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Hardy's initial theme as depicted in The Mayor 

and as explained by Brown "is the tale of the struggle 

between the native countryman and the alien invader, 

of the defeat of dull courage and traditional attitudes 

by insight, craft, and the vicissitudes of nature, and 

of the persistence through that defeat of some deep 

23 
layer of vitality in the country protagonist." 

Casterbridge and its folk and the feeling for 

the community's life come first. The market town of 

the past has its origin in the needs of agriculture. 

•Casterbridge was the complement of the rural life around; 

24 not its urban opposite.' The common folk of Casterbridge 

make another great contribution. Men going about their 

daily affairs, the flurry, the chatter, the sights and 

sounds will be remembered. The vigour and colloquial 

strength of this little community of coices becomes 

personal in the speech of figures such as Mrs. Cuxsom, 

Abel Whittle, and the furmity woman, and more personal 

still in Henchard himself. 

In The Woodlanders "the tale tells of the choice 

between agricultural life and the lure of the town, 

the lure of 'rising in the world', confronting a country 

23 
Douglas Brown: Op.cit., pp.65-66. 
Ibid., p.65. 
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girl; and the outcome of the story embodies imaginatively 

25 
the implications of the choice made." 

Brown describes Hardy's treatment of earlier 

Novels of Character and Environment as dealing extensively 

with past times. But The woodlanders and Tess have for 

their setting "the years of the contemporary agricultural 

26 tragedy." The simplicity and force of its conception 

has given Tess "a legendary quality." The tragedy desc­

ribed is the tragedy of a proud community baffled and 

defeated by processes beyond its understanding or control. 

The resonance of the tale, says Brown, "makes itself 

27 felt over and over again." The superb opening, the 

death of Prince the lovely elegiac scene of the harvesting, 

the sequence in the dairy farm, the scene of the sleep­

walking, the episodes of agricultural life at Flintcomb 

Ash, are powerful and original imaginative inventions. 

The opening of Tess which is entirely his own 

inventions is "at once substantial with social and histo-

28 rical perceptions, and quick with metaphorical life." 

There is the legendary quality in the May Dance. It 

evokes country mirth springing from traditional ways 

and reliance upon cultural processes. The three ominous 

Douglas Brown: Op.cit., p."89 

^^Ibid., 89. 

^^Ibid., p.90. 

^^Ibid.,9T. 
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visitors, the appearance of the spurious country squire, 

the raasquerader, the economic intruder are all imraages 

destroying the basis of agricultural security. Alongside 

this image Brown writes: 

There unfolds that of the old father's 
discovery of his ancient but unavailing 
ancestry: a disclosure of the community's 
past which helps to define what Tess 
represents in the ensuing tale, at the 
same time as it sharpens the intrusiv^o 
and invading quality in Alec d'Urberville. 

Brown sees that the novel centres on the signifi­

cance of Tess's d'Urbervilles blood. It is assumed that 

her tragedy consists in her family's loss of its ancestral 

inheritance: that her being a real d'Urberville and 

Alec a fake one symbolises the ruin and betrayal of 

the old aristrocracy by a new urban class, bent on exploi­

ting the land. Irving Howe, a critic belonging to this 

era holds a similar view for he sees a deep significance 

in Alec's unauthorised use of the d'Urberville name. 

Finally, Brown sees the erasure of long local 

life by the contemporary migrants "as a grave social 

and spiritual loss." 

Hardy's last and most abused novel is even today, 

one of the most undervalued. The' contemporary critics 

Douglas Brown: Op.cit.. p.91. 

•̂ °Ibid., p.97. 
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hated it. Douglas Brown speaks of its failure of total 

imaginative organisation and sums up: 

Jude the Obscure has deflected attention 
away from Hardy's most distinguished 
and personal contribution to the English 
novel and towards a small part of his 
achievement . . . that part, however 
serious is less distinguished, and it 
cannot be comparison with the achievements 
of his greatest contemporaries. 

It seems a failure to Brown because it is not, 

like the earlier novels, based on rural society but 

begins with the flight from it. 

This is the way in which Brown sees the central 

theme of Hardy's novels as 'the tension between the 

old rural world and the new urban one.' Merryn Williams 

in Thomas Hardy and Rural England (1972) challenged 

this view. But, Douglas Brown convincingly sees Hardy 

as a novelist of a vanishing way of life, with a nostalgic 

yearning for old fashioned rural simplicity and a deep 

hostility to the distruptive forces of urbanism. So 

the novels are placed in a given historical context. 

Douglas Brown calls this "the contemporary agricultural 

tragedy," and there are other critics who betray a romantic 

view of the old rural England. Irving Howe esablishes 

this most clearly: 
— 

Quoted by Merryn Williams: A Preface to Hardy. 
Preface books, Longmans 1976. 
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The world of Thomas Hardy's youth 
. . . was another world, an earlier England. 
It was rural, traditional, fixed in old 
country ways, rituals and speech. England 
was then deep into the convulsive trans­
formations of the Industrial Revolution, 

the the reform movement known as Chartism 
was stirring many people and frightening 
many more; but in the Dorset country 
side one might almost have supposed 
that human nature was changeless, unaffe­
cted by history of technology, flowing 
through the centuries like stately proces­
sion of verwies and recurrences. 

It is true, changes did come of course - the 

first railroad, new machines, new methods, new men would 

be reaching into the countryside. The slow incursion 

of such novelties and threats forms a major theme in 

Hardy's fiction. It was necessary for a man who was 

steeped in country tradition to "recall the earlier 

33 days as a time of charm, peace and social unity." 

HJe remembers and releases his nostalgia of this histori­

cal change with pathos and unrivalled knowledge. For: 

Growing older into his late adolescence 
he found himself gradually moving away 
from that culture: not at all what we 
might today call "alienated" but aware 
that he was jnarked by some personal social 
differences. 

It was the world of his youth that Hardy always 

32 
Irwing Howe: Thomas Hardy. Masters of World 

Literature Series, Louis Kronenberger, General editor. 
Collier books, New York, 1966, p.1 

•̂̂ Ibid., p.2 
^^Ibid., p.3 
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wanted to be with. Irving Howe explains it thus "Hardy's 

most gratifying memories, vividly preserved into old 

age, were of the customs, work and pleasures of this 

35 country world." 

Irving Howe traces the source of that darkness 

of spirit, that near sense of cosmic desolation that 

encloses Hardy's work. His two strongest influences 

- his formative years in Dorset in an atmosphre of tradi­

tional rural life as yet untouched by reform and modernism, 

and the pressures of the philosophical skepticism of 

the nineteenth century - converge in Hardy's writing, 

and in Professor Howe's view, it is this strange union 

that partly explains his appeal to the modern reader. 

Wessex as Professor Howe explains: 

Represented for him the seemliness of 
an ordered existence, of all that is 
natural rooted and tried .... a tradi­
tionalist writer whose deepest affini­
ties are with farmlands, animals, rocks, 
hills and simple people who live among 
them In the world of Wessex there 
survives the memory of a life in which 
nature and society are at peace. A sense 
of the past, like a heavy aroma lingers 
over this land — since stretches out 
as a vast gray coridor into the beyond 
the historical past The past lives 
on, a repository of history but also 
something else, something not always 
to be grasped through the categories 

35 
Irwing Howe: Op.cit., p.3 
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of history. For here in Wessex long stret­
ches of the past can be seen as embodying 
the sameness and continuity, the unifying 
rhythms, of a human existence that extends 
beneath or beyond the agitation of the 
historical processes. 

In short, as Professor Howe puts it, Hardy's 

novels are autonomous (symbolical), not historical, 

recalling what is gone, so the past lives on as a repo­

sitory of history, but also something else, something 

not always to be grapsed through the categories of history. 

"For Hardy, what is essential in life is that which 

37 is repeated." So memory is the most important faculty 

in his fiction, "past never seems pasting." He makes 

people of the past more immediate than those of the 

present. 

Hardy was a reluctant witness to the gradual 

dissolution of "dear delightful Wessex" under the assaults 

of commerce and industrialism. It is no wonder says 

Howe: 

The more Hardy became aware of the thrust 
of social change, the more he felt a 
need to turn back to those memories of 
the past which could yield him a fund 
of stories, legends, superstitions, folk 
sayings and fragments of wisdom. 

It is in Jude the Obscure that Hardy leaves behind 

Irwing Howe: Op.cit., 17-18. 

^^Ibid.. p.18. 

^^Ibid., p.19. 
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the rural world, in a desperate realization that he 

has lost his "homeland" to the machine, commerce and 

functional reality. The loss is a deep one "for it is 

a loss that represents radical estrangement, the death 

39 of a culture." 

It is no wonder the Wessex novels take the form 

not of historical fiction, but of fiction as research 

into the history of rural culture — not to be seen 

in a given historical context. What Hardy according 

to Professor Howe, gained was: 

A fictional world sharply contoured and 
superbly known, so that the very setting 
of his novels and poems seems a force 
making for dramatic control and personality 

the fate of Wessex — as it came 
welling up in memory Wessex was 
his fixed principle .... the constant 
about which he could maneuver the modernist 
variables of rebellion and doubt — until 
by Jude the Obscure, Wessex too began 
to crumble in his imagination and the 
further writing-^of fiction became, for 
him, impossible. 

Perhaps, it was Irving Howe who gave 

a fresh impetus to future approaches to Hardy. 

For later critics were more aware of the fact 

that nineteenth century rural liierature, therefore 

is not a pastoral survival, but a response to 

39 
Irwmg Howe: Op.cit., p.22. 

^^Ibid., p.24 
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a real situation. 'It is the product of perceived expe­

rience.' 

Hardy knew the torments of doubt, the pain of 

discovering "that no idea can ever satisfy the 6b SL̂ res 

that have given birth, the whole exhausting and draining 

41 effort of the intellectual life." Such references, 

for example "the ache of modernism" (reference to Clym 

Yeobrijdit's and Jic<fe Fawley's troubles), "the chronic 

melancholy which is taking hold of the civilised races 

with the decline of belief in a beneficient power," 

and in Jude the Q>rscure that of the hero that a new 

breed of boys "unknown to tte last generation" is spr.«ning 

up: "They seem to see all (of life's) terrors before 

tte y are old enough ;.o resist thi m .... It is tha beginning 

42 of the universal wish no:, to live." Such insights 

led to a 'de/=̂ elopment of a philosophic structure which 

was far more strikJng than Hard's formal id2 as _ \-1 

this displays, says Professor Howe, "the presence of 

a writer who brings to beior upon his wnrk an enormous 

43 reserve of experience and reflection." 

Irving Howe sees Hardy's writing as a convergence 

of the "tradiifional and modern." This according to him 

is the most distinguishing trait of Hardy's fiction. 

Irwing Howe: Op.cit., p.6) 
42 
Ibid., p.30. 

I 3 
Ibiic., p.61. 
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Professor Howe states: 

The weight of the past looms large in Hardy's 
experience, and so too does the uncertainly 
of 4the modern world as he begins to glimpse 
it. 

As a result Hardy continues to live for he 

achieves a rare inclusiveness: 

The natural together with the historical 
the timeless with the time-bound, 
the inescapable limitations of all 
existence with^the particular troubles 
of the moment. 

Referring to Under the Greenwood Tree Professor 

Howe states: 

Simply as a picture of a fading style 
of life, Hardy's book is superior to 
both: a masterpiece in miniature. This 
is Hardy in his happiest, if not greatest 
voice, the Hardy who writes v/ith complete 
assurance about people and places he 
knows completely; and who writes un­
burdened by the obligation to be prophetic 
secrets or depths of character — not 
very concerned with the secrets or 
depths of anything - he is content 
to record the appearances of the natural 
world and the surfaces of human foible. 

Irving Howe declares Far from the Madding Crowd 

44 
Irving Howe: Op.cit., p.30 

45 
Ibid., p.31. 

46 
Ibid., p,46. 
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as being one of the novels which depicts the writers 

potentiality indicating how lively and various this 

book is. Far From the Madding Crowd displays Hardy's 

great gift as a writer of fiction — "his gift for 

those compressed incidents or miniature dramas, some­

times spoken and sometimes mere dumb show, which in 

47 
a page or two illuminate whole stretches of experience." 

Later, Hardy would speak of these as "moment of vision." 

Virginia Woolf was the only other critic along 

with Irving Howe who praised the book for what it 

really is, a spectacle of country life brimming with 

a special energy and charm. Irving Home states that 

there is barely visible in the pages (of the novel) 

"the novelist of lassitude and despair" that one en­

counters in the later books. 

The author here is completely absorbed with 

a flourishing rural community which is vigorous, rooted 

and productive. The maturity of the central characters 

is achieved through learning to live with the learning 

to modify the accepted social norms. 

47 
Irving Howe: Op.cit., p.52. 
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The Return of the Native is the first book 

says Howe, "in which Hardy reaches towards grandiose 

"literary" effects. Apart from the novelist serving 

as chronicler of Wessex, Hardy now brings to bear 

upon his little world an array of intellectual and 

historical pressures that were not to be seen in his 

earlier books. All that was stable and consolidated 

in the coiuntry is "shaken by voices of discontent, 

the bonds of social solidarity begin to loosen, the 

characters are overcome by feelings of boredom and 

estrangement and a new kind of sexuality, neurotically 

wilful but also perversely enticing, makes its appea­
ls 

ranee." " At no time says Howe does Hardy appear as 

a m.oralist. He watches over the men and women of Wessex 

with an almost maternal sympathy watching the endless 

alternation of effort and collapse, desire and denial, 

rebellion and defeat. The impulse to moral judgement 

is of no consequence to Hardy and matters very little. 

What matters in Hardy's world says Howe is "the large 

and recurrent rhythms of life, the rhythms of happiness 

and suffering" and then the fusion with the smaller 

incidents into which there are dram.atically com.pressed. 

When Eustacia's hand quivered on tying her bonnet 

as the result of a quarrel with Clym, no amount of 

Irving Howe: Op.cit., p.58. 
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effort could tie the strings but Clym came to her 

rescue and said, "Let me tie them." In that one fragment, 

as it displays the force of habit in marriage at the 

very moment of its dissolution. Hardy caught the essence 

of human pain. Says Howe: "Only a great novelist can 

fully apprehend such a moment, and only a great novelist 

can make it seem emblematic of our life, „49 

Irving Howe complements Hardy for his masterly 

portrayal of women. In dealing with them he was seldom 

inclined to plunge into the analytic depths which 

mark the treatment of feminine character in George 

Eliot's later novels. Throughout Hardy's fiction says 

Professor Howe "there is a curious power of sexual 

insinuation, almost as if he were not locked into 

the limits of masculine perception but could shuttle 

betvjeen, or for moments yoke together, the responses 

of the two sexes." In the deepest level of his imagi­

nation. Hardy held to a vision of the feminine that 

was thoroughly traditional in celebrating" "the maternal, 

the protective, the tender, the life-giving." Professor 

Howe states that Tess of the d'Orberville comes through 

with the most striking vitality for the book "stands 

Irving Howe: Op.cit., p.66. 

,^^Ibid., p.109. 



118 

at the centre of Hardy's achievement." It is because 

here the novelist stakes everything of his sensuous 

apprehension of a young woman's life. She is a girl 

who is at once a simple milkmaid and an archetype 

of feminine strength. 

According to Professor Howe, Tess is a warm­

hearted and unpretentions country girl barely troubled 

by intellectual ambition. She represents something 

more deeply rooted in the substance of instinctual 

life. She is the typical sentative of the Victorian 

cult of chastity. She is an absolute victim of her 

circumstances when she falls. But through a dialectic 

of negation, Tess reaches a purity of spirit even 

as she fails to satisfy the standards of the world. 

In conclusion Howe states: "Tess is one of the greatest 

examples we have in English literature of how a writer 

can take hold of a cultural stereotype and through 

the sheer intensity of his affection, pave and purify 

52 it into something that is morally ennobling." 

Irving Howe sees in the ciriticisms of Douglas 

Brown and Arnold Kettle and to a certain extent in 

51 
Irving Howe: Op.cit., p.109 

^^Ibid., p.110. 
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that of Dorothy Vanghent a "thematic overload". The 

first two critics. Brown with more subtlely than Kettle, 

approached Tess in a purely social context in which 

she acts out her ordeal. She is a victim of social 

disintegration and the book was looked upon as a social 

fable - that is a narrative in which attention is 

steadily being directed to a scheme of social relations 

behind the foreground events. But Irving Howe believes 

that central to the book is the figure of Tess herself 

for he states that she is one of the greatest triumphs 

of civilization. "A natural girl," Howe expatiates 

on the centrality of the girl: 

Tess is that rare creature in literature; 
goodness made interesting. She is human 
life stretched and racked yet forever 
springing back to renewal, and what 
must never be forgotten in thinking 
about her is that she is a pure woman. 

From Fax from the madding Crowd, or even earlier, 

to Jude the Obscure, we can see Hardy's interest in 

complex, tormented, maladjusted being often set along­

side comparatively stable and uncomplicated characters. 

In his book on Hardy, Howe suggests that in The Return 

of the Native, "a new kind of sexuality neurotically 

54 wilful but also perversely exciting makes its appearance. 

Irving Howe: Op.cit., p.130. 
54 
Irving Howe: Thomas Hardy (Masters of Literature 

Series, Weidenfeld and Nicholson, 1968), p.58. 
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This vividly describes the quality of Eustacia's passions 

but it is not true to say that such passions appear 

here for the first time. It is there in Boldwood, 

and even in Miss Aldclyfee's brief Lesbian encounters 

in Desperate Remedies. In this respect. The Return 

of the Native is not a departure, but a continuation 

in the line of Hardy's development which was to culmi­

nate in Jude and Obscure. Howe continues: "a thick 

cloud - the cloud of modern, inherently problematic 

55 consciousness - falls across the horizon of Wessex." 

It is certainly true that Hardy sees Clym as "a modern 

problematic consciousness." 

In his treatment of Jude the Obscure, Howe 

explains that even though the account has mostly to 

do with the difficulty of human beings living elbow 

to elbow and heart to heart; the difficulty of being 

unable to bear prolonged isolation or prolonged closeness; 

and the difficulty for thinking men of getting through 

the unspoken miseries of daily life, the book must 

be viewed in the context of a historical background. 

Wessex had always been for Hardy a sufficient 

moral and emotional support.Jude was the representative 

55 
Irving Howe: Thomas Hardy, p.58 
Ibid., p.136. 
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of those 'working men* who began to train their minds 

after the Industrial Revolution. He is as Howe states 
cc 

"a sort of rural cousin of the self-educated workers." 

It pained Hardy that Wessex and all it stood for was 

slipping out of his fingers for no longer did it seem 

to provide him something equivalent to a moral absolute. 

It now kept at a distance those of his character trouble 

by unrest. The intellectual disturbance of modern 

life is what roused Jude to excitement. So as Professor 

Howe states: 

Jude is Hardy's equivalent of the self-
educated worker: the self-educated 
workerc- transplanted into the Wessex 
World. 

In his depiction of Jude's predicament. Hardy 

was foreshadowing not merely one man's deprivation 

but the turmoil of an entire social group. Howe goes 

on to state that: "Jude's personal drama is woven 

from the materials of historical change, the transfor-

58 mation and uprooting of traditional English life." 

