

standing here in this slumrnocky crowd. I shall feel niore c:.t home an10Dz: 

tlte gentlepcopl e.' And then she went to where the carrinr:e~; were dra1rn 

up 11 (389). At the predse moment wh.en MaTgcry is nmnint aovay from her 

problcm with Jim the Bsron mates another mii-acuJ ous appoar;:mce. The 

Baron may therefore be regarded as an expression of lier cscap::.st tcJlden

cies and even of her unconscious SC'xual fantas:ies -- the desire to b_. 

swept off her feet by a 1'0werful, handsome Prince Chan1i11g. She sets 

the stage for this by nwking the unusual request that tlie D:iron n;\\'~ncl 

her by tab ng he1· to a ball, and by failing to tell hin: tLat she is en

gaged to Jim. But Margery does riot simply w:wt to go to a baJ 1; she 

\iants to be ta.ken there by the Baron. 

In his presence her normal t i·ai ts of cktermin~1U on and indcpen

dc·nce fade. As noted previously, !lardy revised the endj ng to show t}-,;1t. 

http:cscap::.st
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M~ugcry is incapable of resisting hhl. Her loss of will, the conscious 

side of her psyche, is std king; as the Baron \'>'urns her, she is risking 

her salvaUon (350). In psychological te1111s the Baron is the animus in 

his negativC> aspect, that side of her psyche that seeks to lure her away 

froitJ the difficult task of creating a mature relationship with a real 

man. The le2st of her <langE'rs is a prolonged childishness. She is in 

fact risking her very existence, for there is more than one hjnt that 

the Baron is a de1,wn of death. He is obviously ~;uiddal. The narrator 

reir.arl:~. on th,: "deadly" whiteness of his skin (303). He first appears 

to her in MJy, f::llls sick in October and supposedly dies shortly after, 

only to make a sudden reappearcmce the next ~lay. He offers to can·y 

her away in hj s black coach and racht to a d:i stnnt region wr1ich we must 

assume to be infcn1al, 2n<l to which he eventual] y returns. Hardy blends 

his intuitive u11derstnnding of human psychology with his conscious know

ledge of myth to create a fascinating presentation of the criticaJ pc:ri-

od in the psychic devclorr.ient of an immature woman the moment when 

she 1:mst choose either to accept reality and full i.-omanhood or to lan

guish, pcrk1ps foTCYer, jn a childjsh r('alm of daydream and fantasy. 

There Js, of cm1rse, more than one way of looking at Nargcry's 

behaviour. Li Le t11e f j cklc lady in ''The Dernon Lo\'cr", Margery is ego

istic, matcrinlistic and socially ambitious. As we read the story we 

vwnc1_cr if she will suffer the same fate. But Hardy is careful not to 

blacken Margery's character undul)'. Since she does not at first con

summ::ite her marriage with Jjm she cmmot really be accused of wa11tinr, 

to ccmrni t adul tcry 1dth the Boron. Perhaps Hardy's decision to dis
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pcnsc with the expected ending wos guided jn p3rt by a reluctance to 

allow the talc to become too obviously similrr to the ballad. At any 

rate, his disapproval of Mart;cry's frivolity is expressed rnildly through 

hj s ironic ::md sometimes comic treatment of h~r. 

Readers of "The Romantic Adventures" will look in vain for liar

dy's usual theme of the passfrtg of the old. I:ut in ]w_Gr~p_hic version 

of the tale lhtdy had included the followinz passage: 

This hamlet h~d once bcen a populous vj lLige. It bore 

the name of Letsco1rbe Cross. In the mj ddle, \'/here most of 

the houses ha<l formerly stood, a road fro;;1 the hills tra

versed the highway at right angles down to the water-meads, 

and at the intersection rose the rew&ins of the old mediae

val cross which shared its n::'me with the hamlet. The in

teresting relic of antc-Rcn::iissance times was sadly nibbled 

by years and \vcathcr, but it still retained some of its old 

ornarnenL, and WCJS often copied into the pocket-book of the 

vagrant artist. Jim llay\\'al"ll was ~ tand_LJll', in sight of this 

object v:ltcn he beheld, advancing towards it from the oppo

site direction, the black J-.orscs and carr:i2ec he sovght, 

now gilded and gJ orious 1vi th the dying fires of the 1,'cstcrn 

sun. 23 


J t seems likely that Hordy mack the deletion Lccausc of the rescrnbl<!rCC' 

that Hardy had by no mean:, ab~ndcned his concern with the passing of 

the old way of life. Indeed, 11The Ro;11m1tic Ad1'enturcs of a ~!ilkma:id" 

was fol lowed some months latc'l' by the publicition of "The Dors~tshire 

Labourer", the essay in which lbnlr set forL-h in niemorable terms his 

regret for the decline of rurul E;igland. H:1rdy's deletion of the above 

passage in "The Rom3ntjc AdYer.turv:." is justified, for it is not germane 

to his co1tral thc111e, ho1·cvcr 1;1uc-h it increases the drw11a of the parti

culur scene. 
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Once again Hardy employs the technique of character opposites 

in· "The Romantic Adventures", though the contrasts are not as pronounced 

as in Two on a Tower. Margery is essentially the country ingenue, in

nocence at the mercy of experience, though a careful examination of 

her behaviour reveals that she is not altogether naive. Nor is she 

particularly refined or sensitive; yet Hardy does manage to suggest by 

means of her speech that she is a cut or two above the people around 

her. lt is worth noting that in revising the text Hardy added more of 

24the vernacular to Margery's speech and emboldened her behaviour. 

She thereby moves closer to Jim's level and correspondingly further 

from the sphere of the Baron. While Hardy is at some pains to show 

that Tess would adorn her lover's social sphere, it is all too evident 

that this particular milkmaid would be a liability. 

The Baron as we have seen, can be regarded as a figment of Mar

gery's jme:gination, or even as a semi-allegorical representation of 

death. He is aJ so a sUlful melange of the Gothic villain-hero, the 

Byronic fatal man, and the conventional devil of folklore. Where pre

viousJy J;;ndy had drawn on Chilcle Harold for his portrait of de Stancy 

and Don .Juan for Swithin, the appearance and behaviour of Baron Von 

Xanten owe something to the heroes of Byron's romantic verse narratives 

and possibly to t·ianfTc~. To begin with, he is a wealthy, leisured 

nobleman. Since little is known about hint for certain, his mysterious

ness inevitably inspires conjecture among the villagers: "That he had 

committed some folly or hasty act, that he had been wrongfully accused 

of some crime, tlu1s rendering his seclusion from the world desirable 
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for a while, squared very well 1d th his frequent melancholy" (356). 

The Byronism of this pa~:sage is obvious. The Baron's characteristic 

i1hilosopld cal pcssirr1isu anc1 pronounced death-id.sh may al so derive from 

Manfred. 

Ha.rdy particulorly emphasizes the Baron's Satanic quality. !-le 

is "an unkno1·m and lHmdsorne str211ger" (308), tall and dark (304). It 

is perhaps sip,nj ficant t.ha.t Margery first. c11countcrs hirn j n the garden 

. . . l] ~ 25as 1 a sma _act o~ trespass. The postm~n remarkss1e 1s cornm1tt1ng 

that the Baron hos "livec1 in England so long as to be without any true 

country . . . so that 'a rnust be born to sor:1cthing that c:-m' t be enrned 

2(J
by el.bow-grease u.nd Christian conduct". To l·largery he i:~ a "dei::i

god" (354); tlic narrator cornp:-:rcs him to Rh;:id,~1;:~:nthus (:~27). He smokes; 

his eyes appc~ff to burn wi t.h an un0arthly ligl1t (395); his horses o.nd 

carriage seem "black ancl daenonic" (393). JjJ11 unwittingly l>rings al 1 

these a] lusions together when he re1!1arks: "A.nyLJd)' would think the clc\·il 

had showed you all the kingcloms of t11e 1.·orl cl sh1ce I sah' you last! (33~) 

The Daron occasionally signs hiinself "X" (~Q8), traditior1i1l S)'1"bol of a 

27
pcrso11 or object unknown or unrevealed. Perhaps in revising the lo

calc of the ron1ance from tlte Valley of the S11·cru1 to tl1e Valley of tlic~ 

Exe Ilardy sought to jr;ipJy a link ]'.:::tween the B~qon's sjgnature anLl the 

name of the river. It is p~·esum2b1y not mc:rcly a coi11ciclc,1ce that h(:· 

arr:mges to rneet ~brgery at Thrcc-l:a l ks- [n,1 :in Chillington \food (317). 

Margery and the Daron arc <lramat j c opposites. ln a sense she 

is a persecuted maiden, he the opprcss:iYe \'illain-hero. Iler sanguine 

tcmpeTament and pink c0111pJcxion contrast Kith his sicklincss and un

http:death-id.sh
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healthy pallor. She is a country girJ, "Nature's own image" (305), he 

a product of aristocratic decadence. She is the "orange- flo\ver" to his 

"sad cypress" (361). He leans towards death; she has the po1·:er to re

vive him. 

In JanKs Hayward we find another of Hardy's young, fair-haired 

(331) count1·yrnc11 courting a 12.dy who hes become Ullattainable to him be

c;wse of her social ambitions. Jim, hoi\·evcr, is not quite the dreu.my, 

d5_ffident, Jl<civc young m2n comr.10nly found in Hardy's rr.inoc' fiction. H1.:; 

is intrepid <rnd aggressive, even some1~h0t underh:md. There is a good 

dc8l of subtlety in his relationship with the Baron. At times he con

spjres with him to underrnin8 M<-n[;ery' s freedon and inclC'pcndcnce, yet as 

he instincUvely understands, he is also the Baron's rival. J!js fresh

ness and health (330-331) contrast stroagly to tLe sickly vitiation of 

the l~aron. At the same t_i_me Jim's association 1·1i th nature and the out

doors implies ci b3sjc co:11patibility with Margery. The BaTon is a~dn to 

the tired, decadent de St<incys; Jim [lild MargeTy arc of he<llthy energetic 

stock. 

The haw!somc, lusty t-lrs. Peach plays an ~n:iusing though minor 

role in the novella. Since s11e has 1-.C'corr.e restive in her \·:iJcw1hood she 

poses a th rc~1t to Mc:crgcry' s future h;-i_pplness. Her prcdc=~tory qualities 

li11k her \\·j_ th Viviettc, !·el ice Charmond and ArabcJ la -- feii:rnes fatal0s 

lJOtc:nt:ialJy d;'ngcrous to the young hero. The character type's are there

fore' very n:uch in accordance with the usual pattern of Hardy's fiction. 

The e~nly critics disapproved of "The Romantic Adventtl1'CS of a 

Milkmaid" Jarg<.~ly be:·cause of what they considered to be its gross j1;i
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probability. But this cannot be a legiti;natc objection. In the first 

place, beneath the facade of magic, mystery and romance a keen psycho

logical analysis of fe~ale behaviour is taking place. Secondly, Hardy 

is successful in ereat ing a neo- Shakespearian 1wrl d of fantasy and ro

mance within which the weird Baron and the improbahle events have their 

being. We arc charmed and amused, never outraged as we sometimes are 

when !la rely tacks on an arbitrary ending to a basically realistic story. 

Jn "The Rorru:mU c Adventures" the element~ of fairy tale, ballad and myth 

are ironically and sbJ fully pl <eyed off against the rationalistic p:o·c

suppositions of the reader. As earlier noted, several aspects of the 

story promote the assumption that the ruin of the milkmaid is well nigh 

inevitable. Jlowcver, Hardy surprises the reader with an unexpected 

ending, at the same time satisfying him 1·1Hh the feeling that it is 

true to the nature of the charJctcrs and the atmosphere he h;1s cTeatcd. 

The main charccters and events are memorable bGcause Hardy all01·Js full 

scope to his flair for fantasy .:md romance. "Tlic: Romm1tic Allventurcs 

of a Milknwid" is not a mnjor 1,·orL, yet it auompJishes admirably ,,·hat 

H sets out to do, and j s closely related in theme to thC' noveb; it 

deserves recognition as one of the most succl'ssful of his shorter fjc

Uo11s. 

Sevcra.1 critics have coi;i;;:cntcd on the r8semblance of "The Ro·

nwntic Adventures of a Milkrnaic1 11 to Tess of th~.d'UrberviJ~cs, and Pur

dy is prob:•bly correct in arguin~ that a number of the modifications 

Barely made to The Gn~12!.1ic version of 11The Ror:wntic Adventures" were 

. I . b . . . , . 28
m~1ng to 11s concern a out its s1m1~ar1ty to Tess. HowcH'r, the re
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lationship of "The Romantic Adventures" to "The Fiddler of the Reels" 

is much closer. The two tales arc connected in setting, theme, tech

nique and characterization. 

"The riddler of the Reels" takes place at about the same time 

as "The Romantic Adventures". Car'line lives at Stickleford where, in 

The Graphic version, the Tucker dairy is located. Both stories are 

concerned with the irrational nature of sexual attraction. Both contain 

large elements of romance and fantasy, and a supernatural explanation 

of events is ambiguously balanced by an apparently natura 1 or 	psycho

logical interpretation of behaviour. The most obvious resemblance be

tween the two stories lies in the similar techni~1es of charactcriza

tirn1 that they reveal. The interrelationships of the Baron, Margery 

and Jim are strikingly similar to those of Ollamoor, Car'line 	and Ned. 

29
The raven-haired, mop-headed musicians of the Toneborough bal1 anti

cipate the romantic appearance of Mop Ollamoor as described in "The 

Fiddler". 

1There can be JlO doubt that "The FiddJ 01~ <level ops its sy1nbols 

30 more economically than "The Romantic A<lventures 11 As in most sym• 

bolic works it is not possible, or desirable, to make a one to one 

identificatjon between symbol and meaning. The story permits several 

interpretations, all of \\'hi ch are consistent with themes that llardy ad

vances elsewhere in his fiction. 

In the first place Mop OllaJnoor is a romantic archetype of the 

dark, primitive, scxuaJly powerful man who threatens the stability of 

conventional domestic life. Like lleathcliff in l'iuthering Heights or 
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the gypsy in Lawrence's "The Virgin and the Gypsy", he reprr:sents a 

passionate, ~1oral approach to ljfe diametrically opposed to the sup

posedly ordered control of the passions known as marriage. Such fig

ures turn up in litera1ure whenever courtship an<l marriage lack physi

cal passion or fervour, in consC'quence of an l<ndue subservience to a 

moribund social convcmtion. As l1is name proclaims, Mop OJ lamoor is 

"all amo~_:!:~", and hence closely related to Hanly' s other romantic men of 

uncontrolled passions -- Sergeant Troy, Fitzp:iers, Damon l':ildevc, 

Captain de Stancy, Alec d 'Urberville and, of course, to that other i;;usi

cal seducer, Aeneas ~lanston. Usually these figures arc dark-haired, of 

foreign extraction, or at least strange to th(: neighbourhood in which 

the action takes place, 

Frequently they have DyJ'onic qualities. Although this is not 

true of ~lop, the seductive-demonic nature of the man is obvious enough. 

He is a stealer of hearts. "f>l[!ny a worthy viJJ;:iger cnvjed hjm his pow

er over unsophisticated maidenhood -- a power which secn1:::<l sometimes to 

have a touch of the \vcinl and wi zarJly in it (166). He "h;:id never, in 

all likelihood, enterecl a church 2t 211. All were devil's tunes in his 

repertory" (167). Be is capabJ c of magical appearances ;:md disappear

ances: at the end he vanishes ii1 to the "dark heath-land ... a place 

of Dantesque gloo!11" (183-18·1) 1·1.i th the chiJ cl. Like Baron Von Xanten 

he seeri1s d(;Jllonic, but not quite the tradi tion::il demon-lover of the bal

lads. Certain attri but C's i1::ply a likeness to the elf or fairy: the 

k . l . . 1 . 1 } . . . . } . d d . 31 h'ins.Dp \\'l t 1 ann1a s, 1is association WJ ti mus1_c an ancJ_ng, t e 

"elfin shriek" of his fiddle. Other elei~1cnts of folklore and fairy 

talc add to r.Jop's gJ<mour. He is the legendary child-stealing gypsy, 
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"un-EngJish" jn appearance, "his complexion being a rich olive, his rank 

hnir dark and rather cJ arnmy made still clammier by secret ointments" 

p66). There i~ so111ething too of the Piecl Piper of Ha.me Jin in his abil

ity to move the village children; the hypnotic effect he has on the sen

sitive Car'line is similc..r to the impact of the Baron on J\!argery. 

In Desye1~?_1~:,_~em~_2j ~s- Manston' s use of music to acquj re a hold 

over Cythcrca is presented in more or Jess realistic terms, in k1?epi11g 

with the prcdomi n;rnt atmosphere of the novel. In "The Fiddler cf the 

ReeJs", however, the music bccrn:ics an "unholy musical charm" (185) c:p

proprin.tc to the fantastic nature of the JFincipal character. P,ut in 

both fictions music represents ~;cxual pow:-r. Mop's vj olin is bl at ant ly 

phallic. 
32 

The n:nr8.tor spc;:iks of the "~al tatoTy tendency which the 

fiddler and his cum,ing inst1·u1:K:nt had eve1· been atle to start in her" 

(180). Next "!1!op began aggressively twcedling 'J\!y fancy Leid,' in D 

major, as the air to v:hich the reel w;:is to be footed .. for it wcis 

the strain of all seductive str&ins which she was least able to resist!' 

(180--181). The music contains a "patl1os running high and 1unning lmJ 

in end less variation, proj en:ing through her nerves excruciatinp_ spasr.1s, 

a sort of bl.i ssfu 1 torture" (JSJ). Alntost at the end of her strength, 

she "flung up the VE' i 1, and CC' St her eyes upon him, as if imploring him 

to ,.,,j t hclraw h:imsr:J :f and his acoustjc n12 gnct ism from the atmosphere'' 

(182). "She thus continued to dance . . . slavishly and abjectly, sub

ject to every 1.;ave of tlic n1l'l OL~)', and probed by the gimlet-] ikc gne of 

her fasciiwtor' s open eye" (182). Finally she colJ apses "in convulsions, 

WC'L~ping violently" (J 83). Mop's cxtrav;1g~:nt virility, symbolized by h_i_s 

http:spasr.1s
http:proprin.tc


212 

long, profuse, higl1ly scented bl8ck hair, stands in significant con

trast to poor English Ned l-lipcroft who, as Hardy tactfully phrases it, 

possesseJ ''a nature not greatly dependent upon the ministrations of the 

other sex for its comforts" (171). Unlike Margery, Car 1 linc under

stands that a yeoman lover ca;i make a tract<:ble husband, but unfortunate

ly for mankind sexual attraction is the demonic force that disrupts per

fectly sound and rational niatrjrnonial arnrngcments. It is not so very 

different in its effect from the malicious \-:ind of Desperate Remedies_ 

or the cJ iff in ~-~-~:j_I:__of B_l.:-:~__Jjes: man is the p8rennial victim of 

natural forces far greater th~n himself. 

"'1he Fi<lcllcr of the Reels" also lends itself to psychologicnJ 

interpr.::tad ons, thour,:1 not qui tc so obviously as "The Ronantic /,d·,·en-

turcs". The t1110 riv2.ls rep:rE>scnt differc1:t ;:;.spects of Car' line's psyd~e. 

On the one hand Ned llipcroft, as his surn.:;mE' rne1y imply, stm:ds for home, 

cozy domesticity and security. In his Lambeth lodgings he moves al:C·Lt 

11with the f2ciUty of a woman, doing hjs own cooking, attending to his 

stocking heels" (17J), and nothir:g suits him better than the role (,f hus-

band, fat her and prov iclcr: "The re ady--r,1;:clc household of which he sud

dcnly found himself the head imparted a cozy aspect to his room, and a 

33
paternal one to hilllscJf" (175-1'/7). Ci.r'linc is onJy too pleased to 

find these qualities in Ned, though it is clear she doE.:s not find him 

personally attractive. 

Mop, of couTsc, is qu:itc the opposjtc to Ned. He is the rom~'ntic, 

instinctj_vc man wcl 1 able to s1-:cc1) a girl off her feet, but quite jnca

pahlc of sustaining and providing for her, even should he want to. His 
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atU tude to women is exploitative, as his treatment of his daughter 

shows: it is rumoured that he has trained her as a dancer "to keep him 

by her earnings" (] 85) . He is the fatal man, fatal at any rate to 

Car'line's virtue and reputation. In short, as the Baron is to Margery, 

Mop is Car'line's animus, the negative destructive side of her psyche 

that threatens her happiness, peace of mind and very health. 