The same holds true of Sue Bridehead. Professor 

Irving Howe views Sue as characteristic of a moment 

57 
Irving Howe: Op.cit. p.137. 

^^Ibid.,p.138. 
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in history. She is alive and is an intensely indivi­

dualized figure because Hardy has placed her in a 

new historical situation. She is a woman who zhas 

changed radically from subordinate domesticity and 

Victorian repression Girl. 

Between Jude and Sue, says Howe, there is a 

special closeness, and this too has been historically 

conditioned. Irving Howe believes that both are lost 

souls for they have no place in the world which they 

can cherish or from which they can retreat. The human 

character was being regarded as problematic, "open 

to far-reaching speculative inquiry, and perhaps beyond 

certain knowledge, that the character of someone like 

Sue Bridehead must be seen not as a coherent force 

realizing itself in self-consistent public action,but 

as an amorphous aid ill-charted arena in which irra­

tional impulses conflict with one another, and that 

behind the interplay of events occupying the foreground 

of the novel there is a series of distorted psychic 

shadows which, with some wrenching, can be taken to 

59 provide the true'action' of the book." 

Hardy might have been thinking on these lines-his 

CO 

-•̂ Irving Howe: Op.cit. p. 141. 
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new characters were persons who felt more estranged 

from society. Professor Howe explains, "Hardy comes 

at the end of one tradition . . . . but he also comes 

at the beginning of another tradition, that of the 

literary 'modernism' which would dominate the twentieth 

country." In personal background, novelistic technique 

choice of locale and characters Hardy remains mostly 

of the pastJ but in his distinctive sensibility,he 

is partly of the future. 

Irving Howe sees Hardy as a man who "seemed 

like the very embodiment of traditional verities and 
6 1 

styles." Professor Howe in his critical examination 

of Hardy sees both his formative years in Dorset in 

an atmosphere of traditional rural life, and the pres­

sures of the philosophical skepticism of the Nineteenth 

Century converging in the Wessex Novels. Howe's study 

of Hardy is a strongly compassionate and knowledgeable 

reading of the novelist. 

The next thematic critic was Arnold Kettle. 

He saw that Hardy at least did have a philosophy and 
1 

that there was a basis for his pessimism — the pessimism 

of the Wessex peasant who sees his world and his values 

being destroyed. 

Irving Howe: Op.cit. p.139. 

^^Ibid., p.190. 
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Arnold Kettle's asessment of Hardy came in 

an essay entitled: Thomas Hardy: Tess of the d'Urbervilles 

(1953). At the very outset of this study Kettle sees 

the central theme of Tess as "The destruction of the 

«62 
English peasantry. 

Arnold Kettle reads Tess as a novel with a 

thesis. The thesis is that: 

In the course of the nineteenth century 
the disintegration of the peasantry 
— a process which had its roots deep 
in the past — had reached its final 
and treagic stage. With the extension 
of capitalist farming the old yeoman 
class of small holders or peasants, 
with their traditions of independence 
and their own native culture, was bound 
to disappear. The developing forces 
of history were too strong for them 
and their way of life. And because 
that way of life had been proud and 
deep-rooted its destruction was necessa­
rily painful and tragic. Tess is the g^ 
story and they symbol of that destruction. 

Throughout Tess there is an immediate and insistent 

emphasis on historical process so that Kettle says, 

"from the start the characters are not seen merely 

64 as individuals." Therefore, Arnold Kettle emphasises 

the fact that the novel is not the story of any personal 

tragedy but is "the expression of a generalized kia 

human situation in history." Tess's parents belong 

Arnold Kettle: Thomas Hardy: Tess of the 
d'Urbervilles, An Introduction to the English Novel: 
Vols. 2. London, Autchinsow, 1953, p.50. 

•̂̂ Ibid., p.51. 

^^Ibid., p.52. 
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to a class ranking above the farm-labourers, a set 

of people who owed a certain stability of aim and 

conduct have fallen on hard times. Their difficulty 

and hardship is made worse by the accident in which 

their horse is skilled. This very accident says Kettle 

"is a striking symbol of the struggles of the peasantry." 

The discovery by John Durbeyfield of his ancestry 

is not just an introductory comic scene. It states 

says Kettle "the basic theme of the novel - what the 

67 Durbeyfields have been and what they become." Such 

instances in Kettle's account like the "club walking" 

scene contrasted with the May Day dances of the past 

and early pagan rites are all given significance almost 

wholly in terms of history. 

Great significance is given to the comparison 

between Tess and her mother. Joan Durbeyfield lives 

in the peasant folk-lore of the past, Tess has been 

to a National Schot>l, says Hardy "When they were together 

68 the Jacobean and the Victorian ages were juxtaposed." 

Another situation that is symbolic of the historical 

process at work in the sacrifice of Tess to d'Urberville. 

Arnold Kettle: Op.cit., p.52. 

Ibid., p.51. 

^^Ibid., p.52. 

^^Ibid., p.52. 

^^Ibid., p.52. 
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From the moment of her seduction by d'Urberville, 

Tess's story becomes a hopeless struggle, against 

overwhelming odds. Tess's cry when she sees the d'Ur-

berville is "I thought we were all an old family; 

69 
but this is all new." It carries a world of irony. 

Her going over to the d'Urberville's is symbolic. 

Says Arnold Kettle: 

Tess prepared to become, since change 
she must a worker handed over by her 
mother to the li^^ ^nd the mercies 
of the ruling class. 

Finally, the treatment she succumbs to at the 

hands of Angel Clare, turns out to be more cruel than 

that of d'Urberville the aggressor. Says Arnold Kettle, 

that the function of all these situations in the novel 

"is to stress the social nature of Tess's destiny 

71 and its typicality." Even after Angel has left her 

the social degradation of Tess continues. The threshing 

scene, for example, says Kettle, is "a symbol of the 

72 dehumanized relationships of the new capitalist forms." 

The final blow to Tess's attempt to maintain 

her self-respect comes with the death of her father 

69 
Arnold Kettle: Op.cit., p.53. 
Ibid., p.53. 

71 
Ibid., p.54. 

72 
Ibid., p.54. 
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and the consequent expulsion of the Durbeyfield family 

from their cottage. This is symbolic, for Hardy explains 

the significance of a life-holder losing his holders: 

But as the long holdings fell in they 
were seldom again let to similar tenants 
and were mostly pulled down, if not 
absolutely required by the farmer for 
his lands These families, 
who had formed the backbone of the 
village life in the past, who were 
the depositories of the village tradi­
tions, had to seek refuge in the large 
centres; the process humorously desig­
nated by statisticians as "the tendency 
of the rural population, towards the 
large towns," being really the tendency 
of water to^^flow uphill where forced 
by machinery. 

Further, the style of this novel catches Kettle's 

attention. He praises Hardy's "understanding, his 

deep instinctive comprehension of the fate of the 

74 Wessex peasants." But coupled with his profound 

instinctive "understanding" is the inclusion of his 

philosophic comment on life in general. This 'loading 

of the dice' with philosophy affects the book, in 

general for the worse. As a result says Kettle, Hardy's 

'conscious philosophy', accounts for the "unduly long 

arm of coincidence and the inclusion of half-digested 

classical allusion's tend towards the psychological 

75 weaknesses." But Arnold Kettle concludes: 

73 
Arnold Kettle: Op.cit., p.55. 

74 
Ibid., p.63-64. 

^^Ibid., p.64. 
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From the social understanding emerges 
the strength of the novel, the superb 
revelation of the relation of men to 
nature, the haunting evocation of the 
Wessex landscape not as a blackcloth 
but as the living challenging material 
of human existence and the profoundly 
moving story of the peasant Tess. 

Arnold Kettle sees Tess emerging as a fine 

novel, a moral fable, the most moving expression in 

English literature - of the destruction of the peasant 

world. 

Raymond William came forward with his assessment 

of the novelist in an essay, Thomas Hardy (1964), 

published in the Critical Quarterly. He saw Hardy 

as being an observer and chronicler of "landowners, 

77 tenat farmers, dealers, craftsmen and labourers." 

He was not writing for them, but about them, to a 

mainly metropolitan and unconnected literary public. 

Raymond Williams admits that in the period from George 

Eliiot to Hardy the English countryside underwent 

radical changes, but he seems most concerned with 

the economics of the change. William says: 

The profound disturbances that Hardy 
records cannot then be seen in the 
sentimental terms of a pastoral: the 
contrast between country and town. 

Arnold Kettle: Op.cit., p.64. 
77 

Raymund W i l l i a m s : Thomas Hardy. C r i t i c a l 
Q u a r t e r l y , Vol . 6, No.4, 1964. p . 3 4 2 . 



129 

The exposed and separated individuals, 
whom Hardy puts at the centre of his 
fiction, are only the most developed 
cases of a general exposure and separa­
tion. Yet they are never merely illustra­
tions of this change in a way of life. 
Each has a dominant personal history, 
which in psychological terms bears 
a direct relation _to the social chara­
cter of the change. 

William's thesis is rather lop-sided as pointed 

out by later Hardy critics. He ignores the special 

quality of Hardy's idiom and the meaning of his dramatic 

setting which symbolise Hardy's interest in the enduring 

structures of rural life. The Roman ruins and burrows, 

the pre-historic monuments in Hardy's landscape are 

symbolic of his sense of the contemporareity of the 

past. 

Philip Larkin in his essay: "Wanted: Good Hardy 

Critic (1966); has declared that though the principal 

post-Eliot poets (Auden, Betjeman, Dylan Thomas) have 

acknowledged Hardy's power, the century's principal 

79 critics have really shown little interest in him." 

He declares Eliot to be hostile, Leavis patronising, 

Wilson, Empson, Blackmur, Trilling — none has been 

other than neglectful. Larkin adds: 

78 
Raymund Williams: Op.cit., p.350. 

79 
Philip Larkin: Wanted Good Hardy Critic. 

Critical Quarterly, Vol. 8, No.2. Summer 1966, p.174. 
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And the roll-call on the other side 
Lord David Cecil, Edmund Blunden, 

Lascelles Abercrombie, Webster, Guerard, 
Hawkins - does not on the whole have 
the penetration of intelligence and 
sensibility that would command confi­
dence. 

Philip Larkin has criticised a good deal of 

modern Hardy criticism because of its tendency to 

thrive on the difficult. Most often Larkin points 

out that the typical role of the modern critic "is 

to demonstrate that the author has said something 

8 1 other than he intended." 

Larkin does not agree with Frank Morrell'sd 

argument that "the characteristic" trail present in 

Hardy's works in his "gaiety". But Larkin replies: 

In my view it is suffering or sadness, 
and extended consideration of the cen-
trality of suffering in Hardy's work 
should be the first duty of the true 
critic, p|o^ which the work is still 
waiting. 

Larkin felt that Hardy was peculiarly well 

equipped to perceive the melancholy, the misfortunate, 

the frustrating, the failing elements of life. Therefore 

Larkin makes a suggestion to future critics that in 

their assessment of the novelist, they must seek first 

80 

Philip Larkin: Op.cit., p.174. 

Ibi., p.174. 

Ibid., p.177. 
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of all the determine what element is perculiarly his. 

Further, which imaginative note he strikes most effe­

ctively. 

It would follow that the presence of 
pain in Hardy's novel is a positive, 
not a negative quality - not the mecha­
nical working out of some pre-determined 
allegiance to permission or any other 
concept but the continual imaginative 
celebration of what is both the truest 
and the most important element in life, 
most important in the sense of niogt 
necessary to spiritual development. 

Therefore, Philip Larkin calls for a better 

and more positive approach to Hardy and so the title 

"Wanted: Good Hardy Critic." 

Quite contrary to the view held by Douglas 

Brown, Irwing Howe, Arnold Kettle and Philip Larkin 

we have another approach that helped in the progress 

of Hardy criticism. To this group belong John Holloway, 

Dorothy Van Ghent and Tony Tanner. 

John Holloway the first of this group of critics 

came forward with his new approach to Hardy in a book 

entitled The Victorian Sage (1953). The book was part 

of the critic's attempt to analyze the philosophy 

and the rhetoric in the, works of six great Victorians 

83 
Philip Larkin: Op.cit., p.178. 
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— Carlyle, Disraeli, George Eliot, Newman, Arnold 

and Thomas Hardy. John Holloway's attempts to combine 

a study of ideas with a study of rhetorical devices, 

of the ways in which certain kinds of writers put 

across their view of life with a wholeness and an 

immediacy not available to the mere logician and philo­

sopher . 

The thematic critics tried to approach Hardy 

as one "who registered the impact upon rural England 

of a great historical change, which went to the very 

84 roots of life." Their significant emphasis was on 

the decline of British agriculture, which brought 

about a radical change in rural life. The majority 

of Hardy's novels were seen in the context of history. 

However, this view of the clash between the old rural 

world and the new urban one of the destruction of 

peasantry was soon questioned by critics like John 

Holloway, Dorothy Van Ghent and Tony Tanner who thought 

this was overplayed. John Holloway best introduces 

the new approach: 

They (the novels) suggest not just 
a growing pre-occupation with the rural 
problem, nor even a growing sense that 
an earlier v/ay of life was inevitably 

84 
John Holloway: Hardy's Major Fiction. From 

the Austen to Joseph Conrad (Minneapolis, University 
of Minnesota Press, 1959) edited by Robert Rathburn 
and Martin Steimann, Jr., copyright 1958. Reprinted 
in Hardy: Twentieth Century Views, edited by Albert 
J. Guerard, p.52. 
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vanishing. A gathering realization that 
the earlier may did not possess the 
inner resources upon which to make a 
real right for its existence. The old 
order was not just a less powerful mode 
of life than the new, but ultimately 
helpless before it through inner defect. 

John Holloway's discussion of the novels in 

another account entitled "Hardy's Major Fiction" (1959), 

virtually ignores Hardy's rich and intimate contact 

with the rural tradition and his profound dependence 

upon, and loyalty to, its characteristic virtues. Hardy's 

'View of Life' has been expounded, re-interpreted, and 

attacked many times over, often so fully that a good 

deal has also been said of how plot, character, dialogue 

or setting enrich expression. In short, in the past 

says Holloway: 

Hardy is familiar in two quite different 
roles as chronicling a gliastly world 
of planless and ironic Fate, and as 
recording all the interest and variety 
even charm of rustic life. 

Holloway believes that something more important 

was yet to be said "about the quality of events, the 
87 

feel of them, than about their course." 

85 
John Holloway: Op.cit., p.53. 

86 
John Holloway, Hardy, The Victorian' Sage ; 

Studies in Argument, London: Macmillan, 1953, p.245. 

^^Ibid.. p.245. 



134 

One of the first things that Holloway states 
88 

"is that Hardy is both a philosopher and a moralist 

"a good number of critics ignored this aspect because 

they felt that Hardy could never have deep and arnest 
89 

convictions. They thought him "irreligious or scandalous". 

Holloway agrees with Albert J. Guerand that 

much of what Hardy has written is lost through excessive 

interest in Hardy's philosophy. Several times Hardy 

deviced that he was advancing any general theory of 

things. Holloway agrees that balance should be struck 

between Hardy's desire not to be seen as a theorizing 

philosopher, and his clear conception of himself as 

somehow giving expression to a "philosophy" all the 

same. This can be done. Holloway concludes here that: 

A Hardy novel is not an argument because 
it is an impression. Not idle nonsense 
but the work in all sincerity of purpose 
of one who though modestly 'a mere 
tale-teller' is nevertheless a thinker 
and a realist, and writes down how 
the things of the world strike him. 

The essence of John Holloway's approach to Hardy 

rests on the assumption that his novels convey immense 

meaning through play, symbol and words. An understanding 

of the real significance of any novel will be understood 

®^Ibid., p.245. 

^^Ibid., p.245. 
90 
Quoted by John Holloway: The Victorian Sage,p.246, 
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in terms of its theme. Only within the frame work of 

this central desire can the real significance of the 

detail (incident imagery, metaphor, local contrast) 

be grasped at all. 

Critics in the past noted that a major flow 

in Hardy's Novels was in the numerous unexpected or 

apparently unlikely incidents Holloway justified the 

inclusion of such incidents. At first he said "they 

may seem improbable," but these symbolic incidents not 

to seem vain and artificial. Hardy must in some way 

persuade his readers that his wider range of observation 

is not fanciful but justified seriously. Thus the cock-crow 

Tess leaves the dairy with her husband after the wedding 

although it is afternoon and a heron flying above Mrs. 

Yeobright just when she is exhausted and at the point 

of death symbolises the happy release from earth to 

heaven 'that she has began to long for. Holloway says: 

Hardy's success or failure in these 
incidents can only be judged against 
his whole view of the quality of human 
life and the human environment. Our 
response to the detail must be coloured 
by our enduring -sense of what is medi­
tated all in all. 

Further, John Holloway reports that in Hardy's 

novels nature is not a mere backdrop, a contrivance 

^^Ibid., p.251. 
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we are invited to admire for its pictures queness. Nor 

is nature a mere cluster of inert objects, something 

"out there", to be apprehended as a pleasing but mute 

surface. In the best of Hardy's novels, John Holloway 

observes that nature emerges as: 

An organic living whole, and its consti­
tuent parts, even the inanimate parts 
have a life and personality of their 
own. Secondly, it is unified on a great 
scale through both time and space. Thirdly, 
it is exceedingly complex and varied, 
full of unexpected details of many diffe­
rent kinds - details that are sometimes 
even quaint on bizarre. Fourthly, for 
all that, these hetrogeneous things 
are integrated, however obscurely, into 
a system of rigid and undeviating law. 

In short, Holloway stresses the "incessant anima­

tion of nature" and this makes Hardy's work quite distinc­

tive. All the details given "accumulate imperceptibly; 

and little by little creates in the readers mind a sense 

of the system of Nature which no general description 

93 could conceivably evoke." 

John Holloway describes Hardy's brilliant method 

of illustrating how nature is more animated. This he 

does by the use of "figurative language". It is common 

and varied and very important in Hardy's work. The use 

of metaphors says Holloway "do something to reinforce 

^^Ibid., p.252. 

•̂̂ Ibid., p.255. 
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94 
the impression that Nature has a quasi-human life". 

Most often Hardy's use of figurative language are all 

variations on one theme. 

Hardy's similes and metaphors not only spread 

through space, but also vast in time. Egdon Heath and 

the landscape says Holloway "seems to belong to the 

95 world of the carbonieferous period". The Earthwork 

of Casterbridge, Founways the ancient cross roads in 

Jude the Obscure, Bathsheba's medieval barn are all 

examples "of this age long permanence and continuity 

96 of things." 

In terms of the individual, he is part of the 

landscape and is subject to the system and operations 

of nature. John Holloway did not fail to see "how Hardy 

suggests the intimacy of the link between man and his 

environment by apparently quite trivial details which 

97 rely for effect on synobolism." In Hardy's use of 

symbols and images, figurative language like the 'man-and-

tree comparison (Grace and Fitzpiers), the man river 

comparison (Tess and Clare), and comparison with birds 

and animals. All have been given to reinforce one impres­

sion of Hardy's sense of man set in nature. More often 

94 
''^Ibid.p.257. 

^^Ibid., p.241. 

^^Ibid., p.261. 

^^Ibid., p.267. 
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such comparisons confirm that sense of the unexpected 

and bizarre. For Holloway says: "If Nature's life is 

half-human life for Hardy is half like that of birds 

and animals." 