Readers may wonder if Mop was intended to be a symbol of the 

artist, for Hardy grants him Orphic qualities: 

There was a certain lingual character in the supplicatory 
expressions he produced, which would well-nigh have drawn 
an ache from the heart of a gate-post. He could make any 
child in the parjsh, who was at all sensitive to music, 
burst into tears in a few minutes by simply fiddling one 
of the old dance-tunes he almost entirely affected. (167) 

The narrator says of Mop's fiddling that "There were tones in it which 

bred the immcdjate conviction that indolence and averseness to systema

tic application were all that lay between 'Mop' and the career of a 

second Paganini" (166). Yet the qualifjcation is as important as the 

comparison. Mop seerns more devoted to love than to music, and he is 

far from martyring himself for art. If he is a pariah, it is by choice, 

not from public disapprobation or persecution. Nor js Mop a creator; 

if anybody has th<Jt function jt is the unlikely Ned Hipcroft, an arti

s<1n-mechanic who was "in his small way, a central man in the movement" 

to construct the "huge glass-house" of the Great Exhibition (171). The 

hypothesis that the story contrasts artist to artisan runs counter to 

one's feeling of Hardy's practice. When Hardy creates an artist figu~e 

he usually does so explicitly. We have, for example, Egbert Mayne the 

novelist (An Inclisc:reUon in the Life of an Heiress), Robert Trewe the 
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poet ("An Imaginative Woman"), or Jocelyn Pierston the sculptor (The 

Well-Beloved), but these figures are mild and somewhat Shelleyan in cast, 

quite different from the audacious Mop Ollamoor. 

More integral to the totality of the story is its theme of 

change. On the face of it, the events of the story could as easily have 

been fitted into the exhibition of 1862, which Hardy knew well from first 

hand observation, as into the exhibition of 1851, which Hardy knew only 

by hearsay. It would seem, therefore, that he deliberately chose the 

year 1851 to mark the time when, in his opinion, the new urban indust

rial civilization of Victorian England began radically to affect the old 

rural way of life. 

At the beginning of "The Fiddler of the Reels" the old gentleman 

looks back upon 18Sl as a significant date: 

'For South Wessex, the year formed in many ways an 
extraordinary chronological frontier or transit-line, at 
which there occurred what one might call a precipice in 
Time. As in a geological "fault 11 , we had presented to 
us a sudden bringing of ancient and modern into absolute 
contact, such as probably in no other single year since 
the Conquest was ever witnessed in this pal~ of the 
country. ' (165) 

In its emphasis on the place of industry in the nineteenth century, the 

exhibition is an appropriate symbol of the new forces at work. Hardy 

fills the t<ile \;j th background allusions to the passing of the old way 

of life. Several of the references have to do with the rajlway. Near 

the begirnd ng, ,,;hen Nl"d dcciues to kave Stickleford, the narrator ob

serves that "The 1 ai h'ay to South \\'es sex was in process of construction, 

but it was not as yet opened for traffic; and Hipcroft reached the capi

tal by a six days' trudge on foot'' (171). However, four years later, 
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when Car'line comes to join him in London she does so on the new excur

sion train. The n<:'.:Xt year the couple return to Stickleford by train, 

and Car' line enters the village all too ready to display her new] y ac

quired town \\'ays before her former neighbours (178). llarcly thus drama

tizes a point he makes elsewhere, that by bringing town close to coun

try the raih·3y served to break down rural isolation and to erode tradi

Uom:l culture. He makes much the same point in alluding once more- to 

the disbanding of the old Mell stock qui:rc (167). But most interesting 

are the complex associations of Mop and Ned. Ollamoor, Jike Michael 

llcncliard, stand~ pdmarily for the old, natural world -- ancient, Jll)'S·

terious, physical. Ned, on the other hand, is like Farfrae -- allied 

with wh:i.t is new, urba11 <md industrial: "Ir was a respectable mechanic, 

in a far sounder position than ~iop the nominal ho1se-doctor 1
' (170). 

Hardy sliows a keen awareness of the defi cieud es of the former and Uw 

values in the latter. Mop is a rogue, but he is passionate, virile <d1d 

romantic. Ned is 1d1~c.t follows logically from the bre<ik-up of old \i0s

sex, as dcscri bed in "The Dorset shire Labourer". He lea':cs the country 

for the c.i.ty, where he leads a life that is essenti<1 lly rootless and 

anonrmous. He is not unhappy: 

Jn London he l.i.ved and worked regularly at his trade. 

More fortun2Le than many, his disinterested willingness 

reconu11endcd him from the first. During the ensuinr, four 

years he was never out of empl oyrnent. Ile neither advanced 

nor recedecl in the modern sense; he jrnproved as a workman, 

but he did not shift one jot in social positjon. (171) 


In the future too he will earn E'nough to live adequately, but his life 

will lack personal significonce; he will have Car'linc, but no children. 
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Ned 1 s ster.i 1ity hints at an inabi. li ty to be fully creative. Mop, like 

Henchard, cannot withstand the economic forces that ;ne changing society. 

But he can at least refuse to submit to them. By defying conventional 

morality he asserts his own freedom. He lives a life of instinct, pas

sjon and romAnce, ~1t he will always in a sense be on the run from forces 

rnore powerful than himself. 

It is not rcaJ ly possible in a tightly knit story like "111e rid-

dler of the Reels" to discuss characterization indepcndE::ntly of thcn;e 

and symbol. This is to Hardy's credit, for it is a sign of his fine 

craftsmanship. It is clear, hmiever, that Jlardy does not depart from 

his b&sic methods of characterization. Mop js another- of Hardy's <lark-

haired vi Jlain-hcrocs combining the amorous, reckless c~u,:d i ties of fig

ures like Troy, ~ianston, or Alec d'llrbervllle with the symbolic V<~.luc's 

of a Michael lien chard. Al 1 these characters are linked by !lardy 1 s use 

of demon:i c or Mephistophdian ii~wgcry, and most of thc1.1 are portrAycci 

as outsiders or intruders. Mop too ·comes "f1·om noboJy knc1.,· \..'here" (lGG), 

and has an "un-English" complexi.on and name. 

Ned, on the other hand, despite his profe!:;sio1, and subscqtient 

departu1e for the city is of country origin, as his nw~c impljes. Like 

many another Hardeian young man he appears decent and T•)Spcctablc, but 

cJj ffident and unpr act] scd in th<: ways of \·;omen and hence easily over

shadoh·ed by the vit<:tl, 2morous v.illain. As we have seen, there i~ a 

good deal more to Neel than th<it. He is in fact quite unlike Hardy's 

other y0ung countrymc·n, but it is equally clear that Hardy is wor};ing 

with a certain character type. 

http:complexi.on
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Car'line Aspcnt can be fitted into the pattern of Hardeian her

oines. She is another country maiden who stands between the charisma

tic fatal man and the mild, decent country lad who offers her a safe 

and secure, althour;h unromantic, existence. Like Fanny Robin or Tess 

she has to face the consequences of her seduction. But the differences 

are important. Hardy is primarily interested in Mop and his contrast 

to Ned, so despite Car'line's fall, Hardy resolutely avoids any tragic 

or pathetic touches which might distract the reader from the central 

theme. He stresses Car 1 line 1 s l1ysterical nature, her tendency to spasms 

and convulsions, thus achieving his aim of making her character appear 

credible wjthin a basically improbable plot situation. 

The trianguJar plot in whjch two men compete for the same girl 

is quite similar to "The Romantic Adventurt:s of a Milkmaid" and indeed 

to several of the novels previously discussed in this study. It is 

thoroughly characteristic of Hardy's imagination that he should employ 

stereotyped plot situations and stock characters and even similar thewcs. 

Despite the dangers jn this practice, Barely leaves the reader with the 

feeling that each of his works is quite different. His success is due 

not so much to his skill j n changing the details of the pattern as j n 

his ability to create a series of memorable characters who impress us 

either with the truthfulness of their psychology or with the vigour of 

their p~rsonalitjes. 

Moreover, both tales admirably reveal Hardy's ::ihiding fascina

tion with the nature of human passion, evident from the time of his 

first ventures into prose fiction. In Des~rate Rcmcdi cs, however, 
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Cytherca founJ herself pitted between the evil of the urbanized Aeneas 

Manston and the virtue of the poetical, countrified EdHard Springrove. 

!tardy apparently realized that in this oversimplified, almost trite use 

of character opposites there lay the possibility of a much more signi

ficant contr2st. Thus in "The J~ornanU c Adventures of a Milkmaid" (18S3), 

written in mid-ca}'eer, the dark, intrusive, sophisticated man turns out 

to be quite unlike the vj llain one would have assumed him to be fTom 

the charactf;rj stic demollj c imagery, and Jim Hay\\'ard, the country youth, 

is more unsc.Ti.ipulous in r.1atters of love than the Bar-on. In The ~!.'.?yo:'.~ 

of _fas!:=.-_rhri~gc (1886), the original contrast is vi.rtually re-versed: 

the alien, disruptive (though \l'eJl--meaniPg) man is the blond Fa:rfrae, 

who introduce.c: new business metho~ls, 2J1d the man 1d10 gradua.lly steals 

om: syn1pathics .is the dark, p8ssionatc, v ioleut Hencha1·d, sy!l'.1JC1l Lif the 

old way of life. It is not surprising, thcreforP, to find that in "The 

Fiddler of the Reels" (1893) the fair-h3.irPd cmmtry lad is again the 

instrm.1cnt of the new forces, \\'hi le the dark passionate man, linl:ed to 

the natural and tracli tional way of life, has now become the intrucleJ' 

fii.;urc. Indeed, the supposrdly decent young men oncl 1vomcn of f2j r com

plexion arc ill the later fiction as likely as not to be associc1 tecl with 

sterility (Neel), rigidity (Ange] Clare), nervous debilitation (Sue), 

or death (Gjlcs), and tlic dark men (.L\lcc, Fitzpiers, Mop) a.re, as often 

as not, associated with passion, energy and fertility. 

Nevertheless, the tension between sexual fulfilln;cnt on the one: 

hand anc.l sccuri ty on the other, remains constant in E.irdy' s fictjou. 

This coDtrast is i1wariably dramatized by the choice the heroine must 
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make between the rorn:mtic "bad" man cind the passionless "good" man. 

Sooner or later, HarJy's heroines usually opt for the second. They may 

not always be completely fulfilled in him, but he does sceJa preferable 

to the uncertainty and destruction uslw.lly associated with the romantic 

man. For HarJy the romantic is ever attractive, but hardly to be trusted. 

Invaricibly, Hardy returns to his anti-romantic. stance. 



VIII 

THE \\'GOD LANDERS 

The Woodlanders occupies a rather unusual position among Har

dy's fictions. It is certainly one of his major novels, yet critical 

reaction to it has always been restrained. It is seldom found on high 

school or undergraduate reading lists, nor has it ever been in great 

demand with the public. The film makers and television producers have 

not so far been tempted to film it, deterred presumably by its relative

ly undramatic qualities and laboured consideration of Victorian morali

1ty. Writing in 1965, CarlWeber reported that The Woodlanders had 

never been able to stand higher than sixth, or at most fifth place in 

. . 1 . f H d I • f. . 2the cr1t1ca estimate o ar y s rnaJor 1ct1ons. There is every 

reason to suppose that it has not become more popular in the last de

cade. This is regrettable. Although The Koodlanders cannot be judged 

superior to Tess of the d'Urbervilles, Jude the Obscure, or The Mayor 

of Casterbridge, it is at least as good as Far from the Madding Crowd 

and The Return of the Native. The natural descriptions in The Wood-

landers have an eerie beauty; the characters are original; the theme is 

rich; and, worked into the action, are mythic and romance patterns of 

real complexity and power. Hardy himself thought highly of the novel. 3 

The \':oodlanders was generally well received by the Victorian 

public when it was published in book form in March 1887. But once 
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again, and not for the last time, several reviewers objected to Hardy's 

new work on moral grounds. At the centre of the furor was their repug

nance for Fitzpiers' sexual misdemeanours and, more particularly, his 

apparent success in having his affairs and not being punished for them. 

The reviewers employed such terms as "disagreeable" or "repulsive" to 

describe his behaviour. The Athenaeum concluded by warning its readers 

that "the novel is distinctly not one for the 'young person' of whom we 

4have lately heard''· What is more interesting, though perhaps no less 

predictable, is the reviewers' praise for the realistic elements of the 

novel, particularly its rural setting and some of the characters, and 

their disapproval of the supposedly improbable characters and situations. 

The reviell'er of the Pall Mall Gazette was pleased to observe that Hardy's 

"own love and knowledge of \voodland scenery is so strong that he never 

fails to present to his readers a picture of vivid realism .. . the 

occupations of rural life . . are all brought before our eyes w:ith Dl

5most microscopic fidel:ity''. The Athenaeum reviewer too was gratified 

to find that Hardy was no longer "so far removed from ordinary probabili

6ties as in some of the earlier works' 1 
, although he felt obliged to note 

that Hardy was not altogether immune to the "temptation" to place his 

characters in "unlikely" .situations. \\'riting in :fhe Sp~~_!_ator, R. H. 

Ilutton opined that "l·lr. Hardy, as usual, is stronger in his pictures of 

genuine rural life than in any other part of his story". lie went on to 

say that "the account of Marty South and her hysterical father, who is 

killed by the nervous shock of finding that the fate he had feared for 

hi1:1se1f had bC>comc impossible, are [sic] admirably sketched". 7 It j s 
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difficult to avoid feeling that Hutton's sense of what is probable and 

what improbal1 le is somewh<Jt arbitrary. To this modern reader the 

death of old South by hysteria does not appear to be inherently more 

likely than the beh;:::.viour of Fi tL.pie1·s, Felice or Gil es, who are 

singled out by various reviewers as examples of Hardy's inability OT 

unwillingness to create lifelike characters. The Saturday £~view, for 

example, conc1uded a generally perceptive account of the novel with the 

hope that Mr. Hanly, whose characters are "IWnt to be so 

essentj<1lly persons of flesh and blood, wil J not be lecl 

astray by the desire to idealize. Giles Winterborne is 

perhaps, a little too consciously treated as the incarna

tion of a phase of villa§e civilization, and not quite 

enough as an individual. 


Evidently the Victorian r~viewers as well as early critics 

like Rutland responded to Hardy when they felt that he treated charac

ter and incident real isb cal ly, and grew restless when they detected a 

tendency to caTry rco.lis::. into the area of sexual moT2_li ty. This is 

curious bccaus~ for the most part, Victorian readers did not object to 

the coincidence and contri•:ancc which fill the pages of both Dickens 

and Hardy, al thou5h this often makes modern readeTs uncon:fortablc. For

tunately fo:r Hardy's reputation, we are receptive today to the introd<:c-

tion of myth, romance ~i1;cl fantasy in fiction, and we can enjoy Jlarrly' s 

re] at ively fr ark presen'.:ations of sexuality tor,ether with his frequent 

ly non-realistic nethods of cha-r~"ctcri1.ation, while the Victorian and 

early tl';enticth-ccl!tury critics could not. 

Recent studies of The _li_oo:!Ja-r:~lers have focussed on Hardy's tcx-· 

tual revisions aw.l his treatment of nature. Several critics admit that 
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the book possesses great beauty and considerable power, yet they have 

not always been able to explain why this is so. The relationship of 

The Woodlanders to 01w or the other of the Wessex novels has been fre

quently pointed out. Although it was published in 1887, Hardy had evi

dently had the book in mind since late in 1874, just after the comple

tion of Far from the Madding Crowd. 9 Certainly the triangular relation

ship of Giles, Grace and Fitzpiers resembles the relationship of Gabriel, 

Bathsheba and Troy in Far from the Madding Crowd and the relationship 

of Dick, Fancy and Parson ~!aybold in Under the Greenwood Tree. lO In 

the latter, as in The Woodlanders, a socially ambitious father sends 

his only daughter away to be educated. On their return, both maidens 

must choose between a relatively coarse youth and a highly educated 

gentleman from outside their local district. 

Hardy's early romances are also linked to The Woodlanders by a 

certain similarity in their treatment of nature. Under the Greenwood 

Tree and The Woodlanders have, as their titles suggest, virtually the 

same setting in an idyllic sylvan landscape, and Hardy conveys part of 

his theme by means of a subtle use of tree symbolism. For example, in 

the first paragraph of Under the Greenwood Tree Hardy introduces us to 

trees that are almost human: 

To dwellers in a wood almost every species of tree has 
its voice as well as its feature. At the passing of the 
breeze the fir trees sob and moan no less distinctly than 
they rock; the holly whistles as it battles with itself; 
the ash hisses amid its quiverings; the beech rustles while 
its flat boughs rise and fall. And winter, Khich modifies 
the note of such trees as shed their leaves, does not destroy 
its individuality.II 

Just as Dick's sensitivity to trees indicates his fitness to be Fancy's 

http:individuality.II
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suitor, so Giles' understanding of trees is a touchstone of the sensi

tivity of his feelings for Grace. Fitzpiers, who is oblivious to trees, 

is also insensitive to people. In The Woodlanders Hardy again goes be

yond the pathetic fallacy to imply that trees have an existence of 

their own, and that intuitive people like Giles are capable of communi

eating with them. Giles, of course, is the "wood-god" (335), the spir

it of the trees, but Marty and even old Melbury share some of his pow

ers: '"Yet you and he could speak in a tongue that nobody else knew 

not even my father, though he came nearest knowing -- the tongue of 

the trees and fruits and flowers themselves'" (400). The benevolent 

influence of the trees in Under the Greenwood Tree can be felt in other 

ways too. At the end of the romance, for example, the wedding party 

gathers beneath the shade of an ancient tree whose size and age lend 

an almost religious dignity to the ritual. 

In Far from the Madding Crowd, a pastoral romance set among 

cultivated fields rather than amidst the woodlands, Hardy introduces 

us to characters who resemble trees. The heroine, Bathsheba, takes re

fuge at the time of her greatest humiliation -- the night that Troy de

clares he loves Fanny dead more than Bathsheba living -- in "a thicket 

12overhung by some large oak and beech trees". Nature exerts a sooth

ing, even healing influence upon her, for in the morning she wakens 

"with a freshened existence and a cooler brain1113 prepared to return, 

albeit despondently, to her life on the farm. The oak under which Bath

sheba takes shelter is a common English tree associated with strength 

and reliability. More particularly, it symbolizes the sturdy protect
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ive qualities of Gabriel Oak, the man whom she eventually recognizes to 

be the worthiest of her three suitors. Bathsheba's surname, Everdene, 

is al so connected with trees. (A "dene" is a wooded vale.) Like the 

evergreen, she appears to have an endless hold on youth and life. It 

is not by chance that one of the earliest metaphors used to evoke Bath

14sheba's personality is the "bowed sapling11 
, capable of bending down 

and springing back to the perpendicular, suggestive of the resilient 

quality of her character. If Boldwood be added to the list, then three 

characters in Far from the ~ladding Crm,·d appear to have arboreal quali

ties. In The Woodlanders Hardy goes a step further: he designates the 

moral stature of his major characters by portraying their attitude to 

trees -- beginning with Giles and Marty at one end of the spectrum, 

ranging through the Melburys, father and daughter, and ending with 

Fitzpiers and Felice Charmond, who are ignorant or even fearful of the 

woods. 

Under the Greenwood Tree, Far from the Madding Crowd and The 

Woodlanders have other things in common. To a greater or lesser degree 

they are concerned with time and the effects of change, with sexual at

traction, courtship and marriage. It is clear, ho\\ever, that The Wood

landers is a more profound study, not only of what might be involved in 

the heroine's choice, but also of nature and its relation to man. The 

later novel, moreover, creates an entirely different atmosphere while 

retaining to some extent the pastoral mode. Since Hardy's treatment of 

nature in The \l'oodlanders has received considerable critical attention15 

it need not be discussed in great detail here. Certain points, however, 
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are worth stressing in order to show further the relation of The Wood

landers to his earlier fiction. 

Under the Greenwood Tree and Far from the Madding Crowd reveal 

Hardy's attraction to the romantic view of nature, an attachment which 

lingers on into The Woodlanders. Certainly there is some evidence in 

the latter work that Hardy retained his sympathy for the notion ad

vanced first by the classical pastoral poets and later by the Words

worthian school that, on the whole, life is most meaningful for man, 

and that he is at his most virtuous, when he lives close to nature. 