Holloway believes that the Mayor of Casterbridge 

is Hardy's best work. It is distinctive says Holloway 

because "it certainly creates and sustains Hardy's picture 

99 of nature, and especially man in nature." Casterbridge 

further has all the qualitaties most prominent in Hardy's 

notion of Nature itself. Holloi-zay says that, "it is 

easily the most comprehensive portrait of a human society 

in his work. The whole town is "rooted in a tract of 

countryside." There is organic interfusion between 

the town and its surroundings Casterbridge was the comple­

ment of the rural life around; not its urban opposite. 

Ultimately, that is, says Holloway "Hardy shows us South 

Wessex in this novel as from the standpoint of human 

society, a single organism." 

John Holloway sums up Hardy's trend of one novel 

after another as they portray the same scale of values. 

^^Ibid., p.269. 

^^Ibid., p.288. 

^°°Ibid., p.272. 

^^4bid., p.275. 
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To adapt one's life to ones traditional 
situation is good, to reproot {'deracine') 
oneself for material ends is bad, to 
do so for romantic passion f^ any abstract 
ideal is of anything worse. 

Dorothy Vanghent was another outstanding critic 

of Hardy's novels. She treats Hardy's novels as a tissue 

of symbolic or imagistric constituents forming a pattern 

"deeper than lines of national cause and effect." 

But unlike so many other symbol hunting critics, she 

did not regards symbolism in Tess as mere literary expe­

diency but saw it arising out of the cultural compulsions 

behind the tale. Dorothy Venghent states:-

It is Hardy's incorruptible feeling 
for the actual that allows his symbolism 
its amazingly blunt privileges and that 
at the same time subdues it to and absorbs 
it into the concrete circumstance of 
experience, real as touch." 

Dorothy in her brilliant analysis of the pattern 

of imagery and symbol in the novel shares a certain 

uneasiness with her predecessors about the philosophical 

voice in on over the narrative. A voice which Willian 

R. Rutland described as "augumentative" theological 

dogmatic, philosophical ' or what you will, but which 

102 
Ibid., p.286. 

Dorothy Vanghent: Tess of the d'Urbervilles. 
From the English Novel: Form and Function 1953. Reprinted 
in Hardy: Twentieth Century Views, edited by Albert 
J. Guernard, f.84. 

^^^Ibid., p.8. 
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is not intrinsic to the picture" has repeatedly come 

under fire even in the most sympathetic criticism of 

the novels. Bits of 'Philosophical adhesive tape* have 

been contrasted with "the deeply animated vision of 

experience" in the narrative. 

However, she devotes a major section of her 

account to Hardy's use of symbols. For example, Vanghent's 

account throws light on the metaphorical function of 

"the heath" in The Return and the Roman ruins round 

about the town of Casterbridge. In the first case she 

says: 

The heath exists peripherally and gratui-
tuously in relation to the action, on 
the one hand as the place where the 
action happens to happen and on the 
other as a metaphor - a metaphorical 
reflection of the loneliness of human 
motive of the inertia of unconscious 
life, of the mystery of the unfolding 
darkness; but it is not a dramatically 
causative agent and its particular qualitv 
is not "dramatically" necessary. 

Dorothy Vanghent explains the more complicated metaphor 

of the Roman Ruins as being: 

Works of man that have fallen into earth they 

^^^Ibid.. p.78. 

^^^Ibid., p.78. 

^^^Ibid.. p.83, 
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speak mutely of the anonymity of human effort in historical 

as well as in geological time; their presence suggests 

also the classic pattern of the Mayor's tragedy the 

ancient repetitiveness of self-destruction; and they 

provide thus a kind of guarantee or confirming signature 

108 of the heroism of the doomed human enterprise. 

When she comes to the earth in Tess she says 

109 that it is "primarily" not a metaphor but a real thing. 

It serves its purpose in being real and actual that 

is, as a factor of causation. Where it has to be trudged 

in order that a person may get from one place to another. 

It is always present in person as it were to "encounter, 

to herass them, detour them, seduce them, defeat them." 

The dramatic motivation provided by natural 

earth is actual to every aspect of the look. It is all 

that is on the earth that is the setting and atmosphere 

is what provided Hardy with symbols. Obvious as other 

symbolisms are, their deep stress is maintained by Hardy's 

naturalistic premise. Everything around excited Hardy's 

eye and so the earth, says Dorothy Vanghent "exists 

here" as a Final Cause. The symbolic value of setting 

^°^Ibid., p.83. 
109_. ., o-i Ibid., p.83. 

Ibid., p.83. 
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are constituted in long part by the responses required 

of the characters themselves in their relation with 

the earth. Vanghent explains these symbols for she says: 

The green vale of Blackmoor, fertile 
small, enclosed by hills lying under 
a blue haze - the vale of birth, the 
cradle of innocence. The wide misty 
setting of Talbothay's dairy, "oozing 
fatness and warm ferments", where the 
rush of juices could almost be heard 
below the hiss of fertilization ~ the 
sensual dream, the lost Paradise." 

In a section of the account of Tess, Dorothy 

Vanghent devotes some time to Hardy's excessive reliance 

upon accidents and coincidences in the management of 

his narratives. Critics in the past had condemned Hardy 

for realising events conform to his "pessimistic" and 

"fatalistic" ideas. She agrees and does admit that it 

is not easy to say that there is a certain justification 

for his large use of the accidental. But then she says 

the purpose of art is to create order out of disorder 

by finding causation in it. Says says:-

In the accidentalism of Hardy's universe 
we can recognise the profound truth 
of the darkness in which life is a cast 
darkness both within the soul and without 
the soul and without, only in-so-far 
as his accidentalism is not itself accide­
ntal nor yet an ideology - obsessed 
puppeteer's manipulation of character 

^^^Ibid., p.84. 
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and event which is to say, only in so 
far as the universe he creates has aesthe­
tic integrity, the flesh and bones ai^ 
organic development of a concrete world. 

Dorothy Vanghent further explains that this is not always 

true of even the best of Hardy's novel; but it is generally 

true of the construction of Tess - a novel in which 

the accidental is perhaps more preponderant than in 

any other Hardy, Vanghent fully justifies accidents 

and coincidences in the narrative pattern of Tess but 

has "with very great cunning, reinforced the necessity 

of this particular kind of narrative pattern by giving 

to it the background of the folk instinct ivism, folk 

fatalism, and folk magic." In turn we see the earth 

as mysterious, supernatural, "for it is only thus that 

114 earth can seem to have intentions." Thus though the 

strong is grounded deeply in a naturalistic premise, 

Dorothy Vanghent says, "Hardy's use of one of the commonest 

tools of novelists - symbolism - enforces a magical 

view of life."^^^ 

In short, Vanghent's inner accounts has made 

a definite departure of looking at Hardy in the context 

of history symbolism, metaphor and imagery from the 

112 

' '^Ibid., p.85. 

Ibid., p.86. 

^^^Ibid., p.86. 
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''^Ibid., p.89 
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major portion and its application in her treatment of 

Hardy's novels. 

Coupled with Dorothy Vanghent and John Holloway 

we have Tony Tanner whose approach to Hardy bore affinities 

and was a stern departure from the thematic approach 

of Douglas Brown and Irwing Howe Tanner's account appeared 

as an essay "Colour and Movement in Hardy's Tess of 

the d'Urberbilles (1968) Tanner states, if we can think 

of a novelist as creating, among other things, a particular 

linguistic world by a series of selective intensifications 

of our shared vocabulary, then we can way that Hardy's 

world is usually easy to read." Tanner did not see 

Hardy's works soly in the context of a largely acquiltheral 

region steeped in history and slow to emerge from the 

other rhythigm of rural life and labour into the modern 

industrial world. But he saw Hardy essentially as an 

artist who made great use of metaphor, imagery and symbo­

lism. 

Tanner cites examples from Tess and says "For 

an Artist as usually sensitive as Hardy, colour is of 

the first importance and significance, and there is 

one colour which literally catches the eye, and is meant 

Tony Tanner: Colour and Movement in Hardy's 
Tess of the d'Urberville, Critical Quarterly. Vol.10, 
No.3, Automn 1968, p.210. 
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to catch it, throughout the book." This colour is 

red, the colour of the blood, which is associated with 

Tess from first to last. It dogs her, disturbs her, 

destroys her. She is full of it she spills it, she loses 

it, says Tanner, "watching Tess's life we begin to see 

that her destiny is nothing more or less than the colour 

118 

red." The colour red symbolises so many omens. Through­

out the book and to the end Hardy continues to bring 

the colour red in front of our eyes. 

Tanner has been one of the many lust critics 

in interpreting the different occasions when the colour 

time and again makes its appearance. He pointed highlighted 

the importance and significance of its presence. For 

example the time when Tess was splashed with prince's 

blood from face to skirt. First, he explained Prince's 

death as being a reminder that the family is destitute. 

But far more graphic, more disturbing and memorable, 

is the image of the sleeping girl on the darkened road, 

brutally awakened and desperately trying to stounch 

a fatal puncture, trying to stop the blood which cannot 

be stopped and only being drenched in its powerful spurts 

says Tanner. 

^^^Ibid., p.220. 

^^^Ibid., p.220 
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It adumbrates the loss of her virginity 
for she, too will be brutally pierced 
on a darkened road far from home and 
once the blood of her innocence has 
been released she too, like the stoical 
prince will stay upright as long as 
she can until all blood being out, she 
will sink down suddenly in a heap. Com­
prised in that one impcyuaerable scene 
we can see her whole life. 

Throughout the novel and in the light of Tanner's 

interpretation of the text, he has suggested that the 

destiny of Tess comes to us as a cumulation of visible 

omens. Tanner sees the part played by the sun, altars 

and tombs, and finally walking and travelling in the 

life of Tess. 

Hardy, even conscious of effects of light on 

various occasions displays his skill in the inter play 

of such phenomena. The dancing girls being warmed without 

by the sun symbolises syas Tanner that "each of them 

120 
had a private little sun, for her soul to bask in" 

The sun is their source of heat and life. Tess starts 

"sun-blessed". Tess further blooms into full female 

ripeness and Tanner through his symbol of the sun describes 

this growth. In another place as so after when Tess 

is getting involved with the superior power of man. 

^^^Ibid., pp.221-222. 

120 
'^"ibid., p.227. 
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the atmosphere is misty but this time it is cold mist, 

the sunless fogs which precede the dawn says Tanner: 

In this particular light of a cool watery 
whiteness, Tess appears to Angel as 
a visionary essence of woman. Something 
ghostly, merely a soul at large. He 
calls her among other things, Artemis 
(who lived of course in perpetual celi­
bacy). In this sunless light Tess appears 
to angel as unsexed, sexless, the sort 
of non-physical spritualised esence 
he in his impotent spirituality wants. 
But Tess is inescapably flesh and blood. 
And when the sun does come up she reverts 
from divine essence to physical milkmaid 
her teeth, lips and eyes scientillate 
in the sunbeams, and she was again the 
dazzlingly fair dairymaid only 

The account here is carried on by the dairyman 

who tells of his story of the seduction of a young girl; 

none of them but herself seemed to see the sorrow of 

it. Immediately we read, "the evening sun was now ugly 

to her, like a great inflamed wound in the sky" says 

Tanner counting on this: "Sir is a natural instinct 

which however can lead to lives of utter misery. The 

122 same sun that blesses can curse." 

To the convergence of redness and the sun is 

added the great final fact of the altar syas Tanner, 

it is an altar which Tess approaches almost gratefully, 

and on which she takes up her sacrificial position with 
_ _ 

Ibid., p.227. 
122 
"̂ "̂ Ibid., p.227. 
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'123 exhausted relief." x she is very much 'at home' on 

the alter of sacrifice Tanner adds, "fully to be human 

is partly to be heathen, as the figure of Tess on the 

124 

altar makes clear," The term "heathen" is fully appro­

priate for it as for it originally meant someone who 

lived on the heath and as for a Pagan someone who lived 

in a remote village. 

In another place angel takes Tess and lays her 

in an 'empty coffin' in the ruined choir', says Tanner 

in interpreting the action: 

In Angel's life of suppressed spontaneity 
and the Negation of passioned feeling, 
this is the most significant thing that 
he does. He encoffins the sexual instinct 
then lies down beside Tess. The deepest 
inclinations of his psyche, his very 
being, have been revealed. 

Later on when things are utterly desperate for 

Tess's family and they literally have no roof over their 

heads, they take refuge by the church in which the family 

vaults are kept. In their exhaustion they erect an old 

'four-post bedstead' over the vaults Tanner at once 

sees again the intimate proximity of the bed and the 

grave. This sombre contiguity also adumbrates the ambiguous 

^̂ •̂ Ibid., p.229. 

^^^Ibid, p.229. 

^^^Ibid., p.229. 
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relief which Tess later finds in here crinison four-post-

bed which is also very close to death. On this occasion 

Tess enters the church and pauses by the tombs of the 

family and the door of her ancestral sepulchre. 'It 

is here when Alex worries and pensures her at the very 

door of her ancestors' vault, she bends down and whispers 

that line of terrible simplicity - "Why am I on the 

wrong side of this door? adds Tanner, that Tess in her 

increasingly vulnerable, weary and helpless state, her 

only solution is: 

To break through that "all delivering 
door" the door from life to death which 
opens on the only home left to her. 
This she does, by stabbing Alex and 
then taking her place on the ritual 
altar she has finally spilled all the 
blood that tormented her. She can then 
abandon the torments of animaten=ress 
and seek pt^ the lasting repose she 
has earned. 

Another, most searching of all Hardy's preoccupa­

tions - walking, travelling, movement of all kinds. 

Says Tanner, about Hardy, "somewhere at heart of his 

vision is a profound sense of what we may call the mystry 
127 

of motion." Such visualised passages of walking "says 

Tanner, carry the meaning of the novel. Tanner adds 

^^^Ibid., p.231. 

127 
""'ibid., p.231. 
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through the novel, "we see Tess as a moving spot on 

a white vacinity. And this extreme pictorical reduction 

seems to me to be night at the heart of Hardy's vision." 

Tanner goes on to explain what he means about 

Hardy's mystery of motion" and preoccupation with it. 

He says: 

To be human is to be animated, is to 
move Hardy's novels are about 'the dis­
continuance of immobility'. All the 
confusions that make up his plots are 
the result of people who perceptibly 
give up their fixity. To say that this 
is the very condition of life itself 
is only to pointg to the elemental nature 
of Hardy's art. 

And further in terms of the inert heath in The Return 

of the Native he says: 

The tragic tension between human and 
earth, between motion and repose, between 
the organic drive away from the inorganic 
and, what turns out to be the same thing, 
the drive to return to the inorganic, 
provides Hardy with the radical structure 
of his finest work. The human struggle 
against - and temporary departure from 

the level stillness of the heath, 
is part of that struggle between the 

part of Hardy's vision. 
vertical and horizontal, jahich is a crucial 

Tess, as Tanner describes it is a tale of suffering. 

^^^Ibid., p.232. 

^^^Ibid,, p.233. 

•̂̂ Îbid.. p.234. 
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Tanner adds, "We see Tess suffering, apparently doomed 

to suffer; destroyed by two men, by Society, by the 

sun outside her and the blood inside her." Hardy 

is a master at depicting this tragic vision. The vision 

is tragic because Hardy shows an ordering of existence 

in which nature turns against itself, in which the sun 

blasts what it blesses, in which all the hopeful explora­

tions of life turn out to have been a circuitious pere­

grination towards death, "All things are born to be 

diminished" said Pericles at the time of Sophocles; 

and Hardy's comparable feeling that all things are tended 

to be obliterated, revels a Sophoclean grasp of the 

bed-rock ironies of existence. 

Says Tanner, "Tess is the living demonstration 

of these tragic ironies. That is why she who is raped 

lives to be hanged; why she who is so physically beautiful 

feels guilt at inhabiting the fleshly tabernacle with 

which Nature had endowed her; why she who is a fertile 

source of life comes to feel that 'birth itself was 

an ordeal of degrading personal compulsion, whose gratui-

132 tious nothing in the result seemed to justify." One 

could in the circumstances of Tess's life and ask why 

should it all happen to her? Some people in the book 

•̂̂ Îbid., p.236. 
132 
^ Ibid., p.237. 
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say fatalistically, "It was to be". But Tanner adds, 

"Hardy does not work in this way, more than make us 

judge. Hardy makes us see, and in looking for some expla­

nation of why all this should happen to Tess, our eyes 

finally settle on that red ribbon marking out the little 

girl in the white dress, which already foreshadows the 

red blood stain on the white ceiling. In her beginning 

is her end. It is the oldest of truths, but it takes 

a great writer to make us experience it again in all 

o133 its awesome mystery." 

Criticism that came during this phase is distinctly 

marked by two schools of thought. One school the thematic 

critics have given Hardy's novels a precise definition 

by relating it to the great events which were transfor­

ming English rural Society during his life. Douglas 

Brown calls this 'the contemporary agricultural tragedy* 

and a critic like Irwing Howe betrays a romantic view 

of the old rural England which is equally distorting. 

Such an approach where Hardy's great 'subjects' 

is essentially thought of as the sad passing of the 

stable rural life the decay of old customs and of local 

traditions, the death of ghost stories and the death 

of village choirs appears in most accounts. It is no 

^̂ •'ibid., p.232. 
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wonder that Metryn William comes later and challenges " 

such views of Brown and Arnold Kettle. For one, the 

central theme of Hardy's novels is seen as 'the tension 

between the old rural world and the new urban one,' 

and for Kettle as he sees it in Tess it is the destruc­

tion of peasantry. The novels of Thomas Hardy do relate 

to the condition of rural England in the latter half 

of the nineteenth century as acknowledged by some of 

Hardy's famous critics and by Hardy himself. The version 

of Hardy which has become established sees him as the 

novelist of a vanishing way of life. But history, truth, 

fiction are problematical concepts and much of the wonder 

of Hardy's enduring fictions depends on the way in which 

they extend, complicate and wrestle with the meaning 

of these concepts. Therefore, the thematic critics of 

this phase should have taken the Wessex novels as research 

into the history of rural culture and not looked upon 

such fiction solely in the context of history. Critical 

accounts which proceed from such an historical context 

miss out on the obliquity of Hardy's historical imagina­

tion. In making local history their primary focus Hardy's 

historical critics for this phase have misjudged the 

creative centre of his fiction. They have paid insufficient 

attention to Hardy's metaphor-making powers and his 
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astute understanding of the inheritance of metaphors 

in the workings of folk consciousness. It is no wonder 

came Philip Larken with his plea: "wanted good Hardy 

critic." 

Critics like Dorothy Vanghent, John Holloway 

and Tony Tanner to mention a few belong to the other 

school of thought. They failed to see Hardy's novels 

solely in the context of history and its effect on society. 

So the critical confusion about Hardy's intentions still 

persists and needs to be examined and refuted in further 

detail. 

In general such critics tried to probe into 

the realm of Hardy's aesthetic nature. They noted that 

the essential pleasure derived from Hardy's novels was 

in his ability to create images of life and was a counter­

balance to the thematic approach of Raymund Williams, 

Douglas Brown, Irwing Howe and Arnold Kettle. 