The traditional way of life practised in Hintock is presented to the 

reader as an Edenic kind of existence, gradually crumbling under the 

impact of the new ways -- Grace's fashionable schooling, the intrus]on 

of disruptive townsfolk like Barber Percomb, Mrs. Charmond and Fitz

piers, the enclosure movement and other suprosed improvements. Grace 

is described as having "fallen from the good old Hintock ways" (49), as 

having lost the "paradise of the previous June" (367). For a time we 

are led to hope that she might readapt to Hin tock: she "sucked in this 

native air of hers like milk" (100). There is also the passionate out

burst she makes against the education given her by her father: "I wish 

I worked in the woods like Marty South! I hate genteel life, and I 

want to be no better than she!" (267) 

This is very much in keeping with the anti-intellectual strain 

that surfaces in Wordsworth's poetry from time to time. The Wordsworthi

an touch may also be dimly seen in the following lines from the first 

chapter: 
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At length could be discerned in the dusk, about half a 

mile to one side, gardens and orchards sunk in a concave, 

and, as it were, snipped out of the woodland. From this 

self-contained place rose in stealthy silence tall stems 

of smoke, which the eye of imagination could trace down

ward to their root on quiet hearthstones, festooned over

head w:ith hams and flitches. (4) 


This passage, with its suggestion of a harmonious and reciprocal rela

tionship bet\veen man and nature, is very sirni1 ~r in theme to the dc

16
script:ion of the tranter's cottage in UndC'l'. the Greenwood Tree. Both 

dcscr:iptions almost certainly derive from the familiar lines of \fords

worth 1 s "Tin tern Abb;y": 

The day is crn1c when I again repose 
Here, under this dark sycamo1'e, and view 
1hcse plots of cottar,e ground, these orcha:rd tufts, 
hllich at this season, with their unripe fruits, 
Are clad in one green hue, and lose themselves 
'Mid groves and copses. Once again I see 
These hedgerows, hardly hedgerows, little lines 
Of sportive wood run wild; these pastoral farms, 
Green to the very door; and wreaths of smoke 
Sent up, in sj 1ence, from arno1:r, the trees! 17 

ll<;rdy speaks also of "the dram1s of a gran<leur and unit)' truly Sopho

clE'an" \'.'l1ich "are enacted in the real, by virtue of the concentrated 

passions anc1 closely-·1,nit interdependence of the lives tLercin" (4-5). 

The surface allusion is to Sophocles, but the idea recalls Wordsworth's 

preface to the' second ecli tion of LyricnJ -~a} lads, in which he defends 

his decision to deal 1vith 11 hw:.L1e and rustic life" because "in that 

condition, the essential passions of the heart find a better soil in 

1 . h } . 1 . . " 18wnc t lE')' c<in attain t 1eir maturity . 

On the otlwr hand, Hardy's a tt i tucle to nature had been p1·0

fo1111d ly affected by llurwin's pri_g_i_i_~f-~pedcs. 19 Intellectually Ifr1rdy 

rcalize<l that the u:iture cult promoted by Rousseelu and Wor<ls1\·orth did 
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not square with the Darwinian hypothesis and could not be adapted to it. 

In the tough-mjnded, even bitter frame of mind that enveloped him as he 

grew older, llardy fc1 t obljgcd to state \vhat he took to be the truth: 

beneath the beautiful and app:lrently harmonious surface of nature, a 

fierce contest for survival is taking pl&cc: 

They went noiselessly over mats of starry moss, 

rustled throut_;h interspersed tracts of leaves, skirted 

trunks with spreading roots whose mossed rinds made 

them like hands wearing green gloves; elbowed old elms 

and ashes with great forks, in which stood pools of 

water thnt oveTflowed on r2iny days and ran down their 

stems in green cascades. On older trees still than 

these huge lobes of fungj grew like lungs. Here, ns 

everr11·here, the Unfulfil 1ed Intention, which makes 1ife 

what it is, was as obvious as it could be among the de

praved crowds of a city slum. The leaf was deformed, 

the curve 1·rns crippled, the taper was interrupted; the 

lichen ate the vigour of the stalk, and the ivy slowly 

strangled to <leath the prof!i sing s~pl ing. (58-59) 


The grim Darwinian view of m1tl1re presented in this oft-quoted passage 

pervades the noYel and undercuts the sentimental Tornantic view that the 

reader n'ight otLen:ise be tf'1:1pted to adopt. It is worth noting that 

this and si.rnilaT descriptions of nature come from thr: authorial observ

er, not from the characters, \\ho never sho1v the slightest mvarcness of 

the cont:inuous stniggJe for stirvival in nature. The rcsul t is a drama

tic irort)' in which the ch::iracters, so~·'" of whom have a deep empathy 

with nature, nonctliclcss Ldl to perceive either its amoraJ aspect or the 

implica"\-Lons this uay haYc· for their O'.\'D c-apacity to mate and stn-vjye. 

For exa~plc, if Giles is to win Grace it is important that he clearly 

demonstrate to the girl <;nd hcr fath.::_r his ability to provide for her. 

This po.int is stressed in ;.i pass~ge thnt employs Dandnian i.errns: 

Since one 0f the Souths st il 1 ~,tff\' i ved there was not 

much doubt that Giles couJcl do v.hat hjs father had left 
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undone, as far as his own life was concerned. This possi

bility cheered him much; for by those houses hung many 

things. Melbury's doubt of the young man's fitness to be 

the husband of Grace had been based not a little on the 

precariollsness of his holdings in Little and Great Hin

toc1~. (118) 


Giles, of course, realizes what he has to do, but he does not see that 

he is part of a wider struggle for survival. Unfortunately for Giles, 

Fitzriers is much better adapted to succeed in.the contest for a mate. 

Giles' personal qualities of honesty, reticence and Jack of self-con

fidence work against him. The loss of his house is followed by termina

tion of his understanding with Grace. 

Yet Hardy, though he accepts the Darwinian hypothesis, is far 

from content w:ith it. Fitzpiers may be better adapted to survivc, 20 

but he j s, ini tialJ y at any rate, the 1.;:rong man fo1' Grnce. Have him 

she will, though it appears she woulcl have been happier with Giles. 

For the reader, the i111rJ ications of the Darwinian hypothesis are sober

ing enough. The Unfulfilled Intention does not carry out it~ purposes 

in a way that can give any satisfaction to man. The narrator again 

comments: 

Mel bury perhaps W<Js an unlud:y nan in ha\ ing the senti

ment which could make hjm wander out in the night to regard 

the imprint of a daughter's footstep. Nature docs not 

carry on her goverruJent Kith a view to such feelings; and 

\\'hen aclvandng years render the opened hearts of those that 

possess tltem less dexterou'.'> than formerly in shutting 

against the blast, they must inevitably, lilc little cel

andines, suffer 'buffeting at h'j J 1 by rain and storm.' (19) 


As Hardy remarks in The L:i~~-= "The emotions have no place in a \vorld 

of defect, and it is a crut:l injustice that they should have developed 

21
in it 11 The rathos of nwn's situat:ion is that he has been created• 
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with feelings and a sense of justice in a world that has neither. It 

is clear once again that the woodlanders are not aware to nearly the 

same degree i·s the narrator of cruel nature's laws. There can there

fore be no assurance that man w:ill have a greater chance for happiness 

in secluded Hintock than in an urban setting. The tensjon in Hartly be

tween his desire to think of nciture as a kin<l mother and his more ob

jective recognition that there is no more c0111fort for man in a natural 

setting than the:i:e is in the d ty is nowhere more apparent than j n The:_ 

Woodl andc'rs. As he matured, the attacks on the sentimental romantic 

view of nature bcocame stronger, reaching a peak in Tess and Jude. 

For the most paTt I-lardy thinks of nature in The Woocl J anders as 

a personified force with laws quite independent of and separate from 

man's. An iHtuitive person like Giles js cop<1lilc of "intelligent inter

course with Nature" (399). He and Marty are "possessed of its finer 

mysteries as of commonplace knowledge'' (399). There is no suggestion 

that thi'-· knowledge rnakcs Gil es oJ· Marty happier, though it may be· sj g

nificant that they aTe the two riob1cst and rnost virtuous characters in 

the book. 

Occasionally, however, nature app~ars in the form of a spirJt 

distinctly h~stilP to man: 

No sooner had she retired to rest t hGt night thzm the 
winJ began to rise, and after a few prefatory blasts to be 
accompJnied br rain. The:' 1-;jnd grew rno;·c violent, and as 
the storm went on it 1;as difficult to believe that no 
opaqu-c· body, but only an j1n-isilile colourless thing, \;'as 
tramp] i.ng and climbing over the roof, rmking branches 
creak, sprjni.:in6 out of the ti·ees upon the chimney, pop
ping jts head into the flue, and shrieking and blasphewing 
at every corner of the 11·a11~~. As in the grisly story, the 
assail ant was a srcctre 1dd ch could be fcJ t but not seen. 
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She had never before been so struck with the devilry of a 

gusty night in a wood, because she had never been so en

tirely alone in spirit as she was now. She seemed almost 

to be apart from herself -- a vacuous duplicate only. The 

recent self of physical animation and clear intentions was 

not there. 


Sometimes a bough from an adjoining tree was swayed so 

low as to smite the roof in the manner of a gigantic hand 

smiting the mouth of an adversary, to be followed by a 

trickle of rain, as blood from the wound. To all this 

weather Giles must be more or less exposed; how much, she 

did not know. (371-372) 


It is this storm which causes Giles' death. Such descriptions have an 

extraordinary force, and we would not want them deleted. Nevertheless 

this conception of nature does not quite fit into the context of a novel 

that adopts the Darwinian approach. What has the "Unfulfilled Intention" 

to do with a malicious "assailant" filled with a lust for "devilry"? 

It can perhaps be argued that the passage is merely an outburst of 

Grace's overwrought imagination stimulated by loneliness, a sense of 

guilt and solicitude for Giles. There is indeed a hint of this, but the 

reader is left with the impression that the assailant has an objective 

existence. The description resembles previously cited passages in Des

perate Remedies and A Pair of Blue Eyes, as well as the storm scene in 

Far from the Madding Crowd, which reveal in nature a spirit decidedly 

baleful to man. These early novels are not strongly Darwinian, but they 

do show Hardy reacting forcefully against the Wordsworthian vision of a 

nature inhabited by a beneficent spirit. Clearly, the philosophical 

consistency is less important to Hardy than the poetic effect. 

In its more strictly thematic concerns too, The ~oodlanders is 

closely connected to Hardy's early novels. Principally it has to do 
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with the impact of time and change. The main characters are all op

pressed by time in a direct and personal way: "The sad sands were run

ning swiftly through Time's glass; she had often felt it in these latter 

days. Her freshness would pass, the longsuffering devotion of 

Giles might suddenly end -- might end that very hour" (348). This mo

tif runs through the book like a sad refrain. The woodlanders are also 

victims of the changes slowly overtaking Hintock: old occupations are 

disappearing; houses are being pulled down; some of the villagers are 

emigrating; the old aristocracy has crtnnbled away and is being replaced 

by a new class that has little understanding of the land or the people 

that live on it. Like Henchard in The Maz:or of Casterbridge, Giles is 

the symbol of the old way of life, and the novel concludes with his 

passing. 

In The Woodlanders Hardy again shows that human beings often 

make their life choices because of sexual attraction and social ambition, 

but that these inducements provide a poor basis for a happy marriage. 

This is most obvious in the case of Fitzpiers and Mrs. Charmond, whom 

Hardy pictures as impulsive and superficial people, But Grace too 

chooses for the wrong reasons, The narrator explains that when Grace's 

false 

structure of ideals was demolished by the intimacy of com
mon life, and she found him [Fitzpiers] as merely human as 
the Hintock people themselves, a new foundation was in demand 
for an enduring and staunch affection -- a sympathetic inter
dependence, wherein mutual weaknesses are made the grounds of 
a defensive alliance. Fitzpiers had furnished nothing of that 
single-minded confidence and truth out of which alone such a 
second union could spring. (244) 

The attitude to marriage expressed here is much the same as that pre
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sented to the reader in earlier novels such as Far from the ~ladding Crowd 

or The Mayor of Casterbridge. True love is the result of long associa

tion, comradeship and a sense of having successfully passed through cri

ses or hardships. This kind of experience constitutes a sound basis for 

marriage. It follows that Grace could probably have been happy with 

Giles, despite the barrier raised by her fashionable schooling.· 

The novel considers Victorian notions of respectability and 

finds them cold, artificial, and inhuman. Hardy implies that Grace was 

selfish in allowing Giles to abandon the hut. She placed her reputation 

in the eyes of the community higher than the physical well-being of the 

man she loved. But beyond this, Hardy blames the new middle-class edu

cation which severs rural youth from its roots and teaches it artifi

cial notions of behaviour. Connected to this is his criticism of the 

English aristocracy, whose members are prone to idleness and promiscuity. 

Though muted here, Hardy's attack on the gentry is much more explicit in 

A Laodicean and Tess of the d'Urbervilles. 

Finally Hardy raises philosophical questions of freewill, the 

nature of reality and the relation of man to his environment. At times, 

the characters take the position that circumstances are intractable. 

Behind them stands the narrator, certain that only "the die of destiny 

had decided that the girl Marty should handle the tool; and the fingers 

which clasped the heavy ash haft might have skilfully guided the pencil 

or swept the string, had they only been set to do it in good time" (8). 

Hardy asks what principle, if any, animates nature, what effect this has 

on man, and what his response should be to it. Most of the characters 
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have difficulty in distinguishing between appearance and reality, the 

natural and unnatural, the genuine and the artificia.l. Because the 

narrator frequently takes the reader into his c011fjdence, these ques

tions seem capable of solution. But this is deceptive. The characters 

do not readily find the answers. At the end of the novel the truth only 

appears to emerge, for Harrly's conclusion is probably the most complex, 

ironic and ambiguous he ever created. 

22
Hardy's decision to alter the ending is well-knov;n. In revi

sions maJe subsequent to the serialization, first in 1887 and again in 

1895, Harc1y has ~lelbury predict that Fitzpiers will again bring unha1;pi

ness on Grace by a resumption of his philandering (439-440). Although 

it is evident from the length of time Hardy took to make the changes 

that they were carefully consi<lered, they are inconsbteut \;ith the 

fee) jng he carefully develops over many pages that both Grace and Fitz-

piers have matured and adjusted their ways to an extent that permits re

sumption of the rnarrici.gc. (Hardy probal)ly changed tJ1e emphasis in re

sponse to the fuJrr.ination<> of the reviewers who felt Grace's return to 

) 23
F · · to 1C . incrc<l.i b 1 c. urt1er,l . f Grace is so f oo 1.ishitzp1ers 1: qu1te . F i . as 

to be tal~en in once again by Fitzpier~>, then Giles' sacrifice is not 

merely futile; it is stupiJ. The hjnt that Fitzpiers will again betray 

Grace comes mainly fror,1 Me1hury; yet his rumin2tions contradict the opfr1

ions of the chorus of vil lo.gers whose remarks fol low immediately. The 

villagers stress Grace's cleverness, her seizure of the domjnant position 

in the relationsl1~p, afal her success thus far in "taming" Fjtzpiers. t.lcl

bury, on the Olhcr han<l, ha~ jnvariably been wrongheaded or misguided in 

http:rnarrici.gc


235 

his advice to Grace. The reader may therefore feel that Melbury's view 

of the future of the marriage, though understandable, is hardly likely 

to be authoritative. The note of scepticism that Melbury introduces 

does provide, however, a darker note of realism in contrast to the 

comic-romance mood that floods the end of the novel. 

In form The Woodl;rn:lcrs is both an ironic tragi-comedy and a 

pastoral elegy. If Grace had chosen to re;nain faithful to the kind of 

life represented by Giles she would have acquired something of MJ.rty's 

stature. It might then have been possible to think of her as a tragjc 

heroine. But Grace is not of the stuff from which tragic heroines are 

made. She chooses comfort over principle. The novel ends in a comic 

recond liation with her husband in a hot<:>l chamber. Instead of the 

lonely vigil by 11 the last bed of Giles l\'interbournett (443), Grace re

turns to the bed of her husband. 

Y~t ~larty 1 s situation too has its ironies. On the sall!e page 

Ilardy rem<:rks: 

As thjs solitory and silent girl stood there in the noon
J.j ght, a straight sl jm figure, clothed iil a pla:i tless 

gown, the contours of wornanhood so unde\'elopecl as to be 

scarcely perceptible i11 her, the marks of poverty and 

toil ,effaced by the misty hour, she toudied sublimity at 

points, and lool~ed alr.wst like a bdng 1:ho h3d rejected 

with indifference the a ttrj bute of sex for the loftier 

quality of abstr3ct humanisn:. (443) 


The key word is ttalmost". Does I:ardy mean that Marty has just nbout at-

tail!ed the "loftfrr qualjty of 3bstract humanism", or does he mean that 

Marty is one \\'110 has almost, but not quite·, succeeded in suppressing her 

emotional needs? If the fonricr, one \·:onrkrs what Hardy intends by the 
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term; in what respect "abstract" is superior to, say, concrete or person

al humanism, and just how it is to be practised by "a lonely maid" (442), 

whose work is mainly with trees and whose off-hours are spent in the 

cemetery tending the grave of a man who was largely unaware of her. If 

the latter, it would seem that Marty has suppressed her womanhood more 

24t · in i In any her choice hardly 

seems preferable to Grace's, even if the latter is heading for trouble 

with her philandering husband. Grace at least loves Fitzpiers, contin

ues to find him sexually attractive, and knows the kind of man he is. 

If it is true that Marty's fidelity to Giles' memory is an ironic comment 

on Grace's fickleness, it is equally true that Grace's choice of the mar

25 

hrough necessity t han · d.fference. case 

riage-bed is an implied criticism of Marty's choice of the death-bed. 

It is difficult to accept the reasoning of those who argue that Marty is 

the true heroine of the novel. Hardy apparently intended the two girls 

to provide contrasts for each other. 

As in some·of the earlier fictions, notably Under the Greenwood 

Tree and "The Romantic Adventures of a Milkmaid", the underlying struc

ture and setting of The Woodlanders reveal a debt to Shakespeare. In his 

romantic comedies and last plays, Shakespeare usually sets a major part 

of his action in an idyllic or fantastic green world. The main charac

ters arr~ve sin-laden from the king's court. In the new locale they are 

purged of their sins, and they return at the end of the play morally 

transformed to the real world. Although the natural setting of The 

Woodlanders has its sinister aspects, in other ways it resembles the 

dreamlike, innocent setting of Shakespeare's romantic comedies. Hintock 
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is a "green world" (202) of trees much like Shakespeare's Forest of Ar

den: "It was one of those sequestered spots outside the gates of the 

wvrld where may usually be found more meditation than action, and more 

listlessness than meditation" (4). It is a "Tempe-vale" (44) inhabited 

by such "Arcadian innocents" (340) as Giles and Grace. Into this idyllic 

world step "sophisticated" outsiders like Barber Percornb, Fitzpiers and 

Mrs. Charmond, who ironically affect and are affected by what they find 

there. 

There is death in The Woodlanders, but there is also a hint of 

new life. Ultimately Grace turns from her preoccupation with the dead 

Giles to be reunited with Fitzpiers. This is followed by their departure 

forever from the Edenic world of Hintock. This motif of death and return 

to life is underlined by several allusions to Shakespeare's last plays. 

The narrator observes that during the autumn and winter follo\'!ing GiJes' 

death Marty and Grace "like the two mourners in CymbeJinc, s\llcctencd 

26[Gil es 1 
] sad grave with their flowers and their tears" (404). In the 

preceding sectj on Hardy observes of Grace's attitude to Fi tzpicrs: 11A 

little time might melt her frozen thoughts, and lead her to look on him 

with toleration, if not with love" (403). One is reminded s1so of the 

concluding scene of The Winter's Tale in which a wife returns from 

"death" to be reunited with her husband: the supposedly "cold" statue 

of Hermione, moved by Leontes' expression of repentance, r,rief and love, 

seemingly becomes warm. 