Vanghent, Holloway and Tony Tanner were more 

liberal in their outlook and though the dynamicm of 

Hardy's novels they were able to explain his greatness 

through play, symbol and words. Every great writer has ŝ  

his own kind of legibility, his own way of turning life ]/ 

into a language of particular sabincies, and, in Hardy 

this legibility is of a singularly stark onder. No other 
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novelist in Hardy's day had created among other things, 

a linguistic world by a series of selective intensifica­

tions of our shared vocabulary. It is this that makes 

Hardy's world easy to read. The key words in his dialect 

to continue the image, "stand out like braille. It is 

as though some impersonal process of erosion had worn 

away much of the dense circumstantial texture of his 

tales, revealing the basic resistant contours of a sequence 

of events which Hardy only has to point to make us all 

- like ancient marks a barren landscape. And through 

his use of metaphor and symbol, Hardy above all does 

make us see just as he himself could not bear to be 

touched, so he does not 'touch' the people and things 

in his tales, does not interfere with them or absorb 

them into his own sensibility. Hardy's famous or noto­

rious, philosophic breedings and asides are part of 

his reactions as a watcher, but they never give the 

impression of violating the people and objects of which 

has late is composed reflection and perception are kept 

separate (in Lawrence they often tend to merge) and 

those who complain about the turgidity of his thoughts 

may be overlooking the incomparable clarity of his eyes. 

In the light of what has been said, through 

Hardy's use of language, imagery and metaphor art aims 
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to become a "total experience", soliciting total attention. 

This is what Hardy's novels do to his readers. 

In terms of history, Hardy's interest in local 

history cannot be denied. One has to see his Common 

place Books to believe how assiduous a student of local 

history and culture Hardy was. His fiction was a quest 

for the inherent but undiscovered forms of this history 

and culture. Wessex was a fictional world, no doubt, 

but a fictional world informed by Hardy's awareness 

of the fictional form of apprehended social reality. 

A true historian; Hardy is not only concerned with social 

data, with gross historical references, but with the 

elusive shape and rhythm of historical and social reality. 

Wessex is an emotive model for the discover and communica­

tion of forms of social reality which are seldom acknow­

ledged or felt by factful historians. 

Both Schools of criticism for this phase in 

spite of shortcomings have helped in the further develop­

ment of Hardy criticism. Their thoughts and ideas have 

helped towards a more modern approach. Today there are 

almost and even more critical works on his novels as 

on his poetry. His reputation stands higher than it 

has ever done; it is even possible for a modern critic. 
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Donald Davie, to argue in a recent work that Hardy has 

been the greatest single influence on English Novels 

in this century (although I do not think this has been 

proved.) The editor of the 1960 Penguin Poet Edition 

writes: 

There have been relatively few poet-
novelists in English Literature 
the only authentic double - firsts in 
this field are, I believe. Hardy and 
D.H. Lawrence. 



C H A P T E R - I V 



MODERN APPROACHES TO HARDY'S FICTI<»I 

It is nearly sixty years since his death in 

1928 and today, Hardy seems more important, bot as 

poet and novelist than ever before. All his novels 

are now available in paperback as well as hardcover 

editions. Moreover, there are several editions of 

his poetry. For all his popularity, however. Hardy 

continues to provoke critical debate as a novelist 

and has often been strangely neglected as a poet. 

The number of articles, reviews and critical 

studies that came in the 70's have shown vigorous 

and original approaches to Hardy. There is no longer 

any danger that Hardy will 'go out of fashion' but 

there is certainly a need for his readers to come 

to terms with his uniqueness and with the exact nature 

of his position as a major writer. By looking at him 

in a variety of fresh ways modern critics have provided 

a range of new ideas and interpretations that help 

to identify what is important in Hardy for us today. 

It is hoped that after looking at the accounts of 

some of these writers, an assessment of their contribution 
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to Hardy is arrived at. 

The critics of the 70's have all attempted 

an assessment of Hardy's importance largely by indirect 

means. Each contribution proposes a thesis or a number 

of ideas that take advantage of hindsight. For example, 

in a book, Thomas Hardy After Fifty Years (1977) edited 

by Lance St. John Butler we have some of the most 

modern approaches by writers, to a man who has grown 

and changed since his death. The obvious advantage 

of hindsight is seen in this case: serious apprecia­

tion of the cinema is a post-war phenomenon and David 

Lodge looks at Hardy through the modern glasses this 

medium provides. The study and editing of Hardy texts 

has progressed steadily in the last half-century and 

R.C. Schweik summarises the results of this work and 

points out the areas in which it is not yet complete. 

We have Robert Rehder's study of 'form*. In another 

case a most instructive use of hindsight is made by 

John Foules who offers a most interesting reading 

of the little known The Well Beloved. 

Modern criticism since the '70's has been 

highly resourceful. It is my purpose to show how the 
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new approaches to Hardy contribute towards a modern 

tradition in Hardy criticism. 

For a start I have selected three critics: 

Ian Gregor, The Great Web: The Form of Hardy's Major 

Fiction (1974), Penelope Vigar: The Novels of Thomas 

Hardy: Illusion and Reality (1974), and Michael Squires, 

The Pastoral Novel: Studies in George Eliot, Thomas 

Hardy, and D.H. Lawrence. 

The spirit of Henry James haunts the pages 

of these first two books on Hardy. James appears on 

the first page of both books. The issue that immediately 

faces one in these books is the sense of anxiety in 

Hardy's critics: both Gregor and Vigar are writing 

for an audience which, as they see it, is dominated 

by the influence of James. Immediately on the defensive, 

Vigar quickly remarks, "Lovers of Henry James frequently 

consider him (Hardy) boring or inadequate, and point 

out the obviousness of his symbolism and the simplicity 

of his characterization." Gregor, more sedately, 

explains that James' "art has, of course, been a perva­

sive presence in the general criticism of fiction 

Penelope Vigar: The Novels of Thomas Hardy: 
Illusion and Reality. Atlantic Highlands, N.J. : Huma­
nities Press, 1974, p.1. 
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in recent decades, even when it is not being consciously 
2 

advented advented to." It is the ghost of James, 

then, that Gregor and Vigar must bury once and for 

all, at least for those of us who want to understand 

and appreciate Hardy: "Those who attempt to judge 

and analyse Hardy's works by Henry James* standards 
3 

are doomed to the failure of misrepresentation." 
Again, concidentally, both critics quote the same 

threatening passage from James Letters: "Form alone 
4 

takes, and holds, and preserves, substance." 

Gregor and Vigar agree that form, as it is 

understood by James, plays a small role in Hardy, 

and both insist that "plot" — of which Hardy has 

so much, and James so little — is the central clue 

to understanding his novels. With no clear definition 

of plot in mind, Gregor begins his description of 

the characteristic form of Hardy's novels. What Gregor 

brings to the criticism of Hardy is his sense of the 
5 

novel as "an unfolding process" , and it is this which 

2 
Ian Gregor: The Great Web; The Form of Hardy's 

Major Fiction, London: Faber and Faber, 1974, p.24. 
3 
Penelope Vigar: The Novels of Thomas Hardy: 

Illusion and Reality, pp. 6-7. 
4 
Ian Gregor: The Great Web, p.23. Penelope 

Vigar: The Novels of Thomas Hardy, p.6. 
Ian Gregor: The Great Web, p.26. 
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he in part means by plot. Despite the few allusions 

to James, Gregor's discussion unfortunately takes 

place in a vacuum: he fails to take into account the 

term "plot" as it is traditionally defined, either 

simply by Forster or more elaborately, by Ronald Crane 

in his classic essay on the subject. Gregor ignores 

that it is Forster, for example, who in fact tells 

us that "Hardy arranges events with emphasis on casuality 

the ground plan is a plot, and the characters are 

ordered to acquiesce in its requirements." Gregor 

might have used this to give us his own definition 

of plot and its role in Hardy. Forster's book on the 

novel, Gregor seems to forget, is one of the earliest 

and most articulate attempts to liberate all aspects 

of the novel. Right down to Gregor's claims that Hardy's 

endings are uneasy because he sought plurality rather 

than unity, continuity rather than finality, we are 

reminded of Forster's famous claim for "Expansion 
7 

Not completion". 

What Gregor is finally after is not the story, 

but what James called the study of the story: 

E.M. Forster: Aspects of the Novel, p.5. 

^Ibid., p.8. 
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'The novel as an unfolding process, 
which I described earlier in terms 
of story, can in this way be seen to 
extend into its metaphysical structu­
ring, so that the implied author exists 
neither as a mediator between his chara­
cters and the readers, nor as a dramatized 
consciousness taking a place with other 
characters, but as a distinctive presence 
existing alongside the characters, 
undergoing the same experiences as 
they underao, reflecting upon them 
as they do." 

Gregor, however has the uncarry ability to 

take the opening and closing of two chapters of a 

novel (as he does with The Mayor) and generates a 

compelling discussion of its entire pattern; or in 

the case of Jude to reveal a novel's internal shifts 

and turns, the inner stitchings of its "great web", 

its rhythm. All the interpretive chapters make lively 

reading, particularly because Gregor, through a careful 

and restrained selection of material, is able to go 

to the heart of the novel and its major issues without 

travelling the overworked paths of other critics. 

Gregor views within Far From the Madding Crowd, 

a pastoral perspective. Many of the earlier critics 

judged the novel in terms of historical accuracy. 

Andrew Long and R.H. Button failed to see the book 

Q 

Ian Gregor: The Great Web, pp.31.32. 
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in the context of history. Many of the contemporary 

novelists tried to solve the problem by taking the 

novel as simply an idyll, although some did not fail 

to notice that idyllicism could not account for the 

novel in its enteriety. Hardy himself described the 

book as "a pastoral tale." Michael Squires in. The 

Pastoral Novel: Studies in George Eliot Thomas Hardy 

and D.H. Lawrence (1974) notes the pastoral Par From 

the Madding Crowd is fruitfully adjusted to the rea­

listic and dramatic conventions of the Mid-Victorian 

Novel. While it may be called a novel deeply pastoral 

in feeling, there is little doubt that "the falsification 

and artificiality of traditional pastoral have been 
9 

rigorously excluded from Hardy's account". These 

critics have agreed with the view that Hardy is a 

celebcrant of the rural way of life and that its detailed 

perception is the life-giving force of Hardy's great 

fiction. But they fail to see the operation of the 

typical pastoral in Hardy. It is no wonder that Ian 

Gregor came forward with his challenging words: 

If Hardy is celebrating pastoral life in his 

novel, it must surely be in the spirit of Samuel Beckett. 

9 
Quoted by Noorul Hasan: Thomas Hardy; The 

Sociological Imagination, 1982, p.14. 

Ian Gregor: The Great Web, p.47. 
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Ian Gregor agrees that the opposition between 

'the natural* and the civilised, between nature and 

nature is crucial to the concept of pastoral. But 

in this novel he felt that both these concepts were 

remote from Hardy's purpose. Gregor points out that 

the dominant impression which the novel makes on the 

reader is one of "passion". He quotes utterances like, 

"I shall do one thing in this life — one thing certain 

- that is love you, and long for you, and keep wanting 

you till I die." In another place, Bathsheba about 

Troy, '0, I love him to very distraction and misery 

and agony. Don't be frightened at me, though perhaps 

I am enough to frighten any innocent woman.' Says 

Gregor: 

These are the tones which sound throughout 
this novel and if the total impression 
made by the novel is not quite of this 
kind the intensity of feeling which 
these assertions and pleadings expose 
is an integral of the experience which 
Hardy is concerned to communicate: 
an experience of intense human vulne­
rability.^"^ 

Gregor further adds: 

An overwhelming desire to fill an unsus-
pencted void within, unsought in origin, 
capricious and obsessive in its demands, 
unpredictable in its consequences — 

Quoted by Ian Gregor: The Great Web,p.12, 

^^Ibid., p.51. 
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this is the kind of feeling which Hardy 
writes about, and it is there at the 
centre of Far From the Madding Crowd. 
It is not a feeling which offers itself 
for moral judgement, so that we think 
of it in terms of excess, reckless 
self-abandon. For Hardy, it is an Q§33ae-
escapable part of what it is to be 
human, as likely to strike an oak as 
a Troy, a Bathsheba as a Boldwood. 

This intense projection of feeling, is central 

to the experience of the novel "Work", is the next 

element which plays a vital role in the action of 

the novel. Raymond Williams had earlier pointed out: 

Work enters Hardy's novels more deci­
sively than in any English novelist 
of comparable importance. And it is 
not merely illustrtive; it is seejv 
as it is, as a central kind of learning. 

Gregor says that work as learning "is a counter­

poise that Hardy offers to the demands of passion." 

Finally, the third element Gregor "emphasises 

in Hardy's vision of the 'pastoral tale' is "the sense 

of community" which comes home to us. But the effect 

of community is perhaps best established by their 

(Coggan, Joseph Poongrass, Cainy Ball) talk in the 

Malthouse and in Buck's Head. Says Gregor: 

Quoted by Ian Gregor: The Great Web, p. 52, 

^^Ibid., p.55. 
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What we get from the apparently random 
collection of stories above love and 
deception and old age and change and 
superstition — stories which often 
act like distorting mirrors on the 
main themes of the novel — is the 
sense of a continuum of human experience 
which nothing can alter or shock. Like 
the element of work which is present 
in the novel this affects out apprehen­
sion of the passion that exists among 
the main characters, softening it, 
unobtrusively distancing it. 

Gregor details the working of the three essential 

elements: 

Passion, work and the pastoral tale 
all these elements are vividly put 
to work in this sequence, continually 
modifying and commenting on each other, 
the work of the farm providing the 
dramatic correlative for the emotional-g 
tensions generated between the characters. 

His introduction to Jude through the 

boy's oversimplification of the method of learn-ing the 

classics is brilliant: 

The language in which men seek to make 
clear to themselves their metaphysical 
questions, their educational needs, 
their emotional longings, is in constant 
need of interpretation. To feel as 
Jude does that here is some "secret 
cipher, which once known, would enable 
him, by merely applying it" to master 
his problem, is a dangerous illusion 
— whether that illusion finds expression 
in the prophesyings of Aunt Drusilla, 

^^Ibid., p.57. 

^^Ibid., p.59. 
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the cynical pragmatism of Arabella, 
or the fervent idealism of Sue. The 
incident of the grammars initiates 
Jude into a life-long education in 
which he is to learn that there is 
no single law of transmutation by which 
one kind of experience^ can be simply 
translated into another. 

Finally, while the characteristic form of 

Hardy's and Jame's novels is different, we must admit 

that Jaroe's emphasis on the art of fiction has not 

disabled Hardy's novels or the readers of them, but 

helped us take a significant step forward in understand­

ing what the art of the novel is for Hardy. Gregor's 

book is an example of critical progress. 

Penelope Vigar defines Hardy's plots as a 

series of pictures: Hardy viewed "the plot as a thread 

1 8 on which to display his pictures of life." Her central 

thesis, which she exaggerates at times, is that "Hardy's 

approach to fiction is essentially that of a painter." 

Her description of her recollection of his novels 

is one that is in direct disagreement with Gregor's 

understanding of them: "In Tess of the d'Urbervilles 

there are perhaps thirty clearly remembered visual 

anecdotes; in A Loodician or The Well-Beloved only 

six or seven. Gregor's fluid process of plot is frozen 

Ibid., p.62. 
18 
Penelope Vigar: The Novels of Thomas Hardy; 

Illusion and Reality, p.15. 

^^Ibid., p.20. 
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by Vigar: "He sees not real people so much as a picture 

of those people, and our most vivid apprehension of 

his characters is usually taken at second hand, as 

20 he 'freezes' them for us in characteristic poses." 

Upto this point Vigor's thesis is clear if 

occasionally overstated and long-winded. Vigor is 

close to identifying an important complex of styles 

and intentions in Hardy, but her argument often lapses 

into a terminology which is not subtle enough to describe 

it, and her summary statements often ring untrue to 

the complicated material she has presented. To say 

finally that "the imperfect childish point of view 

contrasts with the external and uncompromising truth 

of the real world, as shown objectively by the author 

21 
himself", is to deny what she has convincingly said 

earlier - namely, that impression played a significant 

part in Hardy's theory of fiction and that it is objective, 

The best section of Vigor's introductory remarks 

— a brief discussion of The Ifoodlanders — looks 

forward to some of the highlights of her interpretations 

of the other novels. She successfully shows how in 

this novel: the total structure of the story rests 

20 
Penelope Vigar: Op.cit., pp.37-38. 

21 
Ibid., p.53. 
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on his manipulation of general effects of light and 

shcide brightness and dimness, night and day, and all 

the shades of mistiness and partial light in between 

and, too, how these effects relate to the concurrent 

22 
themes of deception and artificiality. 

Her chapter on The Mayor, the best in the 

book, makes excellent use of her notion of appearances: 

In all respect Lucetta is, as Herchand 
fondly remarks before she rejects him, 
'an artful little woman.' 

Hardy emphasizes that the image she portrays 

is a studied piece of contrivance, the adoption of 

a personality which is as spurious as the name behind 

which she disguises her real identity. Her chief fear 

is that she may be 'seen through', her masquerade 

pierced. Her query, 'How do I appear to people?' is 

a telling one. This line of analysis flowers brilliantly 

in a final description of Lucetta's death: 

Lucetta is killed by the power of her 
own imagination by the ribald exaggera­
tion of an image of herself which she 
has kept carefully hidden, but which 
is more essentially 'she' than the 
other successful and sophisticated 
person which ahe has so painstakingly 
tried to create. 
. — 

Penelope Vigar: Op.cit., p.26. 
23 
Ibid., p.45. 
Ibid., p.163. 
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For Vigar the characters become "part of the 

structural argument, a pair of puppets acting out 

25 their roles for the conclusion." She has little 

sympathy with the novel, and the chapter is hard going 

in more than one way. In the end, Vigar's book is 

an uneven production. If many of the chapters are 

slow and labored, occasionally they are lit up with 

fine insights; and a chapter like the one on The Mayor 

is a complete success. 

Ian Gregor had an equal capacity for making 

excellent points about appearance. For example in 

Itoe Review of the Native he depicts the tensions between 

'land' and 'character' at the out set of the novel 

26 as something "physically seen and felt". For he 

says, "It is through the primal contrast of light 

28 and darkness that the novel begins to take shape." 

The contrast is present throughout the opening chapters. 

The first one begins: 

Moreover to light a fire is the instin­
ctive and resistant act of man when, 
at the winter ingress ±^e curfew is 
sounded throughout Nature. 

25 
Penelope Vigar: Op.cit., p.207. 

26 

Ian Gregor: The Great Web, p.82. 

^^Ibid., p.82. 

^^Ibid., p.82. 
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Gregor argues that in this description, the 

tone is epic - "we are recalled to the primal opposi­

tion between 'black chaos' and Promethean rebellionsness' 

- and in the first assertion the epic tone becomes 

biblical. Gregor that such descriptions leave one 

in no doubt that Hardy conceived the opening chapters 

29 "on the grandest scale." 

The. next critic I propose to take up is R.A. 

White. He had been a lifelong admirer of Hardy's work, 

and at the time of his death was writing a book which 

was to be the fruit of his deep interest in Hardy 

and in hardy's use of history. The author in his book: 

Thomas Hardy and History (1974) describes the special 

circumstances which went into the making of Hardy's 

temperament and shows how he was born into a culture 

which had changed little since Shakespeare's time 

and which Hardy shared with D.H. Lawrence. He inherited 

his grandmother's memories of the Napoleonic wars, 

his father's feeling for the countryside, and his 

mother's reverence for education. Hardy brings to 

his writing the craftsmanship of his ancestors in 

such a way that the poet and seer join the plain-spoken 

man of country honesty and simple life, and the resulting 

29 
Ian Gregor: Op.cit., p.82, 
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complexity is unique. With such a temperament and 

such an environment his vision has to be a historical 

one. Hardy says White, looks at history for a purpose, 

and it is that purpose expressed through his unique 

temperament which makes him a great writer. 

Hardy was putting on record a history which 

"he had lived on his pulses". This is White's central 

thesis. White at the very start of his essay indicates 

clearly that Hardy was not trying to suggest that 

one kind of life was better than the other or even 

made an attempt to recall 'the good old days' in his 

pictures of the changing world. Hardy left it to his 

critics in the twentieth century to indulge in jargon 

about the decline of the organic community and its 

replacement by a situation which D.H. Lawrence was 

to name 'anti-life'. What Hardy recorded, says White, 

"was a history more real than anything he could turn 

out in a 'historical novel' properly so called". 

White does agree that Hardy was certainly 

well aware that his novel recorded "the graveward 

descent of a civilization or of an ancient way of 

31 life." But that was not only what he wrote. White 
_ 

R.J. White: Thomas Hardy and History, Mac-
millan, 1974, p.5. 

^hbid.. p.5. 
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is emphatic that "he rarely spoke, or wrote, didactically 

of what was happening, and least of all did he sing 

swan-songs." Hardy had no moral response to history 

but was extremely sensitive and an accurate observer 

and incapable "of keeping his eyes closed sufficiently 

to the heights or the depths of human experience for 

33 the fulfilment of the historian's subaltern tasks." 

White was not prepared to accept that Hardy had any 

nostalgia of the past. 

White highlights the point however that Hardy 

had imbided to a great extent "the indigenous culture 

of the England he loved". He says: 

Generation after generation the men 
and women of this ancient soil had 
met life and death in the^resence of 
the immensities of sky and sea, moon 
and hill. Myth had decended upon them 
from pulpit and alter, and they had 
employed their symbolism as a vestment, 
rough and after ill-fitting for the 
deepest feelings engendered in their 
hearts by their experience of human 
destiny upon the earth. They made songs 
and dances, tales and mumming-plays, 
to shadow forth ancestral wisdom. Living 
her nature and its unchanging rhythm 
and its senseless house-play, they 
came to a grave irony and a monumental 
patience. Their most cherished virtue 
was endurance, their most abhorred 
sin was breach of faith between man 
and man in face of the everlasting 
enemy - earth and the elements and 

~32 
R.J. White: Op.cit., p.5. 

33 
Ibid., p.10. 
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fate. They knew nothing of 'Art' but 
everything of life, the life which 
persists beneath and beyond the little 
luxuries of Christian piety and conso­
lation. Generations who knew not Adam 
have collected â d appraised the work 
of their hands ând named it 'Folk* 
but the folk themselves called it quite 
other names - pots and pans, butts 
and byres, bartons and cottages 'The 
New Rigged Ship* and 'The Western Tragedy' 
and 'Haste to the Wedding'. 

All this Hardy had imbibed, a culture he loved 

so well "flowered from morality whose roots lay at 

Stratford, Ottery St. Mary, Cockermouth and a thousand 

small country towns and villages like Higher Bock-

35 hampton." This was ancient Wessex absorbing 'culture'. 

This 'culture' meant so much to Hardy. It 

is through him as it were that the dwellers in these 

solitary places had gathered together the near-spent 

forces of their ancient life in order to utter a strange 

half-articulate cry before the tide of a later age 

should submerge them for ever. This is precisely what 

Hardy did in his works. What Hardy thought and felt 

and said was near enough "to how they thought and 

felt and would have said.""̂ ^ His roots lay deep into 

an ancient society which had never lost touch with 
— 

R.J. White: Op.cit., pp.14-15. 

Ibid., p.14. 

Ibid., p.16, 
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its intellectual ancestry. His temperament had the 

immutable quality of the folk of the fiels who were 

either spectacles or blinkers, yet he grew up to employ 

the lingo of a pseudo-scientific age. 

So living between two worlds, the rural world 

of his fathers and the up and coming world of the 

universal bourgeoisie, he uttered the last judgement 

of his kind upon the dilemma of modern man. For it 

was the dilemma of Thomas Hardy. He, too, had outgrown 

the myth of Eden, the proposition that the world must 

somehow have been intended to be a comfortable place 

for man. It was a proposition that ancient Wessex 

had never possessed, but there was a time when the 

young Hardy for a brief moment succumbed to it. The 

37 moment soon passed. 

Hardy noted when he was twenty-seven: "Had 

the teachings of experience grown cummulatively with 

the age of the world, we should have been cry now 

38 as great as God." But they hadn't and, says White, 

Hardy had known it all the time in his heart. He went 

on saying so for the rests of his life. 

37 
R.J. White; Op.cit., pp. 17-18. 

38lbid., p.19. 
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There are the main points in White's Thcnnas 

Hardy and History. Hardy was born and grew up in 'The 

Age of History*. That is to say "he belonged to a 

time and place which regarded everything in its histo­

rical bearings and thought everything was to be under-

39 stood in historical terms." Further, the annhilation 

of time with its unflinching vigour was a pre-occupation 

of his very long life. 

On the whole says White, "he had no taste 

40 for historical recurrence." One of his major themes 

41 in his poems is "the end of dreams or visioning." 

White says Hardy disliked 'messages'. Finally, in 

a fitting conclusion. White says: 

The dominating impression left with 
us by a reading of his work is that 
men are indeed nobler than the 'uncon­
scious cosmos which crushes them', 
and that loving-kindness - his favourite 
word - will prevail. And at the same 
time as man is made more tragic he 
is made more noble by Hardy's vision ̂ j 
of him against the black-cloth of history. 

The next work which was quite different from 

the usual personal observations made by critics of 

the past came in the form of an analysis of the texts 

of Hardy. The ĵ apers in the invaluable Thomas Hardy 

39 

R.J. White: Op.cit., p.131. 

^^Ibid., p.132. 

^^Ibid., p.*]ftfl. 132. 
^^Ibid., p.140. 
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collection of the Dorset Country Museum have already 

been studied and quoted by a number of scholars, and 

now Lennant A. Bjork has made a significant portion 

of them, "Literary Notes I" and the "1867 Notebook", 

available in a useful edition. Readers will be dis­

appointed if they expect these notes to contain the 

kinds of personal observations quoted in Mrs. Hardy's 

Life and Evelyn Hardy's Thomas Hardy's Notebooks, 

for the format is that of a common place book, a series 

of quotations and paraphrases, almost without comment, 

from readings done by the writer. Yet for an under­

standing of Hardy, who saw to it that most of his 

papers were destroyed, these prosaic materials are 

of substantial value. They provide conclusive evidence 

of what he read, and of what he noted and understood 

from his readings, from the mid-1870's to 1888, a 

period in which he wrote three of his greatest novels. 

Bjork's transcription testified to the diligent, 

comprehensive, and useful attention to detail in the 

footnotes. These notes which appear conveniently in 

a second volume. Literary Notes II, so that one can 

have both the text and the notes open side by side 

for ease of reference, are in themselves an extensive 

commentary on Hardy's readings and the use he made 
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of them. Bjork identifies the hand writing of each 

entry (after it is the first Mrs. Hardy's). He specifies 

as nearly as he can the source of the quotation — 

the issue of the magazine, the edition of the book, 

occasionally even the copy that Hardy read — and 

wherever possible he refers the reader also to a con­

veniently available text. Where there is evidence, 

he infers the approximate date of the transcription. 

He identifies obscure proper names. He refers to places 

in Hardy's writings where the quotation on the idea 

expressed by it appears directly, in paraphrase, or 

in echo, and where relevant, he notes Hardy's revisions 

of the novels. Some of the footnotes are brief factual 

accounts of Hardy's knowledge of and response to indivi­

dual authors, ranging from Carlyle to Spinoza to Plato. 

Throughout, Bjork keeps the direct expression of his 

own critical judgement to a minimum and takes care 

to distinguish between facts, inference and speculation. 

Bjork's work, in my judgement, appeared at 

a timely moment in the history of Hardy scholarship. 

There is a great deal to be learned from explication 

and analysis' of literary texts, and each generation 

will reinterpret for itself a writer as great as Hardy 



180 

on the basis of close readings. 

Much progress has been made and writers have 

seen the need for scholarly editions of those works 

of Hardy's which he published during his lifetime. 

I have cited the example of just one model in Lennart 

Bjork's The Literary Notes of Thomas Hardy (1974) 

Bjork's work, together with the other publications 

and editions are potentially of great value for what 

they can reveal about Hardy's thought and art. Hardy's 

personal notebooks and scrapbooks deserve editing. 

In short, although an account of the study 

of Hardy's texts over the last few years roust he largely 

a history of preliminary work and disappointingly 

fragmented scholarship, much of it of very limited 

value. The time is now at hand when that history of 

neglect is finally being remedied. With the on-going 

publication of practical editions of good quality, 

including the extensive 'New Wessex' edition by Macmillan, 

there are signs that what has been sown during the 

first fifty years of textual scholarship on Hardy 

is finally bearing fruit. 

Finally, The Literary Notes support a more 
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complex view of Hardy by documenting the scope, variety, 

and attentiveness of his reading and offer a host 

of clues, hints, and starting places for a renewed 

study of his literary and intellectual backgrounds. 

The complex fabric of his intellectual life, the workings 

of his imagination on materials that he actually read 

and noted, the extent to which his so-called modernism 

has its origins in the advanced social thought of 

the sixties and seventies - these are among the fruitful 

subjects that might well be explored on the basis 

of the Literary Motes. Knowledge of a writer's intelle­

ctual life has nevertheless always been one aid towards 

interpretation, and one must be grateful that in Bjork's 

edition of the Literary Notes a basy.s for fuller know­

ledge of backgrounds is now widely available. 

The "New Wessex Edition" first published in 

1974 has been since the development of the history 

of critical editions of Hardy texts, the most important 

critical edition of Hardy's work ever undertaken. 

The introductions included in the Hew Wessex Edition 

have greatly advanced Hardy criticism. The introductions 

contain very scholarly critical discussions on the 

texts. Most of these introductions are written by 

great modern critics of the 70's. They include: John 
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John Bayley, Robert Gittings, Terry Eagleton, Ian 

Gregor, F.B. Pimon, J. Hills Miller and one of the 

finest accounts has appeared in the introduction to 

Tess by P.N. Furbank. Furbank is the general editor 

of the New Ressex Edition and his introduction to 

Tess has been widely acclaimed as a masterpiece. 

P.N. Furbank does not think of Hardy as belong­

ing to the humanistic and moralistic tradition of 

George Eliot and Dickens. After all, the basic enter­

prise of these two novelists is "to teach us how to 

live." They are always passing moral judgement on 

all aspects of life. Somewhere unstated within their 

novels lies the assumption that life in society can 

be lived successfully, and that moral judgement is 

a guide to this. Hardy did not belong to this didactic 

tradition for he was not in this sense a teacher. 

Says Furbank, "he did not believe that life in society 

44 •could' be mlived successfully". Thus, an important 

factor about Hardy says Furbank is that the attempt 

to find some consistent moral attitudes in his novels 

is largely wasted. Therefore, Hardy's impressions 

43 
Thomas Hardy: Tess of the d'Urbervilles, 

The New Wessex Edition, Introduction by R.N. Furbank, 
Macmillan, 1974, p.12. 

44 
Ibid^. p.13. 
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and vissions of life cannot be fitted into a moral 

scheme. 

P.N. Furbank next discussion some 'modern* 

traits in Hardy. He states that Hardy at the outset 

of his literary career had pictured himself as a 

'modern' novelist, one who had seen deeply into modern 

experience and could interpret it and make moral 

and intellectual sense of it. But Hardy was a modern 

with a difference. Says Furbank: 

He was not born to be a Dostoevsky 
or Ibsen or Lawrence, a writer who 
could handle the issues of the modern 
consciousness in realistic art. 

Another very modern charactistic about Hardy 

is his great qualities as a "photographic" novelist. 

Furbank adds: ' 

He is obsessed with physical evidence 
and with evoking the numberless lives 
of the past from the rubbings and 
abradings they leave on objects. 
One can go further and say that he 
thought of stories as 'telling them­
selves' and humans as - through such 
traces - imparting their own portrait 
as in .^arly experiments in photo­
graphy. 

For Hardy, Furbank says, "shadows" have 

45 
Thomas Hardy: Op.cit., p.14. 

46 
^^Ibid., p.15. 
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always been appealing and rewarding in terms of his 

narrative. "Shadows" have the same fascinating appeal 

with Hardy as with photographers. Hardy "was obsessed 

with physical evidence and with evoking the numberless 

lives of the past from the rubbings and abradings 
47 

they leave on objects." Shadows speak for themselves 

just as Hardy conceived of stories as "telling them­

selves" and of humans as - through such traces imprint­

ing their own portrait, as in early experiments in 

photography. 

This brings Furbank to his next point in 

declaring Hardy as "extraordinarily cinematic". He 

says: 

First he gives you a close-up of 
a hand holding dice, then, with un-
dussing focus, moves up the arms, 
to the gamblers head, and to the 
scene behind his head. And, as in 
the cinema, one is first presented 
with an object and then has to decipher 
its meaning. 

Hardy as a cinematic novelist is a master 

in matters of perspective and lighting. Most of his 

physical objects speak for themselves in his use 

of photo-cinematic devices and to this are added 

the ones taken from painting. Further, Furbank explains 
— 

Thomas Hardy: Op.cit., p.15. 
48,, ., ,, Ibid., p.16. 
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that the 'how' of a thing is an always overriding 

interest with Hardy in considerations of perspective 

and lighting on how an object may be lit from more 

than one source. 

Purbank sees a close connection between 

Hardy's photographic skill in matters of perspective 

and lighting closely linked to the novelists' moral 

and authorial sense. In terms of narration says Furbank, 

"he likes to abrogate responsibility for the witnessing 

and interpreting of events and to shuffle it off 

on to the shoulders of his characters, making them 

49 into eavesdroppers and voyeurs". Thus Hardy does 

not see the necessity of moral judgements and firm 

intellectual commitments. Here Furbank once again 

sees Hardy as not being essentially a 'teacher'. 

Furbank next describes what he thinks is 

the heart of the Wessex Style. He says: 

His model, for him as a novelist, 
was the countryman. He read histories 
and tragedies out of the Wessex scene, 
and out of the pages of country histories 
with the same expertness with which 
Gabriel Oak and Giles Winterborne, 
from the visible scene read the time 
of day and the approaching weather. 
He also had another "persona" as 
writer, that of the local antiquarian, 
a man professionally committed to 
minute descriptive accuracy. These 

-^ . _ . 

Thomas Hardy: Op.cit.. p.17. 
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disguises and analogies were a support 
to him, they gave him is convention 
as a prose-style. And what this con­
vention reminds me of is something 
m.ore familiar to us in another art, 
that of the decorative designer. 
Hardy saw the imm.ense potentialities 
for literature, potentialities feeling, 
in the convention by which, on a 
plot or a bas-relief the limb of 
a satyr may be both a limb and the 
completition of a decorative pattern, 
or his neck be also the 'neck* of 
a jug. It is the best analogy I can 
find for those endless devices by 
which Hardy implicates his characters 
in landscape, so they become part 
of it, or - to use his words in TESS 

'an integral part of the scene'. 

Furbank describes Tess as "an allegory or 

intermittently a whole series of allegories". He 

explains the whole series of successive landscapes 

of Tess's life as plainly meant as "Bumganesque". 

He says that they are also, obscurely, "an allegory 

of Hardy's own sexual developm.ent, the comedy of 

Marian's finding 'queen shaped flints' - petrified 

sexual emblems - in the fields of Flirtcomb-Ash, 

and shrieking with laughter at them, has a note of 

confessional irony and then, at another time, Tess, 

enslaved to the threshing machine, typifies traditional 

52 agriculture in its defeat." These are some of the 

symbols used to explain several of his ideas. 

Thomas Hardy: Qp.cit., p.18. 

^^Ibid., p.19. 

^^Ibid., p.19. 
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The allegorical representation and Hardy's 

masterly use of pen-pictures are the source of the 

novel's greatness. Secondly, says Furbank it is possible 

to see in Hardy characteristics of a 'modern' novelist 

and an embattled social critic. It was in Tess says 

Furbank that Hardy depicted and was so well equipped 

for showing the great problems of life that confront 

modern writers. Explaining the great 'modernity' 

present in Hardy, Furbank states such major issues 

as the clash between the old but confirm forms of 

religion as opposed to 'pharisaic Victorian travisty'; 

his coming in touch with 'the great passionate pulse 

of existence* and viewing life from its inner side' 

is what Hardy depicted in Tess and later in Jude 

the Obscure. Says Furbank, "Hardy has realised that 

'vitalist' strain in philosophy which runs through 

53 Nietzsche and Bergson to Lawrence." 

If there is any novel where Hardy expressed 

his heart completely, it is Tess. Says Furbank, "He 
54 

was no doubt Angel himself." In the clash of Angel 

and Tess he was dramatizing the life-denying and 

life-affirming elements in his own temperament. As 

for Tess, Hardy had a strangely possessive attitude 

towards her; he liked to refer to her as 'my' Tess 

53 
Thomas Hardy: Op.cit., p.20. 

54 
Ibid., p.21. 
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and has a way in the novel, of talking of her as 

if she had been a real person. 

In describing Hardy's skill and versatility 

as a novelist, Furbank is quick to recognize the 

writer's great originality as revealed particularly 

in Tess. For Furbank states in the conclusion to 

his essay: 

That free inventiveness of Hardy's, 
his power of moving from mode to 
mode and turning everything to expres~ 
siveness, is even mode commanding 
in Tess than in any of his earlier 
novels and makes me regard it, imper? 
feet as it is, as his master-piece. 

Dale Kramer is another critic of this period 

and his tightly-knit, polished study, Thomas Hardy: 

The Forms of Tragedy was published in 1975. Kramer 

supplements the extensive commentary on Hardy's tragic 

vision, not so much by redefining its particulars 

qualities as by revealing the distinctive "formal 

principle" by which it is expressed in each of the 

major novels: in ParFrom the Madding Crowd (not really 

a tragedy, as Kramer acknowledges), "schematization 

and dichotomy", in the Return of the Native, the 

use of two characters to dramatize opposing "worlds" 

of value; in The Mayor of Casterbridge, the struggle 

55 
Thomas Hardy: Op.cit., p.23. 
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of an individual within a historical cycle of change, 

and the "excapsulation" of the whole action in a 

single episode, in The Woodlanders, the use of many 

characters in paralled situations rather than a single 

hero, in Tess, an emphasis on the subjectivity of 

consciousness, and in Jude, the use of "authorial 

distance" to provide varying perspectives. 

One can criticize this highly analytical 

study on its own terms but that is to find fault 

with an intelligent and readable book. In terms of 

the development of Hardy criticism, its importance 

lies in that it merely adds one more to a number 

of intelligent and readable books, equal or superiod 

in quality, that apply analytical metholdology to 

Hardy's fiction. Kramer circles back once again over 

established materials and issues - how the ending 

of Far From - the Madding Crowd seems unsatisfactory, 

how Herchand is different from Farfrae, whether or 

not tragedy can be written about common people. The 

relation of Hardy's work to nineteenth-century under­

standing of tragedy (rather than to the definitions 

of later critics like Joseph Wood Krutch and Richard 

B. Sewall), the influence upon his literary views 
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of the quarterlies, and even the conceptions of the 

tragic underlying those poems that include the word 

tragedy in the titles. These subjects may be ancillary 

to Kramer's formalist concerns, but they are never­

theless relevant to the longer issues, and they have 

yet to be explored systematically and in detail. 