In a provocative discussion of Shakespeare's romantic comedy 

in Anatomy of Criticism, Northrop Frye observes: 



238 

In the rituals and myths the earth that produces the 
rebirth is generally a female figure, and the death and 
revival, or disappecirance and withdrawal, of human figures 
in romantic comedy generallv ]nvolves the heroine. The 
fact that the heroine often brings about the comic resolu
tion by disg'.Jising herself as a boy is familiar enough. 
The treatment of Hero in Much Ado, of Helena in All's Well, 
of Thaisa in Pericles, of Fidele in Cymbeline, of Hermione 
in The Winter's Tale, show [sic] the repetition of a device 
in which progressively less care is taken of plausibility 
and in which in consequence the mythical outline of a Proser
pine figure becol:les progressively clearer. These are Shake
spearean examples of the comic theme of ritual assault on a 
central female figure, a theme which stretches from Menander 
to contemporary soap operas .... However, the theme of re
birth is not invariably feminine in context: the rejuvena
tion of the senex in Aristophanes' The Knights, and a simi
lar theme in All's Well based on the folklore motif of the 
healing of the impotent king, come readily to mind.27 

Frye's observations shed light on the otherwise puzzling episode of 

Grace's near escape from the man-trap. Hardy pictures it as a dread

ful monster: "the sight of one of these gins, when set, produced a 

vivid impression that it was endowed with life. It exhibited the com

bined aspects of a shark, a crocodile, and a scorpion" (425). Else

where Hardy tenns it "diabolical" (429). The imagery implies that the 

man-trap is a symbolic hell-mouth similar to those pictured in mediaeval 

28and renaissance art. Grace's heart is in the grave with Giles; but 

in the month of May (433), she emerges to join her husband, rather like 

Proserpine in her annual return to the upper world in the spring. The 

embrace in the hotel room would then be not merely an ironic comment on 

the strength of Grace's sexual desires, but a gesture richly symbolic of 

her return to life. Certainly the conclusion of the novel -- with its 

scenes of reconciliation and union symbolized by a new marriage, a fes

tive meal and the hint of a new life to come -- is similar in spirit to 
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the cnJing of one of Shakespeare's last plays. 

As David Lodge has shown in his stimulating introduction to the 

Macmillan paperback cdi tion of The 1\'oocl l andcrs, the novel is also close

29
ly related to the classjcal pastoral elegy. Loclgc discusses the signi

ficance of Hardy's allusion to ~beline, and then dr2ws attention to the 

mythic and ritualistic elements underlying the acti~on. He observes that 

Hardy presents Gjlcs as the spirit of the \\'OoJlands: Grace thinks of 

him as "the fruit-god and tl1c \1ood-god in alternaUon" (335), or as "Au

tumn's very brother" (246). Although other critics have pointed this 

out, Lodge is the first to show that Hardy was draKing heavily on the 

ancient fertility myths of the dying god which are frequently worked in·

to the traditional pastoral elegy. In th8se myths the god, a spirit of 

nature, or a human figure lil~e Adonis dies only to revive again in the 

spring. In the Aclo11is cult, for example, \Wm en and gj rls perforrn "ex

travagant rites of rnourning for the dceth of the god, follo1·:ecl hy ritual 

30 
acts. expressing hope of his rebirth. n Thus when Gil cs dies "a 11 nattll'e 

31
is dcscri bed as mourning his death". 1-resumably Gil es' surname rE'f0rs 

to the death-birth motif. Just as in Sh~·kcspearc's Cymbcline Bellarius, 

Arvlragus and Guidcrlus mourn for the "dead" Fidel e, so Grace and !-!arty 

grieve for their 1clovcd, and pl ant the spring flm.icrs that in the tra

dit:ional C'legy symbolize the renewal of ) ife. llowcvcr, Lodge points 

out that for lla1·dy there can be no resurrection. The elegy for Giles is, 

in effect, Hardy's lament for the tracli tional \·:ay uf life \·;hi ch he knew 

to be inevitably doomed by t:he forces of change. The mythic allusions 

may lead us to expect Giles' rebirth, but, ironjcally, it is Grace 
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who apparently returns to life. 

Beneath the pathos of the lament there is the further irony, ex

pressed jn the last lines of the book, that Giles' sacrifice for Grace 

was futile: "for she has forgot 'ee at last, al though for her you died!" 

(444). Giles is certainly something of a sacrificial figure (402): 

Grace realizes that he has "irr•niolate<l himself for her comfort" (385). 

Yet if this is what his sacriffre amounts to, the conclusion of The 

Woodlanders seems an ironic parody of the ending of Dickens' Tale of Two 

Cities. Like Sydney Carton, Giles djes to put the woman he loves into 

the anns of another man, but hhilc Carton's death is significant in the 

context of the resurn~ction theme of Dickens 1 novel, Giles 1 sacrifice 

seems fruitless, especially if Ke accept the interpretation advanced by 

several critics that Fitzplers \;ill sooner or later turn to other women. 

Lodge's argument might be disputed on the grounds that Giles' 

spirit is in effcci resurrected in Marty who continues to "pl ant ·.:he 

young lm·ches" (444) ;;mcl to operate Gjles' cider press accompanied 

around the countrysi<le by Creed le: (402). It V'ould follm1' from this that 

GDes' memory and the sjgnifjconce of his life arc not foTi;;otten. !Lis 

spirit lives on, maintrdncd in ~larty's life-work. Though the argunwnt 

seems plausible, it <locs not fit the genera] impression left on the 

reader by the conclusion. Mortr p101:1ises jndecd to plant the young 

larches, hut apparcntJy recognjzcs that "none can plant as you planted" 

(444). M-irty ne\·,c:r kid Giles' peculiar touch with tTccs, <ind there is 

no suggestion that Giles' power is now trunsfcrred to J1cr. Nor arc any 

of Giles 1 semi-dhinc qualities reproduced in Marty. He dies childless, 
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and there is every indication that ~!arty too wil 1 leave no-one behind 

her. In returning to Fitzpiers, Grace not only appears to be forsaking 

Giles' memory, but abandoning Hintock and all it represents. Giles 

stands for a way of life and an attitude to nature that is disappearing, 

never to be replaced. Lodge's argument is therefore sound. 

Hardy makes an ingenious, but not inappropriate, combination of 

pastoral elegy and comic-romance in the conclusion of his novel: Giles, 

and what he represents, dies and is lamented. Yet life continues: in 

the manner of a Shakespearian romance, a husband and wife are reunited, 

and a new, though admittedly precarious, life together is planned. The 

conclusion is consistent with the position Hardy takes, for example, in 

"The Dorsetshire Labourer" or in A Laodicean, that although there is 

pathos in the break-up of the old culture, some of the new ways that are 

replacing it do contain positive clements. 

Hardy's use of romcmce is not confined to Shakespeare and the 

pastoral elegy. Judging by the paucity of Hardy's references to Spen

ser, it does not appear that he was one of Hardy's favourite poets, 

though it may be assumed that Hardy would not have ignored Spenser in 

32his assiduous study of the great poets. The Woo<llanders, however, 

contains evidence that Ilardy knew Spenser very well, for there is a 

striking resemblm1ce betv.:ccn Cal idorc, the knightly hero of Book VI of 

Spenser's Facrje Qucene, and Edred Fitzpiers. Calidore, the Knight of 

Courtesy, is engaged in a long and fruitless search for the Blatant 

Beast. One day he finds hini:-.,elf jn a serene pastoral land. He stops 

to talk with the shepherd Meliboe and soon wins the latter's favour by 
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expressing his enchantment with pastoral life. Wearying of his quest, 

and attracted by Pastorella, Meliboe's beautiful foster-daughter, Cali

dore decides to sojourn with the shepherds; he doffs his armour, and be

gins a gradual courtship of the maiden. Although he is supposed to exem

plify aristocratic courtesy, Calidore is not concerned that Pastorella 

has long been courted by a humble rustic youth named Coridon. Pastor

ella is relatively easy game for Calidore because "Though meane her lot, 

yet higher did her mind ascend" (VI.ix.IO). He bedazzles the maiden 

with his words and fine manners. Without much difficulty, Calidore 

triumphs over his humble rival, and eventually Pastorella responds to 

his love. Soon after, while Calidore is absent, a· group of bandits rav

age the countryside. The shepherds are carried away later to be killed, 

and the land abandoned to desolation. Determined to rescue Pastorella, 

Calidore dons his armour, thus symbolically resuming his knightly identi

ty, and descends into the caves of the bandits. He finds Pastorella 

gravely wounded, but succeeds in routing the bandits and rescuing her. 

It is evident from the emphasis on Pastorella's revival from death to 

life in VI.xi.44-50 that Spenser is consciously alluding to the myth of 

Proserpine, and that Pastorella's return to life is meant to blend with 

and reinforce the theme of Calidore' s return to duty. Calidore and 

Pastorella then leave the country and reside for a time in a castle. 

There Pastorella is discovered to be of noble birth and hence a fitting 

~onsort for Calidore. She remains at the castle waiting for Calidore 

until he completes his quest. 

Hardy's plot greatly resembles Spenser's. It need hardly be ob

http:VI.ix.IO
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served that both actions occur in a pastoral setting and that in both 

cases the heroine, like Proserpine, spends some time literally or figu

ratively in the undenwrld. There is, moreover, a similarity in name 

33
between ileliboe and Melbury. Both maidens lack a mother's protection 

and advice and are afflicted by well-meaning but ineffective fathers. 

Meliboe and Nelbury, impressed by the fine manners and courtliness of 

their guests, stand aside, and allow their daughters to be swept off 

their f~el. Although initially associated with the country, Pastorella 

and Grace prove to be sui tabJ e wives for their husbands. In both cases 

the passionate intruder is a nobJe gentleman who comes from the sophisti

cated outside world. Ilis stay among the peasants ultimately turns otit 

to be a mere interlude, a dabbling, whil c he ignores or evades his real 

duties. 

It is clecn· in VI.ix of the Fae!:.jc..~._Queene that Calidorc's so

journ ar.1ong the shepherds is morally w::ong. Caliclorc fails to rccog

nize th.:it he is ab0n<loning the quest less because of the attraction of 

pastoral life than because of his desire for Pastorclla. Moreover, he 

uses his skill with words consciously to deceive PastorelJa's father: 

Spenser describes C<1liclorc listening to ~le]jboe's speech in faVOllT of 

pastoral U fc as 

rapt \>'ith double r2vishn~nt, 


Both of his spcach, that ,,:rought hi111 great content, 

And also of the object of his ve~, 


On v.·hich his hungry eye h·<:s o ll:ayes hcnt; 

That th·j xt his pl easing tongue, anJ her faj re he-\;, 

Be lost himsclfc, w1d 1 i kc one halfc cntrnunced gTc\;. 


Yet to occa.siol! 1•1canes to worke his mi11d, 
An<l to insinuate his harts desire, 
He thus replydE': "Nmv surdy, syrc, I fin<l, 

http:Fae!:.jc
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That all this worlds gay showes, which we admire, 

Be but vaine shadowes to this safe retyre 

Of life, which here in lowlinesse ye lead, 

Fearelesse of foes, or fortunes "Tackfull yre 

Which tosseth states, and un<lcr foot doth tread 

The rnightie ones, affrayd of every chaunges dread. 


"That even I, which daily doe behold 

The glorie of the great mongst \._:horn I won, 

And now have prov'd what happinesse ye hold 

In this small plot of your dominion, 

Now loath great Lordship and ambition; 

And wish th'heavens so much had graced mee, 

As graunt me live in like condition; 

Or that my fortunes might ~ransposed bee 
 34From pitch of higher place unto this low degree." 

Hardy conceives of Fitzpiers in much the same way: Fitzpiers too is con

fused and incapable of facing his predicament in an honest way. He has 

chosen to live in Hintock because he is too indolent to make his way as 

a doctor in the outside world; once in Hintock he is held by his desire 

for Grace. He too is skilled in words, using them to C:eceive himself as 

much as others: 

The thought that he might settle here and become welded 

in with this sylvan life by marrying Grace Melbury crossed 

his mind for a moment. \\ny should he go further into the 

world than where he \\'as? The secret of happiness 1 ay in 

limiting the aspirations; these men's thoughts were conter

minous with the margin of the Bin tock wooLtlands, and why 

should not his be likewise limited -- a small practice 

among the people around hir.i being the bound of his de

sires? (160-161) 


In corning to Hintock Fitzpiers not only neglects h1s profession, he dis

rupts the order and morality of the village, much in the way that Cali

<lore's seduction of Pastorella brought on the visitation of the bandits 

and the destruction of the pastoral society. 

The Spenserian structural pattern is quite consistent with the 

view that The i'ioodlanders is a form of pastoral elegy. Though Calidore 
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succeeds in rescuing Pastorella, the pastoral life cannot be revived, 

and Calidore must incur some of the blame for its destruction. Like 

C&lidore, Fitzpiers abandons the village taking his lady with him. He 

leaves behind a society which has been weakened in the course of the 

action, though not necessarily because of his actions. The prognosis 

for Hintock is not encouraging. 

To realize that The ll'oodlanders is deepl)r saturated in myth and 

the elements of romantic comedy, pastoral elegy and poetic romance is 

to become aware that any interpretation of the work along strictly re

alistic lines is bound to leave the reader with unresolved questions. 

Only by recognizing the non-realistic elements can we hope to do justice 

to the po\\'er an<l complexity of the work. 

A major image pattern in The lioodlanders is linked to the under

lying Spenserian romance structure. This presents Fitzpiers as the im

perfect knight and insecure rider. A ni neteentl1-century gentleman of 

aristocratic ljneage was, in effect, the lineal descendent of the medi

aeval knight; as such he would have been expected to maintain some of 

the old traditions -- disinterestedness, courtesy, readiness to serve 

the general welfare and perhops the ability to set a moral standard. 

Such a gentleman would also have been familiar with horses and have 

known how to handle them. t·!easurcd by this standard, Fitzpiers is sadly 

defici cnt in the chivalric vi-rtues. Instead of serving as a leader of 

the cornmunity, he tends by his act i011s rather to corrupt the villagers. 

This is particularly obvious jn his fondness for the village girls. In 

a casual but significant rC'nark Hardy records Melbury's resolve to com
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bat "this rank and reckless errantry of his daughter's husband" (301). 

Clearly Fitzpicrs has more in common \vith Sir Launcelot than with Sir 

Galahad. In the incident with the man-trap, it is perhaps significant 

that Fitzpiers does not arrive in time to assist Grace in escaping from 

it. His tardiness underlines his deficiencies as a defender and protec

35tor. 

Fitzpiers' failure to support the role of the knight is nowhere 

more evident than in his fear of and clumsiness with horses, a point Har

dy frequently stresses. Ti1is may incl icate a general inadequacy, but the 

inability to govern his horse most probably sy1:1l1oli:.es Fitzpiers' inabili

ty to govern his passions. At any rate, Hardy mco.sures Fitzpiers by 

chivalric standards and finds him wanting. 

Hardy fu::-thc:t develops his ironic portrait of Fi tzpiers by com

paring him to Tannhauscr (24.S), the German minstrel-knight \·:ho spent 

36 
seven years of revelry in the cave of Venus. Finally, troubled by 

his conscience, Tannh~iuser left to seek absolution from the Pope. The 

Pope told Tannhause1' that he could no more expect forgiveness thcin the 

papal staff could burgeon. Tannh'ausf'r retreated in despair, but three 

days later the Pope's staff blosso',,cd, a sit,n of divine grace. Hm\cvt·r, 

Tannhauser could no longer be fL111nd; he had returned forever to Venus

herg. The story \dth its strong sexual impJ ications fascinated n:ine

tcenth-cE'nturr '"Titers and artists. Wagner c12ployed the legend in his 

orera :!:_annh}ius_er of 1846-'18. Il:ln1y il·ould have encountereLl j t there vnd 

again in S\dnhurr1c's "Lrns Vencris" published in rocrns <;_12_<l Bal.J~?_::_ of 

1866. 
37 

ln }1~~:oocl1':!2.1l\(>r~ feljc-c plays the role of Venus, distract3•1g 

the hero from his true rcspon:.ihilitics. Grace (as her name suggests) 

http:sy1:1l1oli:.es
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may have been intended to represent God's e:xtension of grace. Little 

Hintock l~use, Mrs. Charmond's home, is a perfect Venusberg: 

To describe it as standing in a hollow would not express 

the situation of the manor-house; it stood in a hole. But 

the hole was full of beauty. 


The ashlar of the walls, ~1cre not overgrown with ivy and 

other creepers, was coated with lichen of every shade, in

tensifying its luxuriance with its nearness to the ground 

till, below the plinth, it merged in moss. 


The situation of the house, prejudicial to hu~anity, 


was a stimulus to vegetation, on which account an endless 

shearing of th<.' heavy-armed ivy went on, and a continual 

lopping of trees and shrubs. . . . its hollow site was an 

ocular reminder by its unfitness for mouern lives of the 

fragility to which these have declined. 


The highest architectural cunning could have done 

nothing to make Little llintock P.ouse dry and S<1ll1brious; 

and ruthless ignorance could have done little to make it 

unpicturesque. It was vegetable nature's own home. (65-66) 


Hardy makes it evident that Mrs. Charrnoncl is a feri;mc fatalE.:_ by associ

ating her with the m:rn-traps. Lest the point esc;:ipe the reader, Mrs. 

Charrr,ond remarks significantly: "Man-traps are of rathc~r ominO"llS signi

ficance where a person of our sex lives, are they not?" (67) fjtzpieTs' 

visits to Little Hintock House, and his later sojourn there wliiJC' ill, 

take on greater significance once the presence of t11e romance pattern is 

grasped. 

At first glance, Giles ~interbornc seems to be an unlikely candi

date fo)· knighthood, but the persistent references to Giles' true chival

ry indj cate that Fitzpiers' failure to lipl1old the jJcals of k.njghthood 

is bdng contrastec with Giles' success in doing so despite hi~ humble 

origills. Hardy rC'fers to Giles' "chivalrous" character at lc:ast three 

times (?11"!, 379, '~02), but nowhere riorc sign:ificantly than in tl;e p~->.s-
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sage previously cited, in which Fitzpiers, ironically referred to as 

"Tannhauser", rides down into the gathering gloom of Whi te-llart Vale on 

h1s way to an assignation with the aging Venus of Little Hintock House, 

while Giles, also on horseback, gradually ascends into Grace's conscious

ness: "Nature was bounbful, she thought. No sooner had she been cast 

aside by Edred fjtzpiers than another being, imrcrsonating chivalrous 

and undiluted r.ianlincss, had arisen out of the earth ready to her hand" 

(247). Moral purity and loyalty to G~ace are aspects of Giles' nobility. 

In contrasting fjtzpiers to Giles, Jlardy may well be alluding to the 

Launcelot/Galahacl opposition in the Arthurian cycJe. Certainly there 

should be nothing in Hardy's use of chivalric imagery to :.urprise the 

reader. Hardy effectively employs it, as we h.:nrc seen, in A Pair of 

Blue Eyes and, to a lesser extent, in A J.aocli_ceai~_ and T1w __':;i_!l a Tower. 

Hardy usually arranges his characters in patterns. Thus, the re

lationship of Grace to Giles and Fitzpiers res~mbles the situation in Fay 

f_!'OT:1 th_e ~lade~ Crm•:c!_ in which Bathsheba eventually reverse>s her early 

decision to reject Gabri el Oak. In several of Hardy's other novels and 

stories, including some examined C'~•rli er in this study, we find a hero

ine who r.iust choose bctw<2C'n a sn,ooth, attract:ive stranger from the out

side and a cruder, more 11on;e1y, but reliable young man of country ori

g.in. The men stand fo1' very diffncnt ways of life. Despite the care 

'r:i th which llaniy devcl oped his characters, some of them c;ime in for a 

gTC~at deal of cri ticisrn from the rcvit:·\·:ers am1 early critics. They 

rccogni 2c:d Hendy• s non--rf'alisti c rcpresentat jon of character, but they 

did not appreciate it. Since there has obviously been sm:c misuncler
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standing of Hardy's intentions, a consideration of the major characters 

in The \\'oo<llanders and their interrelationships can be of value. This 

may also help further to reveal the romance pattern underlying the book. 

Fitzpiers' likeness to Calidore and Tannh~user has been discussed. 

He also shares the characteristics of the Faustian heroes coimnonly found 

in Gothic romance and in the poetry of Byron, and, at the same time, Fitz-

piers is cast as a Shelleyan idealist. People who know him assume that 

he is 

likely to err rather in the possession of too many ideas 

than too few; to be a dreamy 'ist of some sort, or too 

deeply steeped in some false kind of 'ism. However this 

may be, it will be seen that he was undoubtedly a somewhat 

rare kind of gentleman and doctor to have descended, as 

from the clouds, upon Little IIintock. (120) 


He makes at least two sjgnificant quotations from Shelley. The first, 

from The Revolt of Islam II .23, implies that Fitzpiers is ready to idol

ize Grace just as Laon idealized Cythna (137). When Giles observes that 

Fitzpiers has evidently fallen in love, Fitzpiers replies: "I am in 

love with something in my own head, and no thing-in-itself outside it at 

all" (138). But this is just the point: Fitzpiers' conception of Grace 

is merely rom3ntic. He has no notion of what Grace is really like and 

doesn't begin to appreciate her qualities until after he has lost her. 

The second quotation from Epipsycl_~idi_?E_ (219-221) refers to Felice Char

mond: 

Towards the loadstar [sic] of my one desire 
I flitted, like a dizzy r.:oth, whose flight 

Is as a dead leaf's in the owlet light.' 

Once again thei-e is 11e3yy irony. Shelley's p3ssion for the lady ccle
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bratcd in the poem turned out to be ephemeral , based as it was on some

one he hardly knew; ljke the desjre of the moth for the fl~1e, the poet's 

s~ntiments led him into trouble, a point that I-lardy with his intimate 

knowledge of Shelley's life would be well aware of. In the context of 

The WoodlanJers the passage implies that Fitzpiers' romantic passion for 

Felice also has its dan&ers. 

Fitzpiers provides an interesting psychological study of an im

mature personality. He has not been able to settle down in his profcs

sion. Instead of working purposefully toward~ this goal, he skips from 

one interest to another, and indulges himself in idle clayclrC;ams. Signi

ficantly, one afternoon while lie is dozing, Grace steps into his co11sul t

ing room and is briefly obser\'ed by him through the mirror, during a 

moment of consciousness. He later explains to her \vhy he <<gain shut rd s 

eyes: 

'I fancied in rr.y vision that you stood there,' he said, 

poinb ng to where she had paused. 'I did not see you direct

ly, but reflected in the [_]ass. I thoueht, what a lovely 

creature! The design is for once carried out. Nature has 

at last recovered her lost union Hith the Idea! My thoughts 

ran in that direction beunisc I had becn reading the work of 

a transcendental phjlosopher last night; and I dare say it 

was the dose of Idec:ilism that I received from it that made 

me scarcely able to distinguish between reality and fancy. 

I almost \\'ept when I aKoke, and found that you had appeared 

to me in Time, Lut not in Space, alas!' (154) 


By having Pitzpicrs obtain his first close gli~~se of Grace throu~1 a 

mirror !lardy stresses the ide<1listj c 1iaturC' of Fitzpiers, character, ~nd 

his tendency to rnaJ:c \·:omen confor1:1 to his O\·:n idea of thcr,1 rather than 

to see them clearly for· Khat they arc. Thou[:h he docsn' t realize it at 

first, Grace has the po1·;er of the: positive anir>1a to lea<l Fitzpicrs to
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wards a life of useful activity. Fitzpiers' potential is, however, still 

unconscious. The other side of his psyche contains the desire for a lazy, 

bohemian ljfe at the centre of which would be a wealthy woman who could 

support him in his indolence. Felice Charmond, the femme fatale, is 

therefore the negative anima, a projection of Fitzpiers' immaturity. His 

problem is to work out these opposing claims on his psyche. Accordingly, 

on psychological grounds Fitzpiers' return to his wife, accompanied as 

it is by the definite steps he has taken to establish himself in his pro

fession, makes good sense; and this bodes well for their future together. 

In the earlier fictions Hardy's Shelleyan heroes are diffident, gauche 

or even shy with women. Not so Fitzpiers. The admixture of Gothic and 

Byronic qualities makes him seem quite different. He is dark-eyed (119), 

aristocratic, handsome, solitary, mysterious, "foreign" (53), inclined 

at times to melancholy and gloom. Like Don Juan, Fitzpiers is fatally 

attractive to women. Though he may tire of them, they do not tire of 

him. There is a resemblance here to Troy, de Stancy and perhaps to Har

dy's other passionate Byronic figures. Like Aeneas Manston, Mop Ollamoor 

and the Baron, Fitzpiers can exert a power over women: ''it was plain 

that ... Fitzpiers when he was present exercised a certain fascina

tion over her -- or even more, an almost psychic influence as it is 

called'' (188). Judging by events, the secret of Fitzpiers' fascination 

is his enormous sexual charm, which sways Suke and Felice as well as 

Grace. Like Hardy's other fatal men, Fitzpicrs is an outsider who dis

rupts the community. Yet he cannot be taken altogether seriously. 

There is a good deal of comic irony in his characterization. While Har
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dy was probably satirizing the kind of man who envelops a basically 

libidinous nature in a cloak of romantic verbiage, he was no doubt also 

ridiculing the stock heroes that appear so frequently in the pages of 

Shelley and Byron. Unfortunately for Hardy, the Victorian reviewers 

took Fitzpiers seriously and waxed indignant. Yet Hardy does not con

ceive Fitzpiers in realistic terms any more than he does the world in 

which Fitzpiers has his being. Within the comic romance mode, Fitzpiers' 

role appears no more incongruous than that of Calidore in his world, or 

the characters in a Shakespearian romance. 

The early reviewers and critics were also outraged by Mrs. Char

mond, whom they found to be almost as improbable and morally repulsive 

as Fi tzpiers. William Wallace of the Academy called her the "one weak 

character in The Woodlanders", arguing that she is "too much of a third

38rate French actress 11 • A third-rate actress she certainly is, but 

surely not too nruch so. The point is that Fitzpiers allows himself to 

be taken in by the meretricious and artificial while ignoring the genu

ine and the natural. In the race against time in which all the charac

ters are engaged, Felice has the most to lose, because she has tried to 

avoid and conceal the effects of time, and because the expedients she 

has adopted must inevitably fail. In her fear of what is natural, she 

adopts the artificial. Ironically, Marty's hair which is natural and 

genuine, once sold and transferred to Felice becomes a symbol of false

hood and vanity. 

Mrs. Charmond's name alludes to her character. As Giles ex

plains: "She's been a bit of a charmer in her time, I believe, ... 
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A body who has smileJ where she has not loved, and loved where she has 

not married" (274). Giles' remarks imply that she has often manipulated 

her sexual charms to attract men, but with very little genuine feeling 

behind the pose. Her first name evidently derives from Swinburne's "Fe

lise", published in Poems and Ballads of 1866. In Swinburne's poem a 

disillusioned lover confronts for the last time his mistress of yester

year amidst a setting of autumnal trees and dead leaves. He speaks of 

the physical nat:J..rre of their passion and concludes that such a love cannot 

be proof against the passage of time. The allusion reinforces the gener

al impression that Hardy's Felice will be the loser in the contest with 

time. Indeed, she eventually dies at the hands of the passionate South 

Carolinian who is earlier likened to "Satan ... with his hour-glass" 

(179). 

In Two on a Tower and "An Imaginative Woman" Hardy considers the 

love of an older woman for a younger man with some sympathy, despite the 

comic possibilities~ but in The Woodlanders the satirical element is much 

stronger. Were she a belle dame sans merci or a noble lady engaged in 

a fateful struggle v:ith a man of consequence, Mrs. Charmond could be 

treated pathetically or tragically, but she is merely a fading "vamp" en

joying a last fling with what is after all a very imperfect knight. The 

episode is more comic than pathetic. It seems irrelevant, therefore, to 

accuse Hardy of creating improbable characters. The Victorians may have 

been correct in insisting that l~rdy was not primarily concerned about 

the morality of Fitzpiers' affair with Felice; but the point is that 

these characters, who are apparently ready to sacrjfice everything for 
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love, in fact know very little about what love is. Hardy concentrates 

more on the selfishness, immaturity, and dishonesty of their relation

ship than on its in~orality, a point of view that seems more akin to 

twentieth-century attitudes to conduct than it does to nineteenth-cen

tury attitudes. 

Hardy's treatment of Giles partly as man, partly as a tree-spir

it, may cause dismay amo:r.g readers accustomed to the tradition of the 

realistic novel, but such figures are quite common in romance. As Nor

throp Frye observes: 

In a myth we can have a sun-god or a tree-god; in a rorn3nce 
we may have a person who is significantly associated with 
the sun or trees. In n~re realistic modes the association 
becomes less siPnificant and more a matter of incidental, 
even coincident;l or accidental, imagery.39 

Attempts to interpret Giles' character according to the laws of probabili

ty will, in consequence, not be altogether satisfying. He is an inter

esting and unusual character because of the underlying myths associated 

with him. In other respects, Gil cs resembles Edward Springrove, Gabriel, 

Swithin, and Ned Hipcroft, country-born youths who figure as heroes in 

Hardy's fj ct ion. Gil es is of fair complexion, blue-eyed (246), "diffi

<lent" (210) \1'i th women, but of unl1ounl\cd integrity. He differs from 

these recurring figures in that he fails to win the lady and later dies. 

llanly 's young countrymen have often seemed weak, and their ahil i ty to 

wTcst the lady from the clutches of the dark-complexioned villains, has 

often seemed more a matter of wishful thinking than of probability. No 

longer a stand-in for Hardy himself, the country lad has now become a 

syn~ol of the inability of tlie rural way of life to defend itself from 

http:imagery.39
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outside forces. 

At first glance Grace may appear to be the most realistically 

conceived of the characters in The l\'oodlanders, but as previously noted 

she is created, at least in part, from the world of myth and romance. 

To suggest that, like Giles, she is a part of the Hintock world Hardy 

calls her "sylph-like" (202), or an "Arcadian innocent" (340), and com

pares her to the deserted Ariadne (269). More significant is Hardy's 

attempt to evoke Grace's brittle chastity through mythic allusion. Hear

ing of the unexpected return of her estranged husband a "Daphnean in

stinct, exceptionally strong in her as a girl'' (359) revives in Grace and 

causes her to flee the house. This seems r.ierely descriptive, but in a 

later passage llardy tells us that Grace "had more in her of Artemis than 

of Aphrodite" (379); he is apparently cri tid zing Grace's "timid morali

ty" (379) Khich induces her to place her inviolability above Giles' physi

cal well-being. Given the kind of Arcadian setting Hardy creates, 

Grace's middle-class Victorian attitudes seem out of place. Indeed she 

is never totally won back to the primitivism she claims she longs for. 

It is not surprising that in the encl she abandons the green world of Hin

tock with Fitzpiers. 

As in the earlier novels the characters in TI1e Woodlanders fall 

into a familiar pattern. But this time the pattern is both complex and 

closely connected to the thcr;lc. Fitzpjcrs, for example, must choose be

tween an aging Venus and a youthful Artemis, between an adulterous eroti

cism and married chastity, between a soul-destroying life of frivolity 

and play and a life of purposeful activity with Grace. For her part, 
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Grace has initially to decide between a simple country youth and a so

phisticated gentleman. Later the choice is between fidelity to the dead 

and union with the living. The characters are also grouped in terms of 

their relationships to nature. At one extreme stand Giles and Marty. 

Fitzpiers and Felice are the two intruders, least understanding and sym

pathetic to nature. In the middle are Grace and her father wavering be

tween the.ir loyalty and affection for "the good old Hintock ways" (49) 

and their susceptibility to the new,urbane, but artificial way of life 

represented by Fitzpiers and Mrs. Charmond. 

The Woodlanders appears at first sight to be a realistic novel 

and the reader is therefore inclined to judge the action according to the 

principles of verisimilitude or realism. But a careful reading will re

veal that the non-realistic ingredients in this novel are far stronger 

than the realistic, and that the kind of experience the reader is being 

subjected to is more akin to the experience of reading a romantic comedy, 

a pastoral elegy or a verse romance. 

The early critics of The Woodlanders, impressed by Hardy's appar

ent fidelity to nature, expected a like fidelity to ordinary human be

haviour; and even today some readers continue to be offended by his mix

ture of realism and fantasy within the same book. But it is surely not 

just to demand of Hardy a consistency of approach that does not exist 

among his contemporaries. In Great Expectations, for example, the realis

tically conceived Pip co-exists with such fantastic characters as Wemmick, 

Miss Havisham and Estelle. As E. B. Gose has pointed out, the Victorian 
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novel is ts chew freely on the elements of romance and fantasy found in 

40the Gothic novel and fairy tale. In this respect, Hardy was doing no 

more than other Victorian novelists permitted themselves to do in accor

dance with long established practice. In his use of myth and syir.bol, 

however, Hardy went considerably beyond his contemporaries. 

In the end the question must be: docs Hardy succeed in creating 

a world in which characters and setting work together? The answer can 

hardly be in doubt. Far from being false or absurd, llardy 1 s use of myth, 

folklore, literary allusion and fantasy is endlessly fascinating; it 

greatly enriches the texture of his book, and it is this, rather than the 

action, that accounts for the impact of The \','oorlJan~l~rs on the reader. 

Moreover, using the simple story of Giles, Grace and Fitzpiers, Hardy 

creates his own myth of V!essex. According to Hardy the tradi tionaJ 

village life of rural England, suffused with a simple integrity and con

nected to the natural cycle, was undermined by currents emanating from 

the outside which, though modern and powerful, were nonetheless im:re:r

sonal, hollow, decadent, or materialistic. The death of Giles therefore 

represents the death of a way of life and an attitude to nature that 

could no longer be maintained in nineteentl1-century England. 

The l\oodlanders meshes together components that llilrdy employed 

singly or in simple combinations in his earlier fictfon -- the p:::istorol 

setting, the Arcadian atmosphere and the underlying structure that seem 

to derive from Shakespeare's romantic comedies. Jrnposccl on this :is a 

J~ornant:ic view of nature heavily qualified by the Dan:inian interpreta

tion and by Hardy's own pessimistic view of the place of man in nature. 
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In addition, Hardy creates characters, whose qualities seem largely to 

be taken from romance literature and Romantic poetry. Finally there is 

the muted social comment that mirrors Hardy's own experjence and preoc

cupations. The Woodlanders far surpasses the earlier minor works dis

cussed in this study because of Hardy's now more masterful handling of 

techniques tried out in those same novels. The Woodlanders is a more 

profound and complex book than has heretofore been recognized. It de

serves a place among the very finest of Hardy's achievements. 



CONCLUSION 

In this study I have considered some of Hardy's novels, novellas 

and short stories. I have placed more emphasis on the early and less 

successful prose fictions, although the later and better known works 

have not been neglected. They were selected from what Hardy calls "Ro

mances and Fantasies", "Novels of Character and Environment", "Novels 

of Ingenuity" and the one "Mixed Novel". In short, the study encom

pass~s a fairly representative selection of his less frequently dis

cussed prose works. Hardy's Wessex novels have by now received con

siderable scholarly attention. The critics, naturally enough, have 

granted only cursory treatment to the rest of the fiction. Part of my 

intention has been to redress the balance, and to reveal the power and 

complexities in some of his supposed "failures". At the same time, be

cause these fictions lack the density of the Wessex novels it is possi

ble to see somewhat more clearly certain underlying motifs which ap

pear throughout Hardy and which link one book to another. 

In his analysis of why it is that Hardy is able to fascinate 

and hold his readers, A. J. Guerard observed that the Wessex novels 

"are something more than realistic and that this something more is the 

1 source of their strength11 Though conscious of the limitations of the• 

term, Guerard called Hardy an "anti-realist" admitting, at the same 

time, that Hardy was also "a pure romantic like Scott, appealing to the 
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2surprised child who Ungers in us all ... a popular teller of tales". 

Though Guerard's conclusion may seem obvious to-day, it came at a time 

when critics were still praising Hardy's use of realism and criticizing 

his use of fantasy, sensation and gross coincidence. Guerard's conclu

sion is broadly correct, and this study has tended to confirm GueraTd's 

insights, however much it may differ on the interpretation of individual 

novels. 

But Guerard's observation that Hardy was "a pure romantic like 

Scott" needs qualification. Despite his admiration for the Romantics 

and his adaptation of many of their techniques and attitudes, Hardy was 

by no means a quiescent fol lower. In some ways he was virtually an anti-· 

Romantic. Scrutiny of any representative selection of his writings, 

prose or poetry, is bound to reveal the characteristic tension in Hardy's 

work. There is a conflict between his instinctive romanticism his 

nostalgic fo~dness for the past, his regret for the passing of the old, 

settled, traditional order with an accompanyjng loss of belief in a 

benevolent deity, his devotion to the imagin.:itive literattffe of the past 

-- anJ his understvnding that some of the old ways were not worth pre

serving, that modernism is inevitable and must ultimately be accepted 

and thot there is truth and good in it. 

A tension may also be seen in his attitude to nature. Inst inc-

tively he loved the~ hun:anized J and scape of southern England. Under the 

Q.~~ern~C!_~)_':!__:!_r.:_€!_~_ reveals a certain sympathy with Wordsworth• s view that 

nature is bC'ncficcnt an<l that the possibility of a fruitful interchange 

between man and nature exists. As he developed, however, Hardy found 
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that he could no longer sustain such a view. But where other thinkers 

were prepared to abandon their early convictions when they found them 

to be inadequate, Hardy could not be so casual about a belief that meant 

so much to him emotionally. This perhaps is why the comments he directs 

against Wordsworth in Tess of the d'Urbervilles seem to reveal feelings 

akin to a sense of having been deceived or betrayed. Thus Hardy expos

tulates: "Some people would like to know whence the poet whose philoso

phy is in these days deemed as profound and trustworthy as his song is 

breezy and pure, gets his authority for speaking of 'Nature's holy 

plan'", 3 or again, 

To Tess, as to not a few millions of others, there was 

ghastly satire in the poet's lines -

Not in utter nakedness 

But trailing clouds of glory do we come. 


To her and her like, birth itself was an ordeal of degrading 

personal compulsion, whose gratuitousness nothing in the re

sult seemed to justify, and at best could only palliate.4 


Hardy's emotion here is similar to his reaction to the loss of religious 

faith. Sometimes he expresses this loss in bitter terms, "How arrives 

5
it joy lies slain,/And why unblooms the best hope ever sown?" sometimes 

plaintively: 

Yet, I feel, 
If someone said on Christmas Eve, 

"Come; see the oxen kneel 

"In the lonely barton by yonder coomb 
Our childhood used to know," 

I should go with him in the gloom, 
Hoping it might be so.6 

Intellectually Hardy was convinced that nature was indifferent to man. 

Emotionally he could not acquiesce in this perception and so he frequent
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ly preferred to posit a force hostile to man rather than accept the con

clusion that there is absolutely no divine or supernatural presence in 

nature. Eventually Hardy developed the concept of the Will -- the no

tion, probably derived from Schopenhauer, that there is some force in 

the universe which is gradually attaining consciousness, but this con

cept emerges more clearly later on, in The Dvnasts, after Hardy had 

ceased to write novels. 

The same contradiction may be found in his reaction to the view 

promoted by Rousseau, Wordsworth and other Romantics that man is at his 

happiest and most virtuous when he lives closest to nature. In his early 

novels Hardy implied that the average man could find a satisfying and 

humane way of life in small isolated villages. In these hamlets of the 

pre-industrial age the inhabitants either laboured in the various forms 

of agriculture or sustained themselves by trades that were related to the 

rural economy. Their dependence on nature, their isolation from other 

communities and the interconnectedness of agricultural pursuits led to 

the development of a strong sense of community and with it a culture 

that was rich and significant because it related directly to the season

al cycle and the work of the people. 

Romance novels like Under the Greenwood Tree and Far from the 

Madding Crowd tend to suggest that virtue and contentment can indeed be 

found in such communities, providing, of course, that intrusions from 

the outside can be repulsed. But such a notion runs counter to the evi

dence of The Return of the Native and The Woodlanders. Man is not neces

sarily happier when he lives closest to nature, although there are some 
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indications in Clym and Thomasin, Marty and Giles that characters who are 

at ease with rural life may be better able to maintain the traditional 

virtues than deracinated city people. 

An inner conflict is also apparent in Hardy's attitude to other 

Romantic poets. Beginnjng with Edward Springrove and moving through a 

whole series of male figures, Shelleyan idealism, impracticality and 

inconstancy are held up for satire and ridicule, if only because Hardy 

recognized these traits in himself and so sought to eradicate them. A 

similar ai11bivalence may be detected in his attitude to Byron. Captain 

de Stancy and Baron Von Xanten, for example, are satires of the Byronic 

hero that had so impressed Europe at the beginning of the nineteenth 

century. Hardy could both indulge his fondness for the poet by dramati

zing this kind of character, and yet dissociate himself from the Byronic 

stance by criticizing the hero figure. 

Whenever he discussed the function of characterization in the 

novel Hardy invariably argued in accordance with the theory first out

lined by Horace Walpole that the '~ncomrnonness must be in the events, not 

in the characters". 7 Yet it is clear that Hardy does not practise what 

he preaches. tlis most me1!1orable characters arc 1argely non-realistic. 

Drawn for the most part from Gotl1ic romance, folklore, ballad and Ro

mantic literature, there are usually four recurring types: the dark 

libidinous villain, the pal lid, cotrntrified young man, the fE'~12!!'..~ fata~£, 

and the innoc~nt country girl. 

This study has been pr:irnariJy concerned \dth Hanly's use of non

rea:istic natcrials. It is evjJcnt that thc~;c came to Hardy from a wide 
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variety of sources: from the drama, fiction and poetry of the nineteenth 

and earlier centuries; from romance, fairy tale and myth; from oral lit

erature -- ballad, folk tale and anecdote; from newspaper reports and 

family chronicles; from his own experience; and, not least important, 

from his imagination. In particular, the study has focused on the mate

rials Hardy adapted from the long romance tradition and from Romantic 

poetry, for it is evident that the most important of Hardy's sources, 

the genres in which several of his sources came together, were Shakespear

ian romantic comedy, Gothic romance and Romantic poetry. 