Thomas Hardy and the Modern World, J. 0. 

Bailey seems to see a bright future for analytical 

studies. He writes that Hardy scholarship up to the 

1940's "said what could be said about the facts of 

Hardy's life, work, and ideas," and that the subse­

quent generation "began to look beneath the surface 

into what Hardy called the 'heart and inner meaning' 

of his works". After summarizing a number of critical 

studies, most of which, like Kramer's try not so 

much to place Hardy's achievements in contexts as 

to analyze themes, motifs, images and structures, 

57 Bailey concludes, "The microscope may show yet more". 

Among the other essays in the collection, nevertheless, 

those that focus the microscope on the contexts of 

Hardy's works primarily and secondarily on the works 

themselves seem most freshly interesting: Harold 

Orel's: Hardy, War, and the Years of Pax Britannica, 

Quoted by Paul Zietlow: Nineteenth Century 
Fiction, Vol. 31, Number 1, June 1976, p.98. 

^^Ibid., p.98. 
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James Gibson's brief description of problems in editing 

the poems, andRobert Gitting's portrait of the Gifford 

family. 

The essays focusing primarily on the texts 

themselves provide note-worthy evidence of a growing 

consensus among Hardy critics that his works provide 

tentative affirmation of compassion, sympathy charity. 

Jean Brook's statement that "Hardy's heroes and heroines 

find moral assertion of the best values humanity 

has known still possible in a chaos of indifference 

\T7ithout fixed standards of value" is of a piece 

with F.B. Pinion, "in all three: Manty South, Giles 

Winterbourne, andTess, shine the virtues Hardy most 

59 admired — selflessness, devotion, fortitude." 

As I noted earlier, no longer do the critics see 

Hardy as a despairing pessimist. This over-simplified 

description of the novelist was in part shaped by 

the "facts" of Hardy's life and ideas that were alle­

gedly established by the 1940's. 

The accounts so far cited by different critics 

only illustrate the lasting impact Hardy had made 

on his readers. Unlike contemporary criticism, that 

CO 

Ibid., p.99. 

^^Ibid., p.99. 

file:///T7ithout


192 

which came in the 1940's and in the early 70's, one 

thing is certain that the critics belonging to this 

phase were highly resourceful interpreters of Hardy's 

meanings. 

Geoffhey Thurley's book The Psychology of 

Hardy's Novels; The Nervous and the Statuesque (1975), 

opens with an introductory chapter that is an inadver­

tent corrective gloss on the title of the book generally, 

Since this is a book burdened with a special vocabu­

lary, it is surprising that Thurley does not take 

greater care with his terms. He has confused the 

two terms in fiction: "The concept of Typology in 

Fiction" and a "morphological theory". But we begin 

to see that typology, for Thurley at least, almost 

always means morphology. Reading the chapters on 

the novels, we also realise that is not a psycholo­

gical study in the usual sense and that by the mis­

leading title of the book Thurley does not mean psycho­

logical study as we usually understand it, but rather 

what he calls the psycho-physiology of Hardy's novels. 

He is in short a typological critic dealing with 

characters as "types". 

Thurley claims that Hardy criticism has 
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been led astray in recent years by too much emphasis 

on his philosophy, and proposes to reinstae its natural 

course: 

Hardy's novels are about relationships, 
not man in a cosmic void, against 
a natural background or unsettled 
by a changing society ,gQ but involved 
with other men and women. 

If Thurley had carried out his intended 

programme, a study of interpersonal relations in 

Hardy, we might have had something like the psycholo­

gical study the title announces, but as it turns 

out, Thurley's typological read "morphological" thrust 

has these men and women, as he calls them, continually 

dissolving before our very eyes into mere types. 

Thurley claims that his study is a return to an earlier 

mode of understanding Hardy, to D.H. Lawrence's famous 

characterization of Hardy's "white virgins" and "dark 

villains". He calls Lawrence's study the most penetra­

ting word yet written about Hardy, and acknowledges 

that Lawrence's work anticipates much of his own 

book. 

Finally, Thurley's provocative statement 

about Hardy, and one that suggests a genuinely new 

area of investigation in Hardy studies, is linguistic 

en 
Geoffrey Thurley: The Psychology of Hardy's 

Novels: The Nervous and the Statuesque, Quoted by 
Michael Ragussis in Nineteenth Century Fiction, Vol.31, 
No.3, December 1976, p.369. 
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in nature: 

Before we can evaluate his philosophic 
ideas, we must at least be able to 
read his language; in his case, this 
language is framed principally in 
terms of psychological concepts, 
or, as the preceding discussion has 
already hinted, psycho-physiological. 

In short, Thurley's discussions of Hardy's 

vocabulary are imprecise. For example, while he con­

vincingly shows physical differences between Herchand 

and Parbrae, down to Herchand's own remark about 

Farfrae's slim girth and strength, he neglects a 

curious verbal echo in these descriptions. He argues 

that Herichard (statuesque) and Farfrae are "differen­

tiated all levels", but when he points to Farfrae's 

62 first action in the novel - "to smile impulsively" 

the difference beings to look like similarity. 

Impulsiveness certainly makes as think of HerK:harrd, 

and to boot Thurley lists it as typing Heochand. 

This either suggests carelessness on Hardy's part, 

if we are to accept Thurley's typological argument 

about a consistent vocabulary in Hardy, or an ironic 

vocabulary, undetected by the critic, that undermines 

the kind of archetypal differentiations he has fastened 

onto. 

Geoffrey Thurley: Op.cit.. p.369. 

^^Ibid., p.369. 
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Virginia Hyman in Ethical Perspective in 

the Novels of Thomas Hardy (1975), sees Hardy's chara­

cters as types too, but the vocabulary she uses in 

identifying these types is completely different from 

Thurley's. Her chapter entitled "Character as Ethical 

Type" makes that much clear, and shows a typological 

consistency that Thurley's vocabulary often lacks. 

Her introductory chapters are sharp and lucid as 

she argues against metaphyics (like Thurley's argument 

against philosophy in Hardy) and for morality as 

the basic issue in Hardy's novels. She convincingly 

shows that the theory of ethical evolution as it 

came to Hardy through Comte, Mill, Darwin, and Leslie 

Stephen had a profound influence on, him. Hyman sums 

up ethical evolution as the belief in "altruism as 

the highest ethical value," and "that by a process 

of social evolution altruism would eventually prevail." 

With a keen discrimination, she singles out Stephen 

for Hardy singled him out in the same way, and Hyman 

quotes Hardy's acknowledgement that Stephen's philo­

sophy influenced him more than that of any other 

contemporary. Hymen says that Stephen was the one 

who taught Hardy how "the path of duty does not coincide 

64 with the path of happiness." This view of morality 

6 3 
Virginia R. Hyman: Ethical Perspective 

in the Novels of Thomas Hardy, Quoted in Nineteenth 
Century Fiction. Vol.31, Number 3, December 1976,p.370. 

•̂̂ Ibid., p.371. 
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can, according to Hyman, correct our mistaken view 

of his metaphysics and our simplistic sense of fatality 

and pessimism in Hardy's novels: 

Failure to recognize the fact that 
Hardy saw unhappiness and pain not 
as the final end for modern man but 
as a necessary condition for his 
future moral growth has been one 
of the chief stumbling blocks i^ 
critical interpretations of his works. 

As good as these opening chapters are in 

outlining the moral back-ground of Hardy's thinking, 

the remaining chapters of interpretation become some­

what creaky. 

Since all she is concerned with is character 

types - both Hyman's and Thurley's studies suffer 

from this singular focus on character, from a particular 

narrow angle, and a scarcity of technical insights. 

But Hyman's last chapter, devoted entirely to sue 

Bridehead, comes alive with a series of fine insights, 

and here the information gathered from Hardy's source 

is, in fact, used to advantage. Comte she tells us: 

"Saw marriage as the crucial pivot 
between the personal and the domestic 
stage. The relationship between hus­
band and wife, based originally upon 
selfishness, becomes, ideally, trans­
formed into the only association 
in which entire identity of interests 
is possible. 

61; 

Virginia R. Hyman: Op.cit., p.371 

Ibid., p.372. 
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Marriage and the family become the axes around which 

hyman's illuminating discussion of Sue's tragic failure, 

revolves, and some of the detailing of the husband-wife, 

parent-child relationships in this chapter suggests 

a fruitful area for fuller work on Hardy. 

J.T. Laird's book is a model of this kind. 

An important contribution to our picture of Hardy 

as a working novelist. The manuscript of Tess of 

the D'Urberville's was the first subject of an article-

length study (Aumula, 1966) by John Lair^. In his 

book The Shaping of Tess of the d'Urbervilles (1975), 

Laird makes an important contribution to understanding 

Hardy. Like John Paterson's The Making of "The Return 

of the Native", it offers us a meticulously complete 

picture of the making of Tess. Laird is happy to 

show that Paterson was wrong on one point, namely 

in his claim that in Tess "the artistic transaction 

was completed with relatively little interference 

67 of an editorial nature." Laird's textual analysis 

of Tess carefully describes the evolution of Hardy's 

novels from the version to its various printed forms 

- from the serial version published in the Graphic 

in 1891 and "the episodic sketches" published in 

the Fortnightly Review and the National Observer 

of the same year, to the important editions of 1891, 

67 
Virginia R. Hyman: Op.cit., p.372. 
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1892, 1895, I 1902, and 1912. With plot and themes, 

imagery and characterization in mind, and discrimina­

ting between bowdlerizations and important artistic 

changes. Laird charts the course of this, perhaps 

Hardy's most complicated, manuscript. His documenta­

tion of many of the patterns of classical and biblical 

allusions and four major themes - intention, nature 

as norm, will and the insignificance of the individual 

entity - in the Ur-version is admirable, and the 

discussion becomes positively absorbing with the 

development of the heroine's character and her emergence 

as "pure woman* in the later versions. 

An important book of the 70's is Thomas 

Hardy After Fifty Years (1977) edited by Lance St. 

John Butler. The book brings together some excellent 

readers of Hardy, almost all of them display the 

kind of rich durable regard which Hardy calls for. 

From the point of view of the development of Hardy 

criticism, the different insights display a good 

range and balance in the topics covered. The approaches 

and interpretations are diverse, yet there is an 

implicit and lively interplay of argument. 

In an essay entitled "Thomas Hardy: Fifty 

Years of Textual Scholarship", R.C. Schweik makes 

an assessment of the scholarly critical editions, 

descriptive bibliography and textual analysis contributed 

by individual writers. He speaks of these dissertations 
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as being, "sometimes brilliant and subsantial, often 

weak and disappointing, and all of it, in a very 

real sense, only preparatory to the publication of 

the kind of authoritative critical editions, complete 

with definitive apparatus, which are the final goal 

68 
of modern textual scholarship." 

Schweik distinguishes between three closely 

related areas of study: descriptive bibliography, 

textual analysis, and editing. He cites the publication 

of Richard L. Purdy's Thomas Hardy; A Bibliographical 

Study as being a "really comprehensive and highly 

reliable descriptive bibliography, a model of patient 

accuracy and thoroughness which remains today the 

best available single source of information on Hardy's 

69 manuscripts and the evolution of his texts." The 

whole purpose of descriptive bibliographies is to 

throw new light on Hardy's texts, textual materials 

have been uncovered or their significance reassessed. 

Schweik says: 

Analytic studies simply cannot satis­
factorily serve as substitutes for 
direct consideration of the textual 
evidence itself, any more than a 
critical study of a novel can satis­
factorily serve as a substitute for 

R.C. Schweik: Thomas Hardy: Fifty Years 
of Textual Scholarship in Thomas Hardy After Fifty 
Years, edited by Lance St. John Butler, Macmillan 
1977, p.136. 

69 
Ibid., p.137. 
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the novel itself. What a fully informed 
Hardy scholarship requires, then, 
is critical editions which provide 
authoritative texts and full records 
of all textual variants so that each 
scholar and critic may see for himself 
what editorial choices have been 
made and interpret for himself t^g 
significance of Hardy's revisions. 

In talking about editing, Schweik distinguishes 

between 'practical* and 'critical' editions. The 

first type involves a faithful following of some 

well accepted text. In this case he cites 'the text 

declared by the author to embody his final intention' 

— the 1912 Macmillan 'Wessex' edition. The latter 

is the definitive edition of Hardy's work where practical 

editions: the Norton critical edition, simply follow 

more or less faithfully, but uncritically, one on 

another of the impressions of the 'Wessex' edition. 

About the Macmillan: 'New Wessex Edition', Scheweik 

says: 

This is nevertheless, certainly the 
most important practical edition 
of Hardy's work ever undertaken: 

the explaJiatory notes are excep­
tionally good. 

The purpose of the 'critical' editions says 

Scheweik will be to represent as fully and accurately 

'̂ "ibid., p.143. 

^^Ibid.. p.144. 
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as possible, Hardy's final deliberate authorial inten­

tion. What is important to emphasise here says Scheweik 

"is that such editions are the 'sine qua non' both 

of well founded critical judgements and fully informed 

historical interpretations of Hardy's work. Scheweik 

calls Simon Gatnell's critical edition of Under the 

Greenwood Tree (1973) a work of modern critical editing 

done to the very highest standards. 

Scheweik explains the importance of further 

editing Hardy's letters and notebooks, his scrapbooks 

which survive. These are of potentially great value 

for what they can reveal about Hardy's thought and 

art, and they deserve editing. 

In short, Schweik has stated that although 

an account of the study of Hardy's texts over the 

last fifty years has been largely a history of preli­

minary- work and disappointingly fragmented scholarship, 

the time is now at hand when that history of neglect 

is finally being remedied. With the ongoing publica­

tion of practical editions of good quality, including 

the extensive 'New Wessex' edition by Macmillan, 

with well advanced plans by the Clarendon Press for 

publication of scholarly critical editions of poems 
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the letters, and at least some of the fiction, there 

are signs that what had been sown during the first 

fifty years of textual scholarship on Hardy is finally 

bearing fruit. 

F.B. Pinion in his essay: "The Ranging Vision" 

states that Hardy's literary longevity "owes much 

to his thoughtfulness and verbal economy, more to 

a creative gift which is often poetic, but most to 

72 his vision of life." F.B. Pinion does not think 

of Hardy as 'egotistical' or 'provincial' as was 

the custom of earlier critics. The latter based this 

opinion on the fact that many of Hardy's works related 

to his own emotional experiences, and that most of 

his stories are set in very circumscribed areas. 

F.B. Pinion argues that: 

As an artist he has the rare faculty 
of combining imaginative experience 
relative to the individual (himself 
included) with an unwavering sense 
of man's place in universe; his Wessex 
trancends topographical limits and 
it is in under dimensions that those 
elements which contribute most to 
his greatness are to be found. 

Wessex supplied quite enough 'human nature 

. . . . for one man's literary purpose' and extended 

72 
F.B. Pinion: The Ranging Vision. Printed 

in: Thomas Hardy After Fifty Years edited by Lance 
St. John Butler. Macmillan 1977, p.1. 

^^Ibid., p.l. 
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the rnge of Hardy's vision. Even though Hardy derived 

a special satisfaction from preserving its old super­

stitions beliefs and customs, the artist in him is 

opposed to "representative fidelity" as a general 

rule. His subject was 'life' and not its 'garniture'. 

Pinion states that his principal interest was not 

in manners, but in the substance of life only. Therefore 

his characters were 'beings in whose hearts and minds 

that which is apparently local should be really uni­

versal.'^^ 

Hardy in his formative years had imbibed 

the new scientific philosophy. There was a great 

deal of scientific opinion in the country for the 

descerning thinker, and in none was it more construc­

tive than in J.S. Mill, whose new 'religion of humanity' 

was rooted in the Positivism of Auguste Comte. Hardy's 

ideas came from these and other sources. Further, 

local history extended the range of Hardy's vision 

of life. Pinion adds: "Hardy's familiarity with the 

Bible probably did more to enlarge his historical 

75 sense than any other literatures". Biblical echoes 

are almost legion in Hardy's fiction, and where they 

refer to well-known events and figures (Cain and 

Job, for example) they still have a universalising 

effect. 

74 
F.B. Pinion: Op.cit., p.3. 

75 
Ibid., p.5. 
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Pinion adds that Hardy achieves a considerable 

degree of universality through his use of literature. 

His main purpose was to please at a much higher level, 

and with this in view he drew Wessex parallels to 

the Old Testament Story of Saul and David, to the 

Oedipus Rex of Sophocles, to King Lear and even more 

notably to Les Miserables. Pinion insists that Hardy 

is no more borrower. He adapts and transmutes, and 

the critical question relates not to the means but 

to the result. Say Pinion: 

Only a creative writer with imaginative 
vision can re-create effectively 
in this way, and only situations 
which are essentially the same through 
out the ages can respond to this 
kind of treatment. 

Hardy was probably one of the finest writers 

who had a strong traditional awareness. His fine 

historical sense involved a perception not only of 

the "pastness of the past" but compelled him to write 

not "merely with his own generation" but "with a 

feeling that the whole of the literature of Europe 

from Homer and within it the whole literature of 

his own country has a simultaneous existence and 

77 composes a simultaneous order." Hardy's works are 

strewn with them from many sources, ancient and 

F.B. Pinion: Op.cit., p.6. 

77 
Quoted by F.B. Pinion in The Ranging Vision, 

p.6. 
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contemporary. This says Pinion accounts for the multi­

plicity of Hardy's vision. 

In short, Hardy's ranging vision involved 

an alliance between "the local and the contemporary 

and those relatively timeless issues which remain 

78 
essentially unchanged because they are true to life." 

Pinion fully justifies Hardy's methods. The principal 

key to Hardy's continuing success says Pinion: 

Is that he combines to an unusual 
degree a scientific vision of man's 
place in the universe with an artistic 
realization of the greatness in writing 
which ha^ commanded assent through 
the ages. 

Truly, P.P. Pinion's essay has been one 

of the finest contributions, to modern Hardy criticism. 

Perhaps, no other writer has shown in the past the 

influence that Arnold and Pater had on Hardy. The 

influence of Arnold and Pater on The Return of the 

Native and the parallelism of Less Miserables and 

The Mayor of the Casterbridqe are discussed in F.B. 

Pinion, Thomas Hardyt Art and Thought (1977). Pinion 

argues that if a particular locality appeals to an 

author however limited it may be, it can be adapated 

to imaginative settings and situations far more suc­

cessfully than less familiar scenes. This opinion 

^^Ibid., p.11. 

^^Ibid., p.11. 
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made short shrift of the old criticism that Hardy's 

style is not responsible for the steady growth of 

interest in his work. Arnold defined this as 'the 

imaginative reason'; Pater, more precisely, as 'the 

imaginative intellect'. 

In an essay. The Form of Hardy's Novels, 

R.M. Rehder makes an assessment of the principles 

that contributed to the development of a strict and 

rigorous form in his fiction. From earlier reviews 

and articles that appeared during his life-time and 

from the writer's own statements, it is obvious that 

Hardy had a carefully working definition of form. 