To link these often disparate genres or to show how one influ

enced the other is more the province of the literary historian than it 

is of the Hardy critic. It is evident, however, that Hardy not only 

connects these materials but welds them into a unity. A novel like The 

Woodlanders, to take an obvious example from among the works discussed 

in this study, contains elements of myth, verse romance, romantic comedy, 

Gothic romance and Romantic poetry. It is pedantic and ultimately unten

able to argue that since the figure of Fitzpiers has much in common with 

Faust we are to look to Goethe alone as the source of Hardy's inspira

tion for Fjtzpiers, rather than to the Shelleyan heroes, or to Spenser, 

or to the Tannhliuser legend. In fact, Fitzpiers is an amalgamation of 

all these and perhaps more. 

Gothic romance plays an important role in bringing non-realistic 

materials into the nineteenth-century novel. Hardy himself was, as far 

as we know, not familiar with all the original Gothic novels. But the 

motifs and techniques of these rOii!ances came from earlier non-realistic 
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modes, including romance, and are passed on to the Romantic and post-

Romantic novelists and poets who were read by Hardy. Keats' "Eve of St 

Agnes" obviously owes something to mediaeval and Gothic romance as well 

as to Shakespeare's Romeo and Juliet, and at the same time expresses 

themes which are typically Romantic. In similar fashion, Hardy could 

produce a novel which combines material and techniques from romance 

literature and Romantic poetry, and comment on his own world. As the 

terms themselves indicate, the connection between romance and Romanticism 

is close, though they often encompass very diff€rent literary forms. 

Hardy never appears to admit the extent to which the underlying 

patterns of his work derived from non-realistic material, although he 

does acknowledge from time to time the poetic element in his fiction: 

It was not as if he had been a writer of novels proper, and 

as more specifically understood, that is, stories of modern 

artificial life and manners showing a certain smartness of 

treatment. He had mostly aimed at keeping his narratives 

close to natural life and as near to poetry in their subject 

as the conditions would allow, and had often regretted that 

those conditions would not let him keep them nearer still.8 


Given Hardy's reading interests and his knowledge of mythology, it was 

natural for him to construct his fictions in non-realistic ways. His 

major prose works do have the appearance of novels, but if they are 

read properly we cannot fail to see their kinship to poetry. 



FOOTNOTES 

NOTES TO INTRODUCTION 

1. Biographical Considerations 

1For example, Hardy was an early and enthusiastic reader of Es
says and Reviews and of Darwin's Origin of Species. See F. E. Hardy-,~ 
The Life of Thomas Hardy, pp. 33, 153. 

2Musing on the plight of the Durbeyfield children the authorial 
voice comments: 

Some people would like to know whence the poet whose 
philosophy is in these days deemed as profound and trust
worthy as his song is breezy and pure, gets his authority 
for speaking of 'Nature's holy plan'. 

See Hardy, Tess of the d'Urbervilles, p. 24. 

3F. E. Hardy, The Life, p. SS. 

4In The Life of Thomas Hardy, generally accepted as Hardy's 
autobiography, and in the novels, tales and occasional pieces Hardy men
tions dozens of poets, authors and thinkers by name or quotes from their 
works. In Hardy of Wessex, pp. 45-53, and in A Hardy Companion, pp. 200
224, Carl Weber and F. B. Pinion have compiled lists of the writers Har
day alludes to. These lists are useful though known to be far from com
plete, for in his literary borrowing and citation Hardy did not always 
state his sources; it is often difficult to track them down since Hardy 
frequently quoted little-known passages. 

5For examples of Hardy's snobbish attitude to fiction as opposed 
to poetry see F. E. Hardy, The Life, pp. 49, 286, 291. 

6 see ibid., pp. 5-6, 18-19. The property was to pass out of the 
hands of Hardy's father at the time of his death. 

7This is hinted rather than stated in the first chapter of The 
Life, p. 8, where we are told that Hardy's father "though in substantial 
circumstances and unexceptionable in every other way, did not possess the 
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art of enriching himself by business". Michael Millgate points out 
that "the 1851 census of Stinsford parish listed Hardy's father as a 
bricklayer employing two labourers". See Thomas Hardy: His Career as 
~Novelist, pp. 37, 365. 

8F. E. Hardy, The Life, pp. 18-19. 

9rbid., p. 16. See also p. 32. 

10Hardy's tendency to relive the trauma and fantasies of his 
childhood and young manhood in literature is not unlike the reaction 
of Charles Dickens to the episode in his boyhood when he was forced to 
work in a blacking factory. Several of Dickens' novels employ the 
changeling motif: an orphan boy of good family is finally rescued 
from poverty and degradation by a kindly older person who turns out to 
be a lost relative. 

11 see, for example, The Life, pp. 214-215: 
'The decline and fall of the Hardys much in evidence hereabout 

• . . . I remember when young seeing the man -- tall and thin -
walking beside a horse and common spring trap, and my mother 
pointing him out to me and saying he represented what was once 
the leading branch of the family. So we go down, down, down.' 

The tall, thin man was apparently Hardy's father! See Southerington, 
Hardy's Vision of Man, p. 8. 

12 see the reminiscence by Ellen E. Titterington (Hardy's par
lour-maid), in "The Domestic Life of Thomas Hardy", p. 14, and F. B. 
Pinion and Evelyn Hardy, eds., One Rare Fair Woman, pp. xxiii-xxiv 
for other comments on Hardy's partiality to titled ladies. 

13F. E. Hardy, The Life, pp. 24-25. 

14There are grounds for supposing that Hardy had some sort of 
friendship with Tryphena, perhaps even an engagement, although there 
is no concrete evidence that Hardy had anything to be ashamed of 
when their re~ationship came to an end. See Robert Gittings, "Thomas 
Hardy and Tryphena Sparks", TLS (April 27, 1973), 477-478. 

15 see Wing, Hardy, p. 14. 

16See, for example, Stewart, Thomas Hardv, p. 25. 

17F. E. Hardy, The Life, pp. 28-29. 
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18Millgate points out (Thomas Hardy, p. 402, n. 16), that Hardy 
discussed the execution on at least two occasions, and that it may 
have helped to suggest the last scene in Tess of the d'Urbervilles. 
Hardy describes yet another public execution, the burning ii. 1705 of 
Mary Channing for the alleged poisoning of her husband. See Hardy's 
"Maumbury Ring" in Orel, ed., Thomas Hardy's Personal Writings, pp. 
228-230. This episode too is retold at least twice. See Evelyn 
Hardy, ed., Thomas Hardy's Notebooks, pp. 82-83, and note 21 below. 
In February 1923 he published "On the Portrait of a Woman About to be 
Hanged", a poem which alludes to the trial and execution of Mrs. Edith 
Thompson for the murder of her husband. 

19See, for example, The Life, pp. 51-52. 

20Ibid., p. 153. 

21Hardy and P · · d 0 R F · W · · · inion, es., ne are air oman, p. xxiii. 

22Praz, The Romantic Agony, pp. 26-27. 

23F. E. Hardy, The Life, p. 213. 

24Quoted in Millgate, Thomas Hardy, p. 402, n. 16. 

25Praz, The Romantic Agony, p. 27. 

26Ibid. , p. 28. 

27The two Cythereas. 

28Grace Melbury and Felice Charmond. 

2. Hardy and the Romance Tradition 

29Evelyn Hardy, ed., Thomas Hardy's Notebooks, p. 51. 

30Frye, Anatomy of Criticism, pp. 136-137. 

31 Ibid., p. 186. 



269 

32Ib1"d., pp. 304 ' 306 . 

33See, for example, Clark, The Gothic Revival, pp. 17-18, and 
Railo, The Haunted Castle, pp. 16-17. 

34Rutland noticed a volume of Spenser's poetry in Hardy's li
brary; see his Thomas Hardy,p. 15, n. 1. There is an allusion to 
Spenser's wedding poems in Desperate Remedies p. 274. Several of Har
dy's lyrics are written in Spenserian stanzas, and most important, 
there is evidence in The Woodlanders that Fitzpiers' desire to seclude 
himself in the pastoral world of Little Hintock and the consequences 
that derive from this are based on Book VI, Cantos ix-xi of the Faerie 
Queene. 

35 see Tompkins, The Popular Novel in England, p. 219, and 
Railo, The Haunted Castle, pp. 17-19. 

36See M. L. Anderson, "Hardy's Debt to Webster in The Return of 
the Native", Modern Language Notes, LIV (1939), 497-501. 

37Referred to in F. E. Hardy, The Life, p. 15. 

38Ibid. , p. 24. 

39 see Frye, Anatomy of Criticism, pp. 182-184; "The Argument of 
Comedy" in Dean, ed., Shakespeare: Modern Essays in Criticism, pp. 
79-89; A Study of English Romanticism, pp. 45-46. In the latter, 
Frye briefly points out the debt Romanticism owes to Shakespearian 
romance. 

40sut see Millgate, Thomas Hardy, pp. 44-46, 171-172, and 
Squires' discussion of Under the Greenwood Tree in his The Pastoral 
Novel, pp. 114-121. 

41M·11 . hat H dy mentions. M R d a l"ff1 Ii gate points out t ar rs. c es name 
in "The Science of Fiction". 

42 In a letter to the Pall Mall Gazette of July 10, 1891 Hardy 
refers to "Alonzo the Brave" a ballad-poem by Lewis included in The 
Monk. Quoted by Millgate, Thomas Hardy, p. 289. 

43There is a reference to Frankenstein in A Laodicean, p. 218. 
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44 In Thomas Hardy, pp. 171, 185-186, 389 Millgate shows that 
Hardy was well acquainted with Hawthorne. 

45nesperate Remedies imitates the technique of Collins' detec
tive thriller The Moonstone, published in 1868, three years prior to 
Hardy's novel. For a full discussion of Collins' influence on Des
perate Remedies, see Rutland, Thomas Hardy, pp. 19, 133-134, 141-146. 
Hardy acknowledged having read The Moonstone in an early preface (later 
discarded) to A Pair of Blue Eyes. See Weber, Hardy of Wessex, p. 86. 

46Hardy speaks of his early acquaintance with ballads in F. E. 
Hardy, The Life, pp. 14-15, 20, and mentions his boyhood reading pp. 
16, 24-25. 

47The influence of the Romantic poets on Hardy's formation of 
character types will be discussed in the next section. 

48F. E. Hardy, The Life, p. 49. 

49Weber, Hardy of Wessex, p. 11. 

50Hardy, 11TI1e Profitable Reading of Fiction", in Orel, ed., 
Thomas Hardy's Personal ~ritings, p. 121. Hardy earlier referred to 
The Bride of Larrmermoor in The Mayor of Casterbridge, p. 296. 

51Scott, The Bride of Lammermoor, p. 300. 

52Ibid., p. 201. 

53weber discusses Ainsworth's influence on Hardy in Hardy of 
Wessex pp. 11-12, 38, 40, 83, 90-91, 196, 200, 298 and in "Ainsworth 
and Thomas Hardy", RES, XVII (1941), 193-200. 

54Clara Reeve, The Progress of Romance, Vol. I, Evening vii 
as quoted in Allott, Novelists on the Novel, p. 47. 

55The merging of romance into the nineteenth-century novel is 
briefly discussed by Beer, The Romance, pp. 66, 68-72, by Chase, The 
American Novel and Its Tradition, Chapter I, and by Gose, Imagination 
Indulged, pp. 13-14, 21-25, 40, 54, 57. 

56F. E. Hardy, The Life, pp. 204-205. 
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57navidson, 11The Traditional Basis of Thomas Hardy's Fiction" 
in Guerard, ed., Hardy, p. 15. 

58Gose, Imagination Indulged, p. 54. 

3. Hardy and the Romantics 

59 see the lists compiled by Weber, Hardy of Wessex, pp. 50-53 
and by Pinion, A Hardy Companion, pp. 200-215. 

60 see his Thomas Hardy, pp. 164, 171, 185-186, 389. Millgate 
admits that Hardy's original conception of the romance as a literary 
form may have come from Scott, Ainsworth, Collins and others. But he 
argues that Hardy was mainly influenced by Hawthorne's unique injec
tion of romance into novels of contemporary life. Millgate provides 
evidence that Hardy was familiar with The House of Seven Gables, The 
Marble Faun ar,d with Henry James' s study of Hawthorne. Evidently 
Hardy-was particularly jr,1pressed by Ha111thorne' s introduction to The 
Scarlet Lettc~, parts of Khich he copied into his notebook and under
lined. See also David W. Jarrett, "lfawthon1e and Hardy as Modern 
Romancers", NCF, XXVIII (1973-74), 458-471, for a discussion of the 
relation of Hawthorne's !Ious~~SeveI!~ble~_ to Hardy's A Laodicean. 

61 
F. E. Hardy, '.[b_~:.'..ife, p. 150. 

62 Il>id., p. 176. 

63Horace Walpole, preface to the second edition of The Castle 
of Otranto in Faire] ough, ed., Three Gothic Novels, pp. 43-44-:---

64
ci ara Reeve, preface to Jhe::_C?_l_d Er~_gJ)__:;__l_i_Baron in Spector, 

ed., Seven McisterJ2..L~_s:es of Gothic llorror, p. 106. 

67 scott, "Essay on Romance", \'ol. VI of The Miscellaneous l\'orks, 
p. 129. It j s perhaps not mere coj ncidence thatBardy also employs in 
the passages cited above such expressions as "uncommon" and "ordinary". 
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68 rbid., p. 130. Scott's acknowledgement that there may be an 
intermediate form is not altogether original. Walpole believed he was 
reconciling old romance with the modern novel to create a new form. 
See his preface to the second edition of The Castle of Otranto in 
Fairclough, op. cit., pp. 43-44. 

69 .
Scott, Lives of the Novelists, p. 182. 

70Hawthorne, preface to The House of Seven Gables, p. xxix. 

72Charles Dickens, Letter to John Forster (1859), from John 
Forster, The Life of Charles Dickens (1874), Vol. III, quoted in 
Allott, ed., Novelists on the Novel, p. 66. 

73Anthony Trollope, Autobiography (1883), Chapter XII, quoted 
in Allott, ed., Novelists on the Novel, pp. 67-68. 

74F. E. Hardy, The Life, p. 291. 

75 Ibid., p. 384. 

76See, for example, Shaw's satire of romantic poses in Arms and 
the Man, Caesar and Cleopatra and Man and Superman or Conrad's handling 
of the romantic dreamer in Lord Jim, "Youth" and "Typhoon". 

77See Holloway, The Victorian Sage, pp. 251-271 and Howe, 
Thomas Hardy, pp. 21-24. 

78Holloway, The Victorian Sage, p. 252. 

79Hardy, Desperate Remedies, p. 194. 

80 
Hardy, Far from the Madding Crowd, p. 16. 

81 Ibid., p. 346. 

82 rbid., Chapter XXXVII. 

83 rn the strict sense of the term naturalism is the application 
of the principles of scientific determinism to fiction, the idea, for 
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example, that man is subject to the pressures of his environment. It 
appears in the fiction of France, England and the United States during 
the late nineteenth and early twentieth centuries. See Hardy's attack 
on the naturalists in "The Sci~nce of Fiction" (1891). 

84Note, however, the brief passage in Two on a Tower, pp. 119
120, in which both the characters and the narrator attribute a con
scious viciousness to the actions of the wind. 

85Hardy, Jude the Obscure, p. 11. 

86Ibid., p. 28. 

87Hardy, Tess of the d'Urbervilles, pp. 9-10. 

88 Ibi"d., p. 24. Tlle 1·ines are quoted above in. f ootnote 2 . 

89Howe, Thomas Bardy, p. 23. 

901bid., p. 24. 

91Emi·1 y Bronte, Charles Dickens and George Eliot, for example, 
employ natural description to establish a setting or suggest an at
mosphere. 

Hardy, The Life, p. 207. 

93Hardy, A Laodicean, p. 170. There is an apparent reference 
to the poem in 1~o on a Tower, p. 6, and Swithin seems to be at least 
partly based on Byron's naive young hero. 

94F. E. !lardy, The Life, p. 292. 

95
webcr, Hardy of \\'esscx, pp. 243-244. 

96see Praz, The Romantic ~011)_:._, Chapter IV for a discussion of 
the appearance of the fatal woman in European, especially in French 
Literature. She may be found, too, in the work of the American Ro
mantics, Poe and llawthorne. 

97Hardy, A Pair of Bl_ue Eyes, pp. 59, 351. 
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98Ibid., p. 356. 

99 rn addition to those in A Pair of Blue Eyes see Des_perate 
Remedies, p. 275 and The Return of the Native, p. 24lff. 

100Praz, The Romantic Agony, pp. 223-261. 

lOlF. E. Hardy, The Life, p. 212. 

102Praz, The Romantic Agony, pp. 253-254. 

l03Th" 1 . 1887is was apparent y in . See Evelyn Hardy, ed., Thomas 
Hardy's Notebooks, p. 73. 

104F. E. Hardy, The Life, p. 286. 

105As quoted in Brown and Bailey, eds., Victorian Poetry, p. 876. 

106F. E. Hardy, The Life, p. 287. 

107Henchard, Baron Von Xanten and Mop Ollamoor may be regarded 
as exceptions, but it is noteworthy that they are in rivalry with 
fair-complexioned young men who stand for the community's sense of 
order and equity. 

108 In '"Seraph of Heaven': A Shelleyan Dream in Hardy's Fiction", 
PMLA, LXX (1955), 624-635 and in "Hardy's Shelley", Keats-Shelley Jour
nal, IV (1955), 15-29, Phyllis Bartlett has identified and gathered to
gether many of Hardy's quotations from or allusions to Shelley. She 
also draws attention to the underlinings in Hardy's personal library 
copy of Shelley's poetry. See Roland Duerksen, Shelleyan Ideas in 
Victorian Fiction, pp. 160-165 for a summary of Bartlett's findings. 

109See Alastor, 11. 149-191. Hardy may have been attracted by 
the sexual implications of such bedside scenes. A lady visits a re
clining man at the beginning of Two on a Tower (pp. 45-46), at the con
clusion of A Laodicean (p. 463) and in The \':oodlanders (pp. 149-150, 
154). Since, however, the appearance of the lady is followed by a 
shift in the fortunes of the young man the scene could be interpreted 
as a visit of the anima. 

110Though never as bold or unconventional as Shelley, Hardy's 
Platonic affection for a number of beautiful, talented, active ladies 
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has often been noted by his biographers. 

11111Light", "bright" or "brightness" is associated with Grace 
(The Wood landers, p. 137), Ell a Marchmill ("An Imaginative l'.'oman", 
Life's LittJe Ironies, p. 5), Sue (Jude the Obscure, p. 156) as well 
as with Fancy Day, Elfride and Bathsheba, who have little resemblance 
to Shelleyan women. 

112from The Revolt of Islam, I.xxvii.3. Hardy quotes it twice 
in The Well-Beloved. See the frontispiece and p. 59. 

113Hardy, Tess of the d'Urbervilles; p. 167. 

114E~sycn. 1 'd'Jon, 11 . 219 - 221 . 

115oesperate Remedies, A Pair of Blue Eyes, An Indiscretion in 
the Life of an Heiress, Tess of the d'Urbervilles. 

116character typology of this kind was cmmnon enough in English 
and American fiction of the nineteenth century. See Wellek and Warren, 
Theory of Liter,1ture, pp. 219-220. 

117Frye, Anatomy of __Criticis.!!.!._, p. 304. 

NOTES TO CHAPTER 11 

1 oes.E_erat~ Remedies_ does not deal with the characteristic theme 
of the later novels, the nostalgic regret for a traditional way of 
life that was djsappearjng during Hardy's boyhood. But it is interest
ing that Hardy does make at least one reference to the changing order, 
the effect of the coming of the railway on Mr. Springrove's inn: 

The Three Trantcrs Inn, a many-gabled, mediaeval 

building, constructed almost entirely of timber, plas

ter, and thatch, stood close to the line of the road

side, almost opposite the churchyard, and was connect

ed with a row of cottages on the left by thatched out

buildings. It was an uncommonly characteristic and 

handsome specimen of the genuine roadside inn of by

gone t~nes; and standing on one of the great highways 

in ~1is part of Engl~nd, had in its time been the 

scene of as much of \\'h~t is now looked upon as the ro- · 
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mantic and genial experience of stage-coach travell

ing as any halting-place in the country. The railway 

had absorbed the whole stream of traffic which former

ly flowed through the village and along by the an

cient door of the inn, reducing the empty-handed land

lord, who used only to farm a few fields at the back 

of the house, to the necessity of eking out his atten

uated income by increasing the extent of his agricul

tural business if he would still maintain his social 

standing. Next to the general stillness pervading 

the spot, the long line of outbuildings adjoining the 

house was the most striking and saddening witness to 

the passed-away fortunes of the Three Tranters Inn. 

It was the bulk of the original stabling, and where 

once the hoofs of two-score horses had daily rattled 

over the stony yard, to and from the coaches without, 

thick grass now grew, whilst the line of roofs -
once so straight -- over the decayed stalls, had sunk 

into vast hollows till they seemed like the cheeks of 

toothless age. (138) 


Though the later destruction of the inn by fire does tie in with the 
plot, the passage has no connection to the theme of the book. In A 
Laodicean, Stancy Castle, associated with an ancient, aristocratic 
family, burns down; but there, as we shall see, the incident is used 
to symbolize the end of the feudal way of life. 

2Hardy, Desperate Remedies, p. iii. The source of all subse
quent quotations from Hardy's prose fiction will be identified by 
placing the page number in parentheses immediately after the quotation. 

3Orel, ed., Thomas Hardy's Personal Writings, p. 45. 

4See Guerard, Thomas Hardy, pp. 3-4, 20-21, 97-98; Millgate, 
Thomas Hardy, pp. 31-32, 34; James F. Scott, "Thomas Hardy's Use of 
the Gothic", NCF, XVII (1963), 374. 

sSee Lawrence Jones, "Desperate Remedies and the Victorian 
Sensation Novel", NCF, XX (1965), 35-50; Rutland, Thomas Hardy, pp. 
137, 141-146; Weber, Hardy of Wessex, pp. 69, 71, 86; Wing, "Edwin 
Drood and Desperate Remedies: Prototypes of Detective Fiction in 1870", 
SEL, XIII (1973), 677-687. 

6collins was the popularizer rather than the inventor of the 
detective story. Detectives appear earlier in Poe's "The Murders in 
the Rue Morgue" (1841), and in Dickens' Bleak House (1852-53). Both 
writers in turn had been greatly influenced by Gothic romance. 
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7F. E. Hardy, The Life, p. 204. 

81bid., p. 150. 

9such is the case in Radcliffe's The Italian and The Mysteries 
of Udolpho as well as in Lewis' The Monk. In The Castle of Otranto 
the long absent father turns up only to be gravely wounded by the 
over-zealous hero. In Coleridge's Christabel and LeFanu' s "Carmilla", 
there is a father who is king of the castle, but he is too pig-headed 
to be of much aid to his daughter. 

10Manston's name is tantalizingly close to "monster". Like 
the dragons of old, Manston is evil, is associated with water and has 
nefarious designs on a maiden. Cf. the dragons or monsters slain by 
Perseus, Theseus and St. George. Grendel is another water-monster 
slain by a hero, though he cannot be accused of annoying a young lady. 

11Frye, Anatomy of Criticism, pp. 189-191. 

12Millgate, Thomas Hardy, p. 31. 

13A attr1'bute, . ent1y, o M . s M 1 t h e ~anderer.n 1nc1'd f atur1n I e moth " 

14This roughly describes the plots of The Castle of Otranto, 
The Mysteries of Udolpho and The Italian. 

15At the time Cytherea meets Manston she is nineteen (158); 
Manston is in his early thirties. 

16such females appear in the works of the early Gothic writers 
Walpole, Radcliffe and Lewis and in the nineteenth-century writers 
Dickens, LeFanu, Hawthorne, George Eliot. 

17See Stewart, Thomas Hardy, pp. 47-48 for a discussion of the 
political aspects of Hardy's unpublished novel. Other reconstruc
tions of the novel have been made by Pinion, A Hardy Companion, pp. 
15-17, and Millgate, Thomas Hardy, pp. 18-25. 

18For examples of these figures in Shelley see the poet in 
Alaster and the narrator in Epipsychidion. 

19Shelley, Alaster, 11. 151, 153. 
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20 see Phyllis Bartlett, "Seraph of Heaven': A Shelleyan Dream 
in Hardy's Fiction", PMLA, LXX (1955), 624-626 for evidence of this 
Shelleyan motif in The-p()or Man and the Lady. 

21Macrnillan had been favourably impressed by Hardy's descrip
tion of country life in The Poor Man and the Lady. In the summer of 
1871 Hardy sent the manuscript of Under the Greenwood Tree to Macmil
lan's, following it up by a letter in which he pointed out that two 
reviewers of Desperate Remedies had praised the scenes relating to 
country life. See Lerner and Holmstrom, eds., Thomas Hardy and his 
Readers, pp. 15-16. 

22Cf. "Stanzas Written in Dejection Near Naples", Stanzas I 
and II; "Ode to the West Wind", Stanza I II; "Lines Written Among the 
Euganean Hills", 11. 39-62; Epipsychidion, 11. 408-482. 

23smith, "Natural Settings and Natural Characters in Hardy's 
Desperate Remedies and A Pair of Blue Eyes", Thoth, VIII (1967), 86-87. 

24Edward's appearance on Cytherea's wedding morn recalls Keats' 
description of the haggard knight in "La Belle Dame Sans Merci": 

The sight was a sad one -- sad beyond all description. 
His eyes were wild, their orbits leaden. His face was 
of a sickly paleness, his hair dry and disordered, his 
lips parted as if he could get no breath. His figure 
was spectre-thin. (275) 

25Hardy, Return of the Native, p. 282. 

26cyth •s d · 1emma ... springrove· and '1erea i vis-a-vis· · ~anston may be 
a reversal of Catherine's dilemma-vis-a-vis Edgar Linton and Heathcliff. 
On the other hand, as I have tried to show in this and the preceding 
chapter, the dark man vs. light man antithesis probably originates in 
the Gothic romances, is further developed in the poetry of Shelley and 
Byron and becomes a commonplace in nineteenth-century fiction. 

27The brilliant electrical storm in Far From the Madding 
Crowd makes an interesting contrast to the lightning storm in Des
perate Remedies. In the former novel, Bathsheba and Gabriel toil to 
save the ricks from the wind and rain. As in Desperate Remedies the 
man and woman are thrown together partly under the stress of fear. A 
feeling for Gabriel previously lacking in Bathsheba emerges, while 
her respect for Troy subtly diminishes. But there are differences: 
in the earlier novel the demonic undertones focus on Manston; the 
lightning storm is described naturalistically. In the later novel, 
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demonic imagery is applied to nature rather than to one of the charac
ters. The emotion which emerges in the rick scene is tender and com
radely rather than sexual; it is the consequence of shared labour as 
~ell as shared fear. Probably it is the decisive episode in Gabriel's 
long suit for Bathsheba. 

28Hardy, Far from the Madding Crowd, pp. 184-185. 

NOTES TO CHAPTER III 

1 see the comments of John Morley, Macmillan's editorial read
er, partially reprinted in F. E. Hardy, The Life, pp. 58-59, and the 
1871 reviews of Desperate Remedies reprinted in Cox, ed., Thomas Har
dy: The Critical Heritage, pp. 1-8. 

2Lerner and Holmstrom, eds., Thomas Hardy and his Readers, 
pp. 15-16. 

3The Athenaeum, June 15, 1872 reprinted in Cox, ed., The 
Critical Heritage, pp. 9-11. 

4The Pall Mall Gazette for July 5, 1872 partially reprinted 
in Lerner and Holmstrom, eds., Thomas Hardy and his Readers, pp. 18
19. 

5 see the Saturday Review for September 28, 1872 reprinted in 
Cox, ed., The Critical Heritage, pp. 11-14. 

6F. E. Hardy, The Life, p. 12. 

7See Hardy's letter to Alexander Macmillan of August 17, 1871 
reprinted in Lerner and Holmstrom, eds., Thomas Hardy and his Readers, 
p. 16. 

8 see Millgate, Thomas Hardy, pp. 44-49. See also Squires' 
discussion of Under the Greenwood Tree in his The Pastoral Novel, 
pp . 114-121 . 

9Millgate, Thomas Hardy, p. 46. 
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10 see my discussion of this point in the introductory chapter, 
pp. 16-17. 

11Hardy, Under the Greenwood Tree, p. 211. 

12There are, of course, further implications. The chorus of 
the song stresses the "winter and rough weather" that is sure to come. 
Shakespeare does not take a sentimental view of nature even if some of 
his characters do. Similarly with Hardy: following the call of the 
nightingale the authorial voice indicates that Fancy will keep the 
secret of her flirtation with Parson Maybold. By this ironic ending 
Hardy shows that this is to be a marriage in the real world and that 
Dick will have to take his chances along with the rest of us. 

13See, however, Toliver, "The Dance Under the Greenwood Tree: 
Hardy's Bucolics", NCF, XVII (1962), 57-68; and Squires op. cit., pp. 
115-117. 

14The first paragraph of Hardy's 1896 preface reprinted in the 
Wessex and all subsequent editions suggests that Under the Greenwood 
Tree is set in the late 1830s or early 1840s, about the time of Hardy's 
birth. Millgate, pointing to allusions in the text (28), and to the 
1896 preface printed in the Osgood, Mcllvaine edition, shows, however, 
that the most likely date for the setting would be in the mid-1840s. 
See Millgate, Thomas Hardy, pp. SS, 57 and 368n. 

15The application of Book VI, Cantos ix to xi of the Faerie 
Queene to Hardy's treatment of pastoralism is examined in Chapter 
VIII. 

16 see the introductory chapter pp. 31ff. 

17Wordsworth, "I Wandered Lonely As a Cloud", 1. 12. 

18See pp. 31, 72-73 and 178 for examples of the choir's 
acceptance of his lead. 

19Hardy alludes to "Resolution and Independence" as a cure 
for despair in a journal entry on July 1, 1868. See F. E. Hardy, 
The Life, p. 58. 

20 see Millgate, 1110mas Hardy, pp. 55-61; Pinion, A Hardy 
Companion, p. 20; Rutland, Thomas Hardy, pp. 151-161; Weber, Hardy 
of Wessex, pp. 6-9, 73-77. 
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21 Eliot, Adam Bede, p. 176. Despite Hardy's denials, he was 
almost certainly influenced by George Eliot 1 s treatment of rural life. 
Eliot's description of the harvest supper and the contrast between 
Loamshire and Stonyshirc L1 AJXii I:~Jc May wd 1 have contributed to 
Hardy's treatment of the harvest supper in Far from the ~bdding Crowd 
and the Talbothays-Flintcomb Ash contrast in Tess of the d'Urbervilles. 
It is interesting, too, that Adam Bede reveals Eliot's strong attach
ment to the Wordsworthian philosophy. 

22
Mi·1 lgate, Tl10mas Hardy, p. 49 . 

231 am indebted to Professor Ross for the observation. 

24 It is characteristic of Shakespearian romantic comedy. Cf. 
the melancholy Jaques in As You Like It. Spenser's treatment of the 
pastoral can also be ambiguous as, for example, in the episode brief
ly alluded to on p. 80. 

25 see Carpenter, Thomas Har.EL_, pp. 42-48; Meisel, Thomas Hardy, 
pp. 32-42; Toliver, "The Dance Under the Greenwood Tree: Hardy's 
Bucolics", op. cit., 57-68; Squires, "Under the Greenwood Tree" in his 
The Pastoral Novel. 

NafES TO CHAPTER IV 

1 see the Saturdav Review, (August 2, 1873) partially reprinted 
in Cox, ed., The Critical Heritage, pp. 15-18. 

2 see the Pall Mall Gazette, XVIII (October 25, 1873), 11-12. 

3The Spectator, XLVI (June 28, 1873), 831-832. 

4Patmore's letter to Hardy in 1875 is partially quoted in F. E. 
Hardy, The Life, pp. 104-105. 

5Hardy is probably referring to Tess of the d'Urbervilles, 
which resembles A Pair of Blue E\·es in several ways. But Elfride' s 
rejection of Stephen for Knight is similar to Grace's rejection of 
Giles for Fit:piers and in both A Pair of Blue Eyes and The ~oc<l

lander~ Hardy employs chivalric imagery. 
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6 see "The General Preface to the Novels and Poems" reprinted 
in Orel, ed., Thomas Hardy's Personal Writings, p. 44. 

7Ibid., P· 45. 

8Ibid., p. 44. 

9F. E. Hardy, The Life, p. 73. 

lOibid., p. 79. 

11 Ibid., p. 79. 

12Ibid., p. 68. 

13Ibid., p. 69. 

14Ibid., pp. 90, 92, 113. 

15Ibid., P· 89. 

16Ibid., p. 423. 

17since Stephen cannot ride a horse he must walk while she 
rides. He is also extremely conscious of her social and mental 
superiority. 

18F. E. Hardy, The Life, p. 92. 

19The first section of the serial version of the novel is re
printed in Millgate, Thomas Hardy, p. 72. 

20ibid., p. 67. 


21
 Ibid., p. 370, n. 9; Purdy, Thomas Hardy, p. 11. 


22Millgate, Thomas Hardy, p. 370, n. 9. 


23Ainsworth's Rookwood (1834), opens and closes in an ancestral 
burial chamber, the structure of which resembles the Luxellian family 
vault. 



283 

24Similar ghosts appear in Walpole's The Castle of Otranto, 
Scott's The Bride of Lammermoor and Emily Bronte's Wuthering Heights. 

25several of Hardy's protagonists -- Swithin, Ethelberta, Eg
bert, Edwin, Yeobright -- were given Saxon names. 

26F. E. Hardy, The Life, p. 75. 

27 Ibid., p. 75. 

28 see Collected Poems; pp. 318-319. 

291 am indebted to Professor Ross for this suggestion. 

SOThis is actually the third of .three parallel scenes: 
Felix Jethway, the first to fall in love with Elfride, was also the 
first of her lovers to find himself on the ground looking up at El
fride on horseback (309). If we are to believe his mother's account, 
Elfride's influence on him was literally fatal. Curiously, each of 
her lovers represents a step up the social scale for Elfride. 

31Th h . 1· J 0 B ·1 .e passage as a poetic qua ity. . . ai ey points 
out that in "Neutral Tones" of 1867, Hardy's correlation between hi
bernal imagery and disillusion in love has a similar quality to this 
passage from A Pair of Blue Eyes. See Bailey, The Poetry of Thomas 
Hardy, p. 56. 

32Alec's allusion to the Book of Revelation: "You temptress 
Tess; you dear damned witch of Babylon", (Tess of the d 1 Urbervilles 
p. 411), is similarly a comment on Alec rather than on Tess. 

33 see Weber, Hardy of Wessex, pp. 84, 298 n. 9. This must be 
one of the rare occasions when Hardy successfully resisted editorial 
pressure. 

34 1t was apparently one of Hardy's favourite insights, for we 
find virtually the same statement in The Return of the Native, p. 242, 
where the idea is embodied in the plot intrigue. 

35Knight's dilemma with Elfride anticipates Angel Clare's 
dilemma with Tess. Both women have secrets they are unwilling to 
tell because they fear rejection from their lovers. Like Elfride, 
Tess derives an emotional profundity from her early experience which 
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she could pass on to her husband. Henry Knight and Angel Clare are 
idealists with high standards of morality. In consequence of their 
sheltered upbringing and intellectual interests they are comparatively 
inexperienced with women and tend therefore to priggishness in matters 
of conduct. 

36Hardy, Desperate Remedies, p. 151. The erotic implications 
of torn or detached clothing are further developed by Hardy in Troy's 
first encounter with Bathsheba in Far from the Madding Crowd, and in 
the man-trap episode in The Woodlanders. 

37The word "diaphanous" made its first appearance in the three
volume edition of May 1873. Evidently there were things Hardy felt he 
could not say in a serial that would pass in a book. Disguised sexual 
innuendoes of this kind are among Hardy's favourite devices. See, for 
example, Troy's sword play in Far from the ~ladding Crowd, Paula's gym
nastic exercises in A Laodicean, Arabella's throwing of the pig flesh 
at Jude. 

38Although his experience in love-making is equal to Tess's, 
Angel Clare is as stern as Henry Knight. 

39For evidence that Knight is troubled by his increasing dis
like of women see pp. 331, 332, 366. 

40See Evelyn Hardy, Thomas Hardv, p. 143 and Stewart, Thomas 
Hardy, pp. 23-24. 

41Millgate, Thomas Hardy, p. 74. 

42Hardy's early discarded preface is partially reprinted in 
Weber, Hardy of \'.'essex, p. 86. 

NOTES TO CHAPTER V 

1Weber, Hardv of \\'essex, p. 127. 

2Carpenter, Thomas Hardv, p. 62. 

3Hornback, The ~letaphor of Ch:mce, p. 63. 
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4Guerard, Thomas Hardy, p. 25. 


5
Howe, Thomas Hardy, pp. 68-70. 

6Millgate, Thomas Hardy, p. 166. 

7Harper's New Monthly Magazine, LXIV (February 1882), 474-475, 
as cited by Weber, Hardy of Wessex, p. 127. 

8Purdy, Thomas Hardy, p. 40. 

9Athenaeum, II (December 31, 1881), 900, as cited by Cox, ed., 
Thomas Hardy, p. 96. 

lOEllis, "Thomas Hardy's Novels", Westminster Review, LXIII 
(April 	1883), 364, as cited by Cox, ed., Thomas Hardy, p. 132. 

11Pointed out by Guerard, Thomas Hardy, p. 25. 

1 ~illgate, Thomas Hardy, p. 168. 

13Ibid., p. 171. 

14Bathsheba has Paula's initiative, Marty South the boyish form 
and ambiguous name. Eustacia, Lizzie Newberry and Sue Bridehead dress 
in men's clothes, but it is probably to the latter that Paula is most 
akin. 

15Brooks, Thomas Hardy, p. 152. 

16F. E. Hardy, The Life, p. 150. 

17Ibid., p. 150. 

18Ibid., p. 214. 

19The 	Life of Thomas Hardy contains many allusions to Byron 
and his poetry. There are at least three quotations from Byron in 
A Laodicean (v, 170, 378). 

20 rn his appearance and in his abrupt return to the pursuit of 
women de Stancy anticipates Alec d'Urberville. 
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21 Hardy alludes to Childe Harold's Pilgriv.tage on at least two 
other occasions in the novel. His address to readers "into whose 
souls the iron has entered'' (v) echoes Childe Harold IV.131; the al
lusion to the Rhine as "the ba:r1<:s that bear the vine" (378), is from 
Childe Harold III.iv .499. Such references help to create a certain 
ror.,antic ambience in the novel. The quotation of a particular poem 
enables the reader to see that an ironic contrast is being implied 
between Hardy's character and the romantic prototype. 

22The reversal of parental authority also has comic overtones. 
See pp. 179, 236. 

23 see Bailey, "Hardy's Mephistophelian Visitants", PMLA, LXI 
(1946), 1146-1184; Guerard, Thomas Hardy, pp. 96-97; Millga~ 
Thomas Hardy, p. 171; Brooks, Thomas Hardy, p. 153. 

24Millgate has pointed out that yet another figure from ro
mantic literature may have contributed to the characterization of 
Dare: 

he suggests a malevolent version of Holgrave in The Jfuuse 
of Seven Gables, a novel Hardy knew well. Dare is a 
photographer-:llolgrave a daguerrotyrist; both are men of 
many talents and obscu1'e background. Both, too, play im
portant roles in novels concerned with the working out of 
hereditary patterns. 

Millgate also remarks that Date has something of "the mischief
making scientists of suci1 mid-century ~ncrican writers as Poe and 
Hawthorne". See Millgate, Thomas !lardy, p. 171. 

25 see Arnold's introductory essay on "Democracy" published 
in The Popular Education of France (1861). 

26Purely, Thomas Hai~, p. 36. 

27 1t is typical of Hardy's architectural structuring to 
balance one character against another. 

28Hornback, .The Meta_pbor of Chance, p. 64. 

29she is also an admirer of the Roman stoic philosopher, 
Marcus Aurelius. See p. 300. 

30Millgatc has pointed out that A Laodicean reveals the in
fluence of Matthe111 Arnold's Essays in Critici srn and ~ijxcd Essays 
which l~rdy had been reading between 1878 and 1881. See Millgatc, 
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, 

pp. 174 and 387. Arnold's influence is also discussed by Dorothy 
Reimers Mills in her unpublished doctoral dissertation "The Influ
ence of Matthew Arnold's Culture and Anarchy on the Novels of Thomas 
Hardy". It would seem that iT' describing the Power family as "un
circumcized Philistines who had taken possession of the old lands" 
(407), lhrdy is using Arnold's familiar metaphor for the English 
middle classes. But Hardy does not follow Arnold slavishly: while 
the latter calls on the dissenters to admit more Hellenism, Hardy 
identifies the pragmatism of the Power family with the Greek 
rational and scientific spirit. 