Says Rehder: 

He stresses symmetry and tightness. 
He deplores the spasmodic, the hetro-
geneous and the conglomerate. 

Rehder reports that 'self-concealment' was 

one of the earliest factors that made for the awakening 

of Hardy's sense of form. That he is made no parade 

of his art neither did he display emotion for ita 

appeared that Hardy as a young child, was distrustful 

of spontaneous and strong emotion, pondering it as 

a problem. Says Rehder: "His response to this trouble 

IS secrecy". 

on """""""" 
R.M. Rehder: The Form of Hardy's Novel, 

Thomas Hardy After Fifty Years, edited by Lance St. 
John Butler 1977 (Macmillan), p.16. 

^^Ibid.. p.15. 
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Further, Hardy rejected that the idea of 

the novel should be merely a representation of sensa­

tion or the would. Selection and treatment was the 

criterion for a good novel. Rehder adds, "like Shakes­

peare, like all the great poets, he had a metaphor-

82 making mind." One of the greatest demands on Hardy's 

descriptions and one that accounts for his greatness 

was that being "less discursive" and more specific. 

Hardy made things happen through use of a series 

of images. 

Rehder says that a significant characteristic 

of most of Hardy's novels is their markedly unhappy 

endings. Says Rehder: 

He is the first major English author 
to write a number of novels that 
end unhappily, although the conclu­
sions of his best novels can only 
be tragic. He does not simply negate 
happiness, he insists on sorrow. 
His achievement, in terms of form 
is to ha\^ combined the tragedy and 
the novel. 

A number of contemporary critics had condemned 

Hardy for over-burdening his plots with "coincidence" 

and "surprise". But Rehder speaks of Hardy as being 

a master of such surprises. They are essential to 

his way of telling a story and to his understanding 

82 
R.M. Rehder: Op.cit., p.15. 
Ibid., p.17. 
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of the world for "the form of his understanding is 

84 the form of his novels". 

In describing Hardy's attitude to form, 

Rehder's central theme shows how his self-concealment 

worked itself out in his fiction and how he thought 

of form as a way of holding feeling. Hardy's plots, 

his conception of character and his notions of develop­

ment all come from this same matrix. Therefore Rehder 

declares that Hardy needs the tragic control because 

of the overwhelming power of his feelings. No other 

English novelist had expressed sorrow so vehemently 

as Hardy. His idea to tragedy represents a combination 

of Greek, Shakespearian and Biblical tragedy. 

Hardy's great subject matter entitled "the 

85 destruction of the old world by the new". It \SCKHS 

was Hardy's great task and he did this with some 

difficulty "in aligning the inner and the outer life, 

and this is related in his novels to the tug between 

the past and the present. Hardy always felt the ine­

vitability of change, of the destruction of the old, 

but the old is charged with more feeling than the 

new and he is always aware of the past in the present 

- his feeling is divided. 

84 
R.M. Rehder: Op.cit., p.18. 

^^Ikid., p.25. 

file:///sckhs
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Hardy was an unusually creative man for 

he was poet and novelist, he drew and painted in 

water colour. He was an architect. As musician he 

could play the fiddle and was well being able to 

sing. Says Rehder because of this remarkable diversity 

of his artistic accomplishments he is perhaps "the 

only writer to be both a great novelist and a great 

poet."^^ 

Finally, there is no doubt that an account 

like Rehder's has helped in a considerable way to 

enhance Hardy's reputation as "one of the greatest 

English novelists, with Jane Austen and George Eliot, 

Henry James and Joseph Cornad." 

One of the most original and modern approaches 

in this collection of essays is David Lodges: "Thomas 

Hardy as a Cinematic Novelist". Hardy a 'cinematic 

novelist'. Lodge argues, anticipated films, not that 

he was influenced by them. Lodge explains that Hardy, 

like a film-maker, seemed to conceive his fictions, 

from the beginning, as human actions in a particular 

setting: 

fifi 

R.M. Rehder: Op.cit., p.25. 

®^Ibid., p.26. 
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The dense woods of The Woodlanders, 
the wild heathland of The Return 
of the Native, the contrasting valleys 
and heights of Tess, are integral 
to the imaginative unity of those 
novels. He called them 'novels of 
character and environment', and it 
is his ability to make concrete the 
relationship between character and 
environment in a way that is both 
sensuously particulars and symbolically 
suggestive that makes him such a 
powerful and original novelist, in 
my opinion, rather than his skill 
in story - telling, his insight into 
human motivation or his philosophic 
wisdom. 

In 1978, John Bayley published a detailed 

critical study: An Essay on Hardy. This book suggests 

a new approach to Hardy as poet and novelist. It 

concentrates not so much on ideas and attitudes as 

on the texture of the writing, and on the crucial 

importance in it between one kind of exposition and 

another. John Bayley starts by establishing a difference 

between Hardy the private 'noticer' of things and 

people, and Hardy the professional author committed 

to interpreting these observations to his readers. 

The vital ingredients of eroticism and humour are 

analysed in detail, as are the unusual ways in which 

passiveness, 'pessimism', and anthropomorphism function 

in the poems and novels. Professor Bayley shows that 

the rewards of reading Hardy are today greater than 

ever, although they are not necessarily those which 

David Lodge: Thomas Hardy as a Cinematic 
Novelist: Thomas Hardy After Fifty Years, edited 
by Lance St. John Butler, Macmillan (1977), pp.80-81. 
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the reader expects to find, or has been taught to 

look for. 

At the very outset Professor Bayley states: 

"Although every Hardy text is far more effectically 

aesthetic than anything of theirs (Defoe, or Meredith) 

- he is in a sense the least aesthetic of all English 

89 novelists." In the light of this remark Professor 

Bayley does away with all statements applied by James 

and Stevenson to Hardy's novels. But he adds in reading 

Hardy if disappointment comes it is due to "Hardy's 

seeming lack of desire to speak" but it is a reaction 

much more intimate and intermingled, which is an 

assert in itself - we are in a master's hand. 

John Bayley compares Hardy to his Giles 

Winterbourne, for he is by nature, as a novelist, 

'one of those silent unobtrusive beings' who 'scruti­

nise others' behaviour' the more closely in consequence, 

but he does so with such an independence and makes 

no claim to being a law unto itself. 

Quietly and unobtrusively. Hardy presented 

life's contradictions Hardy indicated that he did 

not care for standardisation and the mass grouping 

89 
John Bayley: An Essay on Hardy, Cambridge 

Univ. Press, 1978, pp.3-4. 
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of ideologies. His was the politics of an 'Intrinsi-

calist*. Bayley says that the social comment most 

frequently made in the novels "is that there is no 

such thing as class solidarity; the work - folk of 

a country place resolve themselves when closely observed 

into individuals just as different from each other 

90 as those in London drawing-rooms." He was on the 

side of any improvement and "living was something 

91 for each individual to do in his own way." The 

most Victorian thing about his novels says Professor 

Bayley is, their plot: the least, their sense of 

92 time, place and event." A further point about Hardy 

is that there are no norms, no steady pressure of 

belief or philosophy or message such as all other 

novels of his time were conditioned by. 

John Bayley affirms that Hardy is no 'coterie 

writer' of the type of Eliot and Lewis. He has never 

had a coterie following, of the sort that exiles 

like Lawrence and James Joyce attracted. He kept 

to himself as far as his position in the public eye 

was and he considered this kind of dolitariness a 

privilege, one he made the most of. Bayley summed 

up what seemed to be Hardy's curious and unique kind 

of anthropomorphism: "Keep yourself to yourself, 

John Bayley: Op.cit., p.13. 

^^Ibid., p.13. 

^^Ibid., p.13. 



213 

93 
while at the same time wondering about others". 

But Bayley sees this as an advantage for he declares 

that withdrawal and misunderstanding become in Hardy's 

method artistic assets of the first value. Therefore 

Hardy's world is much more one of stasis and acceptance 

than his public supposed, an acceptance based on 

his imagination of things and people, dead or alive, 

communicating with as only through the strength of 

ttheir difference. This cast of his mind become more 

conscious as he thought more about art, and as public 

expectations of his art, increased with fame. 

One of the great skills of Thomas Hardy, 

says John Bayley that made him so arresting, "is 

that the closer and more satisfyingly he sees things, 

and the more 'humanity' he endows them with, the 

more cut off they are. Further, Bayley has a point 

to make about Hardy's humour. Whether the humorist 

is obviously on duty in his fictions, as in the scenes 

at the melt-house in Far from the Madding Crowd, 

or in the Chunch vault in A Pair of Blue Eyes, he 

has no trouble in making clear that his natural port 

was 'comick', as Dr,. Johnson said of Shakespeare. 

Says Bayley: "He was liberated by working in a medium 

he had taken on professionally, and he could get 

94 across to readers at home in the same medium." 

93 
John Bayley: Op.cit., p.41. 

94 
Ibid., p.70. 
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The nature of such comedy is nothing less 

than things as they really are: its principle is 

the presentation in art of the incongruity of life. 

No doubt Hardy enjoyed the humour. It was one of 

the ways in which consciousness made existence tole­

rable.^^ Says Bay ley» "that he is a humorist - even 

too much of one - is his defence against critics 

96 
who don't know a joke when they see it." 

Bayley next takes up Hardy's great talent 

of relating memory to visual or physical impression, 

something that always fascinated him. Hardy himself 

described the experience as "a state of mind which 

takes cognisance of little things, without at the 

I time being conscious of them, though they return 

97 vividly upon the memory long after." In Desperate 

Remedies and Far From the Madding this idea revives 

graphic illustration, and says Bayley, "it is the 

most important way in which Hardy gets inside some 

of his characters, without either analysing or taking 

98 them over." So memory now becomes a very important 

aspect of Hardy's art as a novelist. 

95 

John Bayley: Op.cit., p.77. 

^^Ibid., p.70. 

^^Ibid., pp. 80-81. 

^^Ibid., p.81. 
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Bayley points out, as part of Hardy's 'panso-

nical' side, the novelist displays what he knows 

with the relish of a sermonist providing himself 

agile in scriptural text and interpretation. Says 

Bayley, "his passion for painting and literature 

is infections, and his communication of it wins the 

99 sympathetic reader completely." Further, Hardy 

had taken a keen delight in art and culture and he 

knows how to use them as assets, in pursuit not only 

of fame and fortune but of love itself. 

Hardy was further a master in the presenta­

tion of social differences. His characters divide 

into those who are aware, like Elizabeth Jane, of 

the conditions which life seems to demand of them, 

and of the kind of rewards it offers, and of those 

who 'love it desparately*, however little they may 

be aware of the fact, and who are for that reason 

outside - more or less the kind of consciousness 

which Hardy disposed of, the kind of which he is 

the master in his poems. 

Hardy excels in portraying personality by 

means of place and event, and their intersection. 

We have too the close proximity of trees and other 

living things in a wood at night, where each sound 

John Bayley: Op.cit., p.84. 
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or movement conveys the unheedingness of each to 

the other. Hardy himself describes such a situation 

after, numbering with pleasure the different responses 

of leaves, plants and grasses to wind and rain. Says 

Baley, "the reader - with an equal pleasure - is 

made aware of all, though no effect is definitively 

in change. It seems to be our own activities among 

the constituent parts of the writing that give us 

our sense of what is going on." 

In Bayley's account, a claim is made for 

the stature of the earlier and less considered novels. 

For example he claims that Ethelberta is not a failure: 

and that it does not show, as most Hardy critics 

assume, that he had no sense of how to handle a social 

and metropolitan them. Rather, "he had too much sense 

of it." Said Bayley, "Ethelberta, like Hamlet, is 

an imaginative impression of 'court life', about 

which the novelist is too intrigued to be sure-footed. 

Yet for Shakespeare himself no English writer is 

more naturally a courtier than Hardy." Yet both 

ethelberta and A Laodicean says Bayley, "does show 

us something about Hardy's originality. The two pieces 

of fiction are more characteristic, more concentratedly 

102 Hardyan and also more dynamically doctrinaire, novels." 

John Bayley: Op.cit., p.118. 

Ibid., p.153. 
102 
"ibid., p.152. 
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Bayley does devote the last section of his 

account to Tess. Hardy 'loved' Tess, so much is clear. 

Tess was not only a potent influence on Lawrence's 

imagination - as he makes clear in his study of the 

Hardy novels - but strikes the present day reader 

too as having a good deal in common with the atmos­

phere of the Lawrence world, the world of symbolic 

divisions which confronts us, for example, in Women 

in Love. Says Bayley: 

The triumph involved in Tess's creation 
a triumph whose limitations constitute 
the book's essential form, is the 
bringing together of such an objective 
and traditional idea of a milkmaid 
with the Hardyan intimacy of a 'sensi­
tive soul'. "^ 

Before Bayley moves into Hardy's character 

portrayal of Tess he cites other examples of persons 

in his novels who have been endowed with the grandest 

of literary parallels. 

Clym toils in discovery like Oedipus; 
Bathsheba at the crisis of her marriage 
utters a cry r£icalling that of Christ 
from the cross. 

But Bayley goes on to state such parallels 

on references, "Are like those of the author and 

his characters to events in the Bible they impose 

no burden of significance on themselves or the reader." 

John Bayley: Op.cit., p.170. 

^°^Ibi^.» p.181. 

^°^Ibid., p.181. 
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But there is no such inevitability in the 

analogies which attend his imagination of Tess. It 

appears that Hardy had put so much of himself into 

Tess. Like Madame Bovary, says Bayley, Tess is closely 

identified with her author, and yet presented with 

an appearance of objectivity. Therefore, Hardy's 

portrayal of Tess is as close to the life he had 

created. Tess like Emma Bovary has been shaped by 

her society. Tess & Emma Bovary are not a part of 

the worlds they have to live in. Says Bayley: "Both 

exist to embody, as they superlatively do, their 

creator's sense that consciousness cannot be at home 

in the conditions of existence." Bayley notes 

that in general. Hardy does not 'merge' with his 

routine experience of his characters; he lets the 

two lie side by side while experience is noted between 

them. But with Tess says Bayley: "It is very definitely 

Hardy's experience of the mature as of the youthful 

author. Hardy creates his heroine in order both to 

disown the world, and to rejoin it by being at one 

107 with its victim, the heroine." In short Bayley 

concludes this section of his account by stating: 

"If Tess is in its way the formal culmination of 

methods always congenial to Hardy fiction - the natural 

108 uses of inconsistency and separation." 

John Bayley: Op.cit., p.184. 
107 
'"'ibid., p.186. 
^^^Ibid., p. 191. 
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There is no doubt says Bayley that Tess 

is one of Hardy's greatest successes as a novelist. 

Tess was his own fantasy in a very 
particular sense, but any market 
researcher toay could see it has 
exactly the right ingredients for 
popular success - a beautiful and 
persecuted neroine» the victim of 
social injustice, a hanging, and 
above all the romance of history 
brought up to date - any of us might 
be descended from D'Urbervilles, 
or their equivalent, which makes 
identification all the more seductive. 
Moreover as in all the most successful 
best sellers, Hardy was himself firmly 
in the grip of his own fantasy which 
turned out to raise a^gfervent echo 
in so many other bosoms. 

This is a radically very different approach 

to Tess from that of T.S.Eliot, Henry James, and 

F.R. Leavis who agreed that Hardy is not finally 

for them a great writer. But Bayley is different 

in his approach for he says, "Nothing in him can 

be revealed which Hardy has not, quite simply, revaled 

himself." Of all novelists. Hardy makes the things 

that he invents appear most like the things that 

have taken place throughout the time of man, and 

before it. Like Knight, on the 'cliff without a name', 

we confront with him the eye of the fossil embedded 

in the rock. 

To use Hardy's own words, he is an 'unobtrusive' 

109 
John Bayley: Op.cit., pp.221-222. 

100-., ., _-, Ibid., p.231. 
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process. No other author appears to make his true 

greatness out of less than Hardy, nor does it without 

any of the creator's egocentric energy, and will 

to power. Says Bayley, "his style is never taken 

in by its own pretension to epic size and philosophic 

weight.' ,111 

In terms of approach the accounts of the 

critics of this phase are essentially complex and 

imaginative. This shows that Hardy's work is not 

as simple as is made out to be. No longer do we hear 

the old familiar cliches - Hardy's Irony, Hardy's 

Fate and Destiny, his range, his pessimism and the 

like Hardy in the 70's began to be seen less as a 

traditional Victorian novelist and more as a pioneer 

in the novel. 

Critics of the 70's had become highly resour­

ceful and began to see Hardy in the light of his 

affinities with twentieth century novelists. This 

is beginning to be examined. His ideas on man and 

society are now seen to have much in coiranon with 

some aspects of twentieth century thinking, including 

existentialism, as Roy Worrell (1965) and Jean Brooks 

have suggested. 

John Bayley: Op.cit., p.232. 
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Roy Mornell in Thomas Hardy, the Will and 

Way, made a breakthrough in 1965. He proved irrefutably 

that Hardy was right in asserting that he was not 

a 'Fatalist and pessimist'. And suggested that he 

was looking forward as well as back, and had affinities 

with the Existentialists. The book was an important 

turning point because it rejected the patronised, 

traditional, nostalgic Hardy and suggested his rele­

vance to the modern world. 

To a certain extent criticism that came 

during this phase had one major draw-back. Though 

highly resourceful, in trying to modernise Hardy, 

writers tended to say too much. This leads to a lot 

of distortion in their accounts, and in certain cases 

the work becomes an end in itself. 

The earlier critics seemed to have under­

stood better the milieu of Hardy's novels. They remained 

closere to the man and wrote essentially in the context 

of Wessex. But Hardy originally conceived, however, 

this 'world' had a crucial limitation which Hardy 

soon recognized: it could make his work narrow and 

stereotyped. He was aware of the pecuniary value 

of a reputation for a speciality . . . . yet he had 

not the slightest intention of writing for ever about 
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sheep farming, as the reading public was expecting 

him to do, and as, in fact, they presently resented 

his not doing. It was in the process of writing 

The Return of the NatWe, with the introduction of 

Clym, that Hardy realized that Wessex need no longer 

he thought of as 'writing about sheep-farming" but, 

in Matthew Arnold's phrase, could be made to include 

'the dialogue of the mind with itself. Into Wessex 

Hardy was able to introduce not simply the structure 

provided by indigenous customs and plots, but more 

inclusively, the structure of a contemporary conscious­

ness ambivalent in its sympathies, sceptical in outlook. 

The development of Wessex could, in other words, 

be made commensurate with the development of the 

author. 

With Hardy's change in attitude, critics 

of the 70's approached him in a way different from 

those contemporary ones. Now the critics began to 

study his novels in terms of imagery, metaphor, rather 

than emphasise plot and story. Some began to refer 

to Hardy's art as cinematographic - where his novels 

have been compared to the work of a director prolix 

in stark images and novel camera-angle. 

Other critics began to ask the question 



223 

- what other writer has given more to the world, 

than the generous, compassionate Thomas Hardy? A 

Critic like John Bayley was able to use in Tess and 

Herchard characters created on the heroic scale. 

This does not mean that Hardy is the equal of Shakes­

peare, but it does mean that he is one of those who 

most nearly rival him, like Chaucer, with whom he 

has so much in common. Then, Hardy was among the 

leaders of thought in his age, a meliorist who realised 

the potential grandeur of man, yet one driven to 

despair by the slowness of his progress. 