31Hardy, An Indiscretion in the Life of an Heiress, pp. 23
24. This novella has several points of resemblance to A Laodicean. 

32Hardy, Jude the Obscure, p. 349. 

33Phelps, Autobiography With Letters, p. 391. Photographs 
taken of Hardy as a young man coincide somewhat with the description 
of Somerset. See, for example, the photograph of Thomas Hardy aged 
twenty-one in F. E. Hardy, The Early Life of Thomas Hardy, p. 46. 

34Weber, Hardy of Wessex, pp. 125-126. 

35 rn addition to Phelps, see F. E. Hardy, The Life, pp. 29
30. 

36F. E. 1-B.rdy, The Life, p. 204. See Millgate's illuminating 
discussion of Hardy's socio-political views in Thomas Hardy, pp. 174
182. That Hardy had arrived at a conservative middle-of-the-road posi
tion by the time of the composition of A Laodicean is proved by the 
entry for February 17, 1881 in F. E. Hardy, The Life, p. 148. 

37Hardy's youthful debates on paedobaptism with the sons of 
the Dorchester Baptist Minister, Perkins, are amusingly recounted in 
F. E. Hardy, The Life, p. 29. On p. 30, Hardy acknowledges that Mr. 
Woodwell is largely based on Mr. Perkins, senior. 

38Millgate, Thomas Hardy, p. 170. 

39Athenaeum, II (December 31, 1881), 899, as cited by Cox, 
ed., Thomas Hardy, p. 95. 

40Howe, Thomas Hardy, p. 69; Guerard, Thomas Hardy, p. 25. 
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41Grace Melbury is an obvious exception: her conduct shows 
an extreme fastidiousness. 

42wing, Hardy, p. 36. 

43Paula's romanticism is clearly taken to an extreme. In A 
Laodicean her obsession is treated ironically with occasional comic 
overtones. In The Return of the Native,however, the romantic mania 
of Eustacia and Wildeve has tragic consequences. 

44F. E. Hardy, The Life, p. 147. 

45Millgate, Thomas Hardy, pp. 174-177. 

46Ibid., p. 169. 

47Weber, Hardy of Wessex, p. 126. 

NOTES TO CHAPTER VI 

1In the 1895 preface Hardy refers to it as "a slightly built 
romance" and as an "imperfect story". He did not change the phrasing 
when he revised the preface for the 1912 edition. 

2Partially reprinted in Purdy, Thomas Hardy, p. 44. 

3There are only the briefest of references on pp. 10 and 84 
to Hardy's characteristic theme of the passing of the old way of life. 

4 see the end of the revised preface in the Wessex edition p. vi 
and F. E. Hardy, The Life, p. 151. 

5Two on a Tower made its first appearance as a serial in the 
Atlantic Monthly (Boston) from May to December 1882. Purdy, usually 
reliable in his bibliographic descriptions, writes: "Such revision 
as the novel underwent before its appearance in book form was slight 
in extent." (See Purdy, Thomas Hardy, p. 41.) This is correct, but, 
troubled by the harsh reviews the book had received after its initial 
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appearance in the three-volume Sampson Low edition, Hardy undertook 
further revisions. A comparison of the serial version of Two on a 
Tower in the Colby College Library with its final form in the 1912 
Wessex Edition reveals extensive and often significant revi-ion. The 
more important of these revisions will be pointed out in the course 
of the chapter. 

6Quilter's review is partially reprinted in Cox, ed., Thomas 
Hardy, pp. 101-103. 

7Partially reprinted in Cox, ibid., pp. 97-100. 

81bid., p. 125. 

9See, however, Howe, Thomas Hardy, pp. 72-73 and Wing, Hardy, 
pp. 36-39 for more sympathetic accounts. 

101n a letter to Edmund Gosse on January 21, 1883, Hardy ad
mits: "The truth is that, though the plan of the story was carefully 
thought out, the actual writing was lamentably hurried -- having been 
produced month by month, and the M S. despatched to America, where it 
was printed without my seeing the proofs. It would have been rewritten 
for the book form if I had not played truant and gone off to Paris". 
See Purdy, Thomas Hardy, p. 44. 

11 In revision Hardy advanced Viviette's age from twenty-six to 
twenty-nine. By so doing he makes Viviette's passion for Swithin seem 
more unrealistic, and renders inevitable Swithin's ultimate disen
chantment with her. 

12An important result of Hardy's extensive revision to the 
serial is an underlining of the novel's sexual implications. 

13Carpenter, Thomas Hardy, pp. 65-67. 

14Hardy, a great admirer of Browning's poetry, would have been 
familiar with "Childe Roland to the Dark Tower Came". The following 
description of the tower possibly echoes the poem's title and refrain: 
"not a beam of the lantern leaked out into the night to suggest to 
any watchful eye that human life at its highest excitement was beating 
within the dark and isolated tower" (116). 

15Cox, ed., Thomas Hardy, p. 97. 
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16 lb i·d . , p. 9 8 . I t was 1 Iardy ' s . expurgate, as f arr practice to 
as possibl~ny sexual references likely to prove offensive to the 
readers of the serials and to restore these passages in the volume 
publication. Some of Hardy's revisions to Two on a Tower make the 
sexual implications of the novel a little more explicit. Thus in 
the final version Hardy allows Mr. Torkingham the following comment 
on Viviette's child: '~emarkably fine boy, and yet he was a seven
month's baby" (305). Ironically, Mr. Torkingham is unaware that 
Swithin is the real father. 

17Weber, Hardy of Wessex, p. 286. 

18Evelyn Hardy, Thoma~~, pp. 188-189. Hardy describes 
his childhood relationship with J\lrs. Martin in The Life, pp. 18
20. He describes his reactions on finding the iwprint of time on her 
when he visited Mrs. ~lartin some years later in London (p. 41). Later 
(pp. 101-102), he recalls his youthful "throbs of tender feeling" for 
her. This biographical interpretation is supported by Southerington 
in Hardy's Vision of Man, p. 113. 

19See, for example, the sword play scene in Far from the Mad
ding Crowd which Hardy uses to demonstrate Troy's sexual mastery of 
Bathsheba. The cliff scene in A Pair of Blue Eyes and the gymnasium 
scene in A Laodicean also have sexual implications. 

20Millgate, Thomas Hardy, p. 190. 

21Though his father was a clergyman, Swithin is without religion. 
Hardy likens him to Adonis (57); Bishop Helmsdale observes that he"looks 
as if he had come straight from old Greece" (183). Swithin's Greek 
appearance and his associations with science and reason recall Paula's 
rather similar associations in A Laodicean. In Two on a Tower, however, 
the impact of science on Swithin is negative, for he is deficient in 
feeling for things human. 

22This is a revision from "Southern blood" in the serial. 

23 rn serial revision Hardy changes "'I am just now going to 
church,' she said", to "'I am just now going to church,' she added in 
a repressed and hurried tone" (53). 
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NOTES TO CHAPTER VII 

1F. E. Hardy, The Life, p. 158. 

2Quoted in Purdy, Thomas Hardy, p. 49. 

3Lippincott's Magazine, XXXII (September 1883), 336. 

4Literary World, XIV (July 28, 1883), 245. 

5The Nation, XXXVII (September 20, 1883), 255. 

6Abercrombie, Thomas Hardy, pp. 69-70. 

7Beach, The Technique of Thomas Hardx, p. 125, 

8Ibid., p. 127. 

9Rutland, Thomas Hardx, p. 219. 

10weber, Hardy of Wessex, p. 301. 

11Purdy, Thomas Hardx, pp. 48-49. 

12 see Joseph Warren Beach, "News for Bibliophiles", The Nation, 
XCIV (January 25, 1912), 82, for evidence that the piratical publishers 
exploited the title to attract the prurient. 

13Hardy and Pinion, eds., One Rare Fair Woman, p. 156, 

14see Evelyn Hardy, Thomas Hardy, p. 185; Guerard, Thomas Hardl, 
pp. 93-96; Carpenter, Thomas Hardy, p. 77; Brown, Thomas Hardy, p. 116; 
Millgate, Thomas Hardy, pp. 164, 198. 

15Hardy treats the motif with comic irony in "The Ruined Maid"; 
see The Collected Poems of Thomas Hardy, pp. 145-146. See also the 
story of Jack Dollop as told by bairyr.ian Crick in Tess of the d' Urber
vi lles, pp. 171-172, itself an ironic conunentary on Tess' predicament. 
Hardy was not the only nineteenth-century writer to find the ruined 
maid an attractive subject. She appears in the work of Dickens, Haw
thorne, George Eliot and other nineteenth-century writers. 
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16~nile Purdy took the trouble to check over Hardy's manuscript 
and compare it with the initial publication of the romance in The Graph
ic, he evidently neglected to compare the magazine publication with the 
revised version published thirty years later in A Changed Man. Purdy 
reports only that "A few slight verbal changes were made in it at that 
time, and the scene shifted to Lower Wessex, more to the west, Caster
bridge and the Valley of the Swenn giving place to Exonbury and the 
Valley of the Exe, possibly to remove the story from the scene of 
Tess". See Purdy, Thomas Hardy, p. 49. In fact, Hardy's revisions 
were considerable. The effect of one such revision is to stress the 
Baron's foreign qualities: Hardy changed his exclamation "My God" to 
"My Gott" (304), and the narrator remarks on the uncommonness of his 
mustachios (303). 

17See Donald Davidson, "The Traditional Basis of Thomas Hardy's 
Fiction" reprinted in Guerard, ed., Hardy, pp. 10-23; Brown, Thomas 
Hardy, passim; Guerard, Thomas Hardy, passim. 

181n the autobiography Hardy tells how as a boy he heard the 
farm-women sing "The Outlandish Knight", an analogue of "The Demon 
Lover". See F. E. Hardy, The Life, p. 20. 

19Millgate, Thomas Hardy, p. 283. The note is dated 1923. 

20The Tucker dairy was originally placed at Stickleford in the 
Valley of the Swenn. Hardy may have wanted to differentiate "The Ro
mantic Adventures of a Milkmaid" from Tess and from "The Fiddler of 
the Reels" which he published some years after the first appearance of 
"The Romantic Adventures" in The Graphic. It is also possible that he 
sought to make his place names more suggestive. 

21 In The Graphic publication, however, Hardy's reference to 
the Baron's "steam yacht" (subsequently deleted) implies a contempor
ary setting. It would be characteristic of Hardy to associate ma
chinery with the demonic: cf. the farm machinery in An Indiscretion 
in the Life of an Heiress, The Mayor of Casterbridge and Tess of the 
d'Urbervilles. 

22See, for example, Beach, The Technique, p. 124. 

23The Graphic, (June 1883), 24. Had Hardy not deleted the 
passage it would have followed the first paragraph on p. 393 of the 
Macmillan Wessex Edition. 

24 In The Graphic Margery exclaims "'Tis a cruel conspiracy be
tween you two men to -- ensnare me!"' This is revised to: "'Tis a 
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footy plot between you two men to -- snare me'" (371). A "mean crowd" 
in The Graphic becon;es a "slummocky crowd" in the \\'essex Edition (389). 
There are slight changes in behaviour. For example, in The Graphic 
Margery is shy about dancing before the Baron. In the revised version 
she does it without hesitation (312). The changes made to the ending 
have the same effect. 

25subsequent to her dance with the Baron in the "moonlight at 
the top of her father's garden" the narrator remarks that "Margery was 
in Paradise" (315). Hardy may be alluding to the witches' sabbaths in 
which initiates were popularly supposed to dance with the devil, or with 
the fairies, by the light of the moon. 

26Seep. 309. This was another addition to the 1913 publication. 
It is interesting that Hardy heightened the Baron's demonic qualities in 
a series of such revisions. 

27 In Hebrew cabalist lore "X" can signify discord or a fugitive. 

28several critics mention or discuss the relationship of Tess 
to "The Romantic Adventures". See, for example, Beach, "News for-
Bibliophiles", The Nation, CXIV (January 25, 1912), 83; Abercrombie, 
Thomas Hardy, p ·:-Tu;-Purdy, Thomas Hardy, p. 49; Wing, "Tess and the 
Romantic ~lilkrr.aid", REL, III (January 1962), 22-30. 

29Hardy, A Changed Man, p. 325. Henceforth, numbers in paren
theses following a quotation or textual reference will refer to "The 
Fiddler of the Reels" in the ~lacmillan Wessex Edition of Life's Little 
Ironies. 

30While several critics single out "The Fiddler of the Reels" 
for high praise, none of them have ventured to make more than the most 
cursory remarks on its symbolism. 

31The last of the reels Mop plays to Car'line at the inn is "The 
Fairy Dance" (182). 

32Hardy presumably took the idea from the ballads. In "The 
Soldier and the Lady'', for example, the soldier makes love to the maid
en, playing on his "long fiddle" until she hears "the nightingales sing". 
Cf. the phallic display of swordsmanship in Far from the Maddinrr Crm\·d. 
Troy is another ballad soldier with a ready and "cunning instrument". 

33 It is interesting that in revising the story Hardy further 
stressed Ned's fatherly qualities. In the original Scribner's Maga
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zine publication Hardy writes that in contrast to Car'line's reaction to 
the abduction of little Carry, Ned "was nearly distracted". To this Har
dy added: "by his passionate paternal love for a child not his own" (184). 

NOTES TO CHAPTER VIII 

1There have been very few film or television productions of Har
dy's fiction despite the success of the film version of Far from the 
Madding Crowd. If one can judge by the television production in the 
early 1970s of Jude the Obscure, Hardy does not adapt well to a small 
screen. 

2Weber, Hardy of Wessex, pp. 225-226. 

3See F. E. Hardy, The Life, pp. 185, 358. 

4Anon. Review of The Woodlanders, Athenaeurn, (March 26, 1887), 
414, reprinted in R. G. Cox, ed., Thomas Hardy, pp. 141-142. 

5Anon. Review of The Woodlanders, Pall Mall Gazette, XLV (May 
19' 1887)' 5. 

6Anon. Review of The Wood landers, Athenaeum, (March 26, 1887), 
414; reprinted in Cox, op. cit., p. 141. 

7Hutton, Review of The Woodlanders, The Spectator, LX (March 
26, 1887), 419-420. 

8Gosse, Review of The Woodlanders, Saturday Review, LXII I (April 
2, 1887), 484-485; partially reprinted in Cox, ed., Thomas Hardy, pp. 
149-153, as an unsigned review. 

9F. E. Hardy, The Life, p. 102. 

10Pointed out by Stewart, Thomas Hardy, p. 129, Southerington, 
Hardy's Vision of Man, p. 119, and by Casagrande, "The Shifted 'Centre 
of Altruism' in The Woodlanders", ELH, XXXVIII.l (1971), 105. 

11Hardy, Under the Greenwood Tree, p. 3. 
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12Hardy, Far from the Hadding Crowd, p. 346. 

13Ibid. 

14Ibid., p. 18. Hardy uses the same metaphor to describe Grace's 
return to nature and life in The Woodlanders, p. 247; her surname is a 
play on the Hulberry tree, 

15For discussions of Hardy's treatment of nature in The \food
1anders see Casagrande, "The Shifted 'Centre of Al truism' in The \\.ood
1 anders", ELH, XXXVII I. l (1971) , 114-121; Fayen, "Hardy's The \food landers: 
Inwardness andi'lemory", SEL, I (1961), 89-92, 98; Howe, Thornas Hardv, 
pp. 104-106; Matchett, "The \\'oodlanders,or Realism in Sheep's Clothing", 
NCF, IX (1955), 256-259; Millgate, Thomas Hardr_, pp. 250-253; Souther
rngton, Hardy's Vision of r.!an, p. 120; Stewart, Thomas Hardi'> pp. 129
131. 

16The passage is cited on p. 82 of this work. 

17wordsworth, "Tintern Abbey", 9-18 in Noyes, ed., ~glish Ro
mantic Poetry and Prose, p. 259, The notion of a harmonious integration 
lJ'e'.tween man and nature seems to have greatly appealed to Hardy. 

18Wordsworth, "Preface to the Lyrical Ballads", Noyes, ibid., 
p. 358. 

19For a discussion of Darwin's influence on Hardy see Webster, 
On a Darkling Plain and Roppen, "Darwin and Hardy's Universe", in his 
Evolution a~<l Poetic Belief. Hardy had read Origin of Species soon after 
its publication in 1859. Darwinian allusions begin to appear in Hardy's 
prose fiction starting with A Pair of Blue Eyes (1872). 

2°Fitzpiers' remarkable flair for survival and courtship is evi
dent to the very last. At the end of the book he escapes the man-trap 
and wins Grace back to him at the same time. Others have noted that 
Giles and Fitzpiers are engaged in a struggle for survival. See, for 
exanple, David Lodge's introduction to the Macmillan New Wessex Edition 
of The 1\'oodl anders. Arabella Donn is another Hardeian character with 
a Darwinian capacity to adapt; the nobler, but less flexible Jude 
perishes. 

21F. E. Hardy, The Life, p. 149, 

22See Weber, "Hardy and The \\'oodlanders", RES, XV (July 1939), 
330-331, and Bailey, "Hardy's ~lephistophelian Visitants", ~' LXI 
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(1946), 1164-1169. 

23coventry Patmore, who had earlier given extravagant praise to 
A Pair of Blue Eyes, now wrote that "the whole interest of the story 
is spoilt by our being expected to believe in that incredible event, 
the abiding repentance and amendment of a flippant profligate". See 
his review in St-James's Gazette, (April 2, 1887), reprinted in Cox, 
op. cit . , p. 14 8. 

24The quotation may imply some sexual ambiguity in Marty, an 
ambiguity heightened perhaps by Marty's boyish first name -- as Miss 
Suzanne Kennedy has pointed out in classroom discussion. 

25Rebakah Owen reported an apparently cynical reaction from Har
dy when she spoke to him of"' Marty's very beautiful character, and of 
her being called by many the one truly noble and womanly woman in his 
novels.' He said, 'Ah, well! She did not get Giles, you see; very 
likely, if she had, it would have been a different matter."' See 
Weber, "Hardy and The Woodlanders", RES, XV (July 1939), 332. While 
due allowance must be made for the possibility that Hardy may have 
wished to tease or provoke this eager and somewhat cloying literary 
lady from America, the remark does tend to substantiate the impression 
that Marty is making the best of a bad job. 

26oavid Lodge develops the implications of the allusion to 
C>'.P!beline in his introductory essay to the New Wessex Edition of The 
Woodlanders, pp. 27-28. 

27
Frye, Anatomy of Criticism, p. 183. 

28 see, for example, the representation of hell-gate as the jaws 
of a gigantic fish in Hans Memling's Purgatorr. In other Renaissance 
paintings hell-gate appears as the beak of a huge bird of prey. 

29For a further discussion of The Woodlanders as a pastoral 
novel see Squires, The Pastoral Novel, pp. 150-173. 

300av1"d L d op. cit.,. p. 25 •o ge, 

31~• p. 26.I 

32For an assessment of Hardy's faniliarity with Spenser see pp. 
14-15 of this work. 
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33squires suggests that Helbury's name is derived from Helibeous, 
the dispossessed shepherd of Vergil's first eclogue. See Squires,~·
£.!.!.., p. 151. 

34
Spenser, The Faerie Queene, VI.ix.26-28. 

35calidore too is somewhat remiss in his knightly obligation to 
protect his lady, but significantly when he resumes his identity as a 
knight (by donning his armour) he succeeds in delivering Pastorella 
from the caves of the brigands. 

36Hardy would have been familiar with the English v~rsion of 
the legend either from the ball ad "Thomas Rymer" or from Keats' adapta
tion of it in "La Belle Dame Sans Merci". True Thomas, the hero of the 
former, is a poet-prophet who spends seven years in fairy land with the 
Queen of Elfland. 

37A more impudent treatment of the legend appears in Beardsley's 
Under the Hill (1896), but this appeared long after The Woodlanders. 

381fallace, Review of The Woodlanders, Academy, XXXI (April 9, 
1887), 251-252; reprinted in Cox, op. cit., p. 155. 

39Frye, op. cit., p. 137. 

40Gose, Imagination Indulged, p. 54. 

NOTES TO CONCLUSION 

1Guerard, Thomas Hardy, p. 82. 

2Ibid., p. 84. 

3Hardy, Tess of the d'Urbervilles, p. 24. 

4Ibid., p. 456. 

5Hardy, "Hap", 11. 9-10 in The Collected Poems, p. 7. 
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6Hardy, "The Oxen", 11. 10-16, ~., p. 439. 

7F. E. Hardy, The Life, p. 150. 

8
Ibid., p. 291. 
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