In Jude, written twenty years before the 

first World War, he had asked, "When people of a 

later age look back upon the barbarous customs and 

supersititions of the times that we have the unhappi-

ness to live in, what 'will* they say? What, one 

wonders, would he say of the times the critics of 

the 70's lived and wrote nearly a century later? 

But, then, as he wrote in one of his loveliest lyrics: 

112 "I shall mind not, slumbering peacefully." 

Each of the critics of the 70's has displayed 

the kind of rich durable regard which Hardy calls 

for. There is beyond doubt in their assessments a 
___ 

Quoted by F.E. Hall iday: Thomas Hardy 
the Man in His Work. Thomas Hardy After Fifty Years, 
edited by Lance St. John Butler. Macmillan, 1977, 
p.134. 
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good range and balance in the totality of Hardy's 

concerns. The approaches and interpretations are 

diverse, yet there is an implicit and lively interplay 

of argument. 

Death came to Hardy in 1928, and now after 

another fifty years critics of the 70's have remem­

bered with affection and gratitude "another tradesman's 

son", witty and like Shakespeare, a lover of humanity. 



CONCLUSION 

There is no doubt, tht behind Hardy's sadistic 

imaginings, and pessimistic declarations lie, of 

course, a deep concern for the fortunes of his chara­

cters, an incorrigible sympathy for all who are lovely 

and all who long for happiness. My point is, that 

in spite of the numerous attacks meted out to his 

works both during his life and after, a large number 

of critics have paid glowing tributes to a man where 

heart, imagination and intellect combined to produce 

the very best in English novel writing. 

Hardy excelled in coming to grips with the 

'Wessex* of his imagination and his novels derived 

much of their strength from Hardy's intimate knowledge 

of the speech, customs, and ways of life of people 

of his native county of Dorset. They are also a cons­

cious attempt to translate some of the themes of 

Greek tragedy into terms of the English novel. Although 

Hardy attached more importance to his poetry than 

to his novels, I am of the opinion that his novels 

are responsible for his popularity and acclaim him 

as a great literary figure in English literature. 
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This is well illustrated in the variety of studies 

and approaches that have been published by some of 

the finest critics of this century. 

Contemporary criticism on the whole had 

been unkind to Hardy throughout the serial publication 

of his novels. Critics were unfair to use George 

Elliot as a standard for comparison as Hardy developed 

his rural themes. However, the article by Havelock 

Ellis, one of the most enlightened critics of the 

time marks a change in the approach to Hardy. It 

is the most searching and sensitive essay ever written 

on Hardy, the more so because it neither praises 

the novels in the conventional way, nor makes what 

had come to be the equally conventional attack on 

their vices. As one might expect, Ellis is interested 

in the more intimate places of the Hardyan psychology, 

though he pushes them with delicacy and tact. He 

points out that all women in his novels must be weak, 

even when weakness is an aspect of their strength, 

as with Bathsheba. They are incapable of moral firmness 

or ascendancy - the natural birthright of George 

Eliot's women: if they possessed it they could not 

attract Hardy or be seen by him and identified with 

as they are. Naturally Ellis does not speculate on 

the reasons for this, though as a doctor and psychologist 
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in training he is clearly thinking about it. How 

true • was Ellis's remark that Hardy though without 

training as a literary artist, it was genius **5a?t 

that carried him through. 

Unfortunately, the critics that reviev/ed 

Tess and Jude in the nineties did not think in the 

manner of Havelock Ellis. Their accounts tended to 

be seriously distorted by outraged conventionality 

and the concentration upon moral and philosophical 

issues. By the time the storm died down the tendency 

was to work out parallels with the classical tragedians. 

W.L. Courtney contributed a significant two-part 

essay on Mr. Hardy and Aeschylus. Interesting enough 

less attention was given to the qualities of style 

and narrative technique which had so preoccupied 

earlier critics. References to these matters were 

less often remarked on and tended to be played down. 

The best single studies on Hardy were contri­

buted by Lionel Johnson, Samuel Chew and H.C. Duffin. 

All agreed on Hardy's masterly portrayal of character, 

the dominant role of nature, the symmetry of his 

plots and one who was steeped in the traditions of 

his country-side. Those "post-Victorian" critics, 

seem to me vitiated by hardened pre-occupations 

pre-occupation about fatalism and passimism, for 
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instance. But we should on Mr. Chew's generation 

with envy rather than disrespect, because there is 

no doubt that their accounts contributed inunensely 

to Hardy's ever-growing popularity and to the develop­

ment of criticism on his novels. 

A recent British survey showed that Hardy 

is now extremely popular with young people. F.R. 

Leavis's refusal to include Hardy in his great tradi­

tion is not acceptable to most contemporary readers. 

Together with Leavis, T.S. Eliot and Henry James 

share a dislike of the novels which owes something 

to fastiduousness at the conventions of their plotting 

and melodrama; but more as John Bayley says, "it 

would appear, to a sense of the 'parochial' confusions 
1 

in them, the radical disunity." In short, these critics, 

inhibited by the critical habits of their generation 

and unable to place Hardy in perspective, dismissed 

him rashly as an Unrewarding and sentimental writer. 

One on whom Hardy certainly exerted a deep 

influence was D.H. Lawrence, by exploring Hardy's 

people he had found a language in which to articulate 

his vision. But above all, his experience of Hardy 

must have been the greatest possible authentication 

Bayey, John, An Essay on Hardy, Cambridge 
University Press, 1978, p.40. 
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and encouragement of his own vision. Here, of all 

English novelists, was one who saw human life against 

a vast impersonal landscape, and whose characters 

already existed in terms of being and consciousness 

rather than the conduct and sensibility of 'the old 

stable ego.' As he pondered more deeply he had come 

to see how, as Hardy's fiction develop, the great 

background had become internalised in the conflict 

of universal forces within the characters themselves, 

at such a depth that they already clarified in credibly 

human complexity, the interplay of contraries which 

he had been trying to understand in his own life 

and Art. Yet he must have felt - the most liberating 

perception of affinity - that Hardy had neither seen 

clearly where he was going nor gone far enough, that 

there was no room to move beyond him and above all, 

to move beyond his pessimism. What Tess and Jude 

began. The Rainbow could complete. In short. Hardy 

helped Lawrence to find himself, and to carry to 

completion what he saw in the Wessex novels. 

Both Virginia Woolf and E.M. Forster had 

joined Lawrence in paying tribute to Hardy. Virginia 

Woolf, who had chosen to read The Mayor of Caster-

bridge on her journey to Max Gate in the summer of 

2 
Quoted by Mark Kinkead - Weekes: Lawrence 

on Hardy. Lance St. John Butler: Thomas Hardy After 
Fifty Years, Macmillan: London, 1977, p.101. 
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1926 to visit Hardy, found herself strangely affected 

by the felt condition of the novel. It required Virginia 

Woolf's alertness of feeling to intuit and affirm 

that Hardy was an irresistibly great novelist despite 

his rather uncertain reputation at that time. For 

E.M. Forster the works of Thomas Hardy was his "home". 

For Forster, one of Hardy's greatest strengths as 

a novelist in his creation of "a sense felt life", 

so that his readers can experience what it is like 

to be Tess or Sue, Cibym or Jude. This derives in 

part from ability to "let a bucket down into the 

subconscious" as Forster describes the process, so 

that Hardy is imaginatively exploring his characters 

in the process creating them. Further, Forster with 

his theory of "the undeveloped heart" and Lawrence 

with his stress on the need for a harmonious balance 

between mind and body are clearly developing themes 

that were central in Hardy's work. The change is 

the concept of characterisation, with the emphasis 

on the existence of unknowable areas of the personality, 

is not quite so striking as the change in subject 

matter, but it is a natural consequence of it. Lawrence 

wrote: 

"The novel has a future. It's got 
to have the courage to tackle new 
propositions without using abstrac­
tions; it got to present us with 
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new, really new feelings, a whole 
new line of emotions, which will 
get us out of the emotional rut." 

A little hesitantly and cautiously. Hardy is doing 

this. These developments are embodied in a character 

that has so much vitality and is depicted with sympathy 

that it is indeed "a point of major innovation in 

prose fiction." 

Before 1940 criticism tended to look upon 

Hardy more in the light of a traditional Victorian 

novelist. We call Hardy a Victorian because he spent 

the first sixty years of his life in the nineteenth 

century and it was that century which formed many 

of his beliefs and ideas. But he was not a typical 

Victorian; he now seems to exemplify the more modern, 

adventurous, questioning spirit which came into litera­

ture about the turn of the century and led on directly 

to the work of F.H. Lawrence. Many of the most cherished 

Victorian beliefs, in Providence, for example were 

just those which Hardy found that he could not accept. 

Another way in which he seems untypical is in his 

preoccupation with the life of the countryside. The 

consciousness of most educated Victorians, writers 

or not, was decidely "urban"; Hardy was very different 

from them in this way. 

Quoted by Rosemary Sumner: Thomas Hardy; 
Psychological Novelist, London, Macmillan Press Ltd., 
1981, p.182. 
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But in other ways he could not help being 

influenced by the contemporary intellectual climate. 

Hardy fitted into the Victorian literary tradition. 

Other novelists did not influence him, except in 

a negative way. Hardy admired Fielding, who had lived 

in the same part of England, and thought he was not 

appreciated enough 'as a local novelist'. Dickens 

was still alive when he first went to London, and 

the young man often went to hear him reading from 

his own novels, but in general they wrote about very 

different subjects and in still more different ways. 

At that time, Thackeray was generally thought to 

be the best living novelist. Hence because his novels 

stand as high as works of Art or Truth, they often 

have anything but an elevating tendency, and on that 

account are particularly unfitted for young people 

- from their very truthfulness. As for George Eliot, 

Hardy had, as I have illustrated, the strange experience 

of being mistaken for her. Hardy thought that she 

was a 'great thinker' - one of the greatest living, 

but not a born storyteller by any means,' and that 

her novels were not representative of real country 

life. The other great novelist of the late nineteenth 

century was Henry James, but although he and Hardy 

met several times they were really incompatible. 
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But during his growing period in London 

he was reading hardly any novels, and a great deal 

of poetry. He was influenced by poets much more than 

by novelists. He had a thorough knowledge of Milton 

and Shakespeare, yet his real roots were in the English 

Romantic tradition, the tradition which, in one way 

or another, helped to form almost all English poets 

until it was killed by the First World War. Hardy 

had more in common with Wordsworth than with any 

other Romantic writer. Wordsworth had insisted in 

his Preface to Lyrical Ballads that poetry must be 

written in 'real language of men.' Hardy must have 

felt the same, as he incorporated a good deal of 

ordinary language, including dialect, in his poems 

and novels. Further, like Wordsworth, he is deeply 

interested in man's relationship to his natural envi­

ronment - in his cse Dorset, in Wordsworth's the 

Cumberland hills. Like Wordsworth, he writes about 

men and women who live in constant communion with 

nature, shepherds, for example, or tramps, or rural 

workers and he feels that nature provides these people 

with a permanent source of strength. 

Further, the ability to put up with 'solitude, 

pain of heart, distress and poverty* and still carry 

on is what makes up the heroic aspect of man. This 
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is an essential part of Hardy's philosophy, which 

the Victorians called pessimism, and which he himself 

thought was the only realistic and possible creed. 

That was why Wordsworth's poetry seemed to him so 

good as a 'cure for despair.' 

Surprisingly, it seems that Hardy's favourite 

Romantic poets were Keats and, above all, Shelley. 

He felt a strong sympathy for both of them as people: 

Shelley because he had been persecuted for unorthodox 

ideas, and Keats because he had been abused by the 

critics (like Hardy himself) and died in obscurity. 

Hardy's own attitude to religion was very much the 

same as Shelley's. He believed in what he called 

'the spirit of the sermon on the Mount', but, except 

as a very young man, he didn't believe in a personal 

God. 

Finally Swinburne's work had an electric 

effect on Hardy. The latter described this effect, 

many years Iter, in his elegy for Swinburne, 'A Singer 

Asleep'. Why did Hardy admire Swinburne so greatly? 

Hardy's enthusiasm was always appealing because he 

was a bond and independent thinker. Like him, Swinburne 

was what we would now call a humanist, one who believed 

that man, not God, was the most important being in 
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the universe. He asserted this, deliberately provoca­

tively, in his 'Hymn of Man', which announced that 
4 

God was dead and that "Man is the master of things." 

With his atheism went the belief that there 

was no such thing as Providence, and that man is 

necessarily alone and must work out his own destiny. 

Such lines: "Save his own sould he hath no star", 

(which is the motto for Book II of Jude the Obscure) 

were some of Hardy's favourite lines. Both writers 

tended to see man as a lonely and heroic figure, 

•slighted and enduring'. They were both 'pessimists' 

in the sense of believing that man must solve his 

own problems, without any help from a superhuman 

force. Therefore, it is most surprising that both 

Swinburne and Hardy should find themselves unpopular 

among critics and more sin an age which hated and 

feared originality and tried to reduce its artists 

to mere entertainers. For this reason. Hardy had 

a fellow-feeling for Swinburne more than for any 

other living writer, and he records rather touchingly 

in the Life that after he had written 'A Singer Asleep' 

he 'gathered a spray of ivy and laid it on the grave 

of that brother-poet of whom he never spoke save 

4 
Quoted by Merryn Williams; A Preface t<b 

Hardy, Preface Books, Longman: London and New York, 
1976 rpt. 1979, p.71. 
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.5 

Critics up to the 40's failed to see that 

one of the great forces which shaped his art was 

his compelling need to seek out the truth, however 

uncomfortable or painful; the other was his passionate 

hatred suffering. 'What are my books' he said, 'but 

one long plea against "man's inhumanity to man" 

to woman - and to the lower animals? Whatever may 

be the inherent good or evil of life, it is certain 

that man make it much worse than it need be.' The 

cruelty of man and society, the immeasurable value 

of each human being and the tragic waste of human 

potentiality; these are the great themes of Hardy's 

writings, and in this sense it is true to say that 

he is a novelist of protest. 

The finest criticism came in 1940 in the 

Hardy centennial issue of the Southern Review. The 

accounts survey the multiple facets of Thomas Hardy's 

talent by a host of the greatest critics of the time. 

They include Donald Davidson, Dorothy Van Ghent, 

Morton Dauwen Zabel, W.H. Auden, and Katherine Anne 

Porter. I call this phase a 'revival' in the development 

Quoted by Merry Williams: A Preface to 
Hardy, Preface Books. Longman: London and New York 
1976 reptd. 1979, p.72. 

Quoted by F.B. Pinion: A Hardy Companion; 
A Guide to the Works of Thomas Hardy and Their Background, 
London, Macmillan, 19768, Rev,. ed. 1976, p.178. 



237 

of Hardy criticism because for the first time we 

have essays in criticism which throw new light on 

his novels. Hardy criticism had gone through a revival 

in the same way as Dickens criticism had done. Further, 

it is surprising that there are some stimulating 

and constructive essays in Hardy criticism in the 

Hardy centenary issue of an American periodical, 

nearly all by Americans. Here I refer to Mr. Zabel's 

"Hardy in defence of his Art: The Aesthetic of Incon­

gruity" , one of the finest essays of the time written 

on the novels. The valuable analysis of 'Jude the 

Obscure as a Tragedy* by Arthur Mizner - such a really 

fundamental analysis of one novel done with intelligence 

and critical method, and by someone in possession 

of a great deal of parallel information about Hardy's 

mentality and outlook, is more illuminating than 

a library of "Aesthetic" flounderings; and the final 

essay on "The Novels of Hardy To-day" by Herbert 

J Muller. These really are essays in criticism which 

enlightening and gave to the world a brand new approach 

to Hardy. Says Q.D. Leavis in his review of the essays 

that appeared in the centennial issue of the Southern 

Review; 

What really warms one's heart is the 
complete absence of the belletristic 
approach or of any aesthetic oosturing, 
in this collective enterprise. 

Leavis, Q.D., 'Hardy and Criticism', Scrutiny, 
Vol. XI, No.3, Spring 1943, p.237. 



238 

A wonderful tribute paid by Leavis to this remarkable 

collection of essays and beyond doubt, the most helpful 

critical work on Hardy I know of since 1928. 

The really useful critical biography of 

Hardy had not yet been written up to 1940. With the 

publication in 1942 with Edmund Blunder's book: Thomas 

Hardy, he had gone some way towards producing one. 

Following this account we have the brilliant critical 

study of Hardy where Albert of Guerard breaks sharply 

with the traditional view of the novelist and writers 

of Hardy, not as a ponderous old-school philosopher, 

but as a great storyteller who dramatized the destruc-

tiveness, the drift, and the absurdity of life. The 

New York Herald Tribune reviewing Guarard's book 

states: "Crisp, challenging, informative, highly 

intelligent He has crammed into this little 

book more vital comment on his author than can be 

found in a whole shelf of ordinary criticism." 

With the thematic critics of the 50's and 

60's, I feel placing Hardy's novels solely in the 

context of history had been over done. From all accounts 

there is no doubt Hardy did paint a picture of 'English 

rural life' and his novels do relate to the condition 

of rural England in the latter half of the nineteenth 
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century. It was in 1982 where Nooral Hasan in his 

book Thomas Hardy: The Sociological Imagination stated; 

The Wessex novels take the form not 
of historical fiction, but of fiction 
as research into the history of rural 
culture. It would not do therefore, 
to place them in a given historical 
context. 

Reviewers commenting on the works of the thematic 

critics concluded that Hardy beyond doubt was concer­

ned with social data, with gross historical references 

but this was not the essence for his writing. Nooral 

Hasan's analysis is that Hardy's fiction is essentially 

an evocative cultural statement about the quality 

of life in a rural community. This author shaved 

the central assumption of the sociological school 

in Hardy criticism but he takes a different view 

of both rural history and Hardy's treatment of it 

in his Wessex novels. Dr. Hasan argues that Hardy 

booked upon local history as an interpretive and 

metaphoric structure rather than as regional predicament. 

C.B. Cox in his foreward to Dr. Hasan's book states 

that this book is undoubtedly an important addition 

to our understanding of the drama of warring values 

in Hardy's fiction. 

g 
Hasan, Noorul, Thomas Hardy; The Sociological 

Imagination. Madras; 1982, p.1. 
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My own view is that fiction for Hardy is 

a human necessity for making sense of the world. 

Therefore, Hardy used the novel as a means for expres­

sing the truth and various things he wrote, show 

that he understood this state of mind only too well. 

It saddened him that critics approached his work 

with ignorant prejudice against his "pessimism." 

He preferred to describe himself as a 'meliorist* 

where he showed in the novels that the world can 

be better, if people try. It was no good pretending 

that pain did not exist or did not matter. Pain has 

been and always will be. In terms of religion, however 

much he might want to believe in Christianity he 

refused to let himself be persuaded against his judge­

ment. He went on being an agnostic all his life. 

But there is no novelist who made so much use of 

Biblical references as Hardy did. Hardy's familiarity 

with the Bible probably did more to enlarge his histo­

rical sense than any other literature. 

Therefore, almost everything Hardy wrote 

about arose out of personal feeling that the world 

was frightening, planless, and dangerous. Matthew 

arnold wrote in a similar fashion in his poem 'Dover 

Beach'. Hardy found himself on a 'Darkling Plain' 

as it were. Man must create his own values, for. 
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living in a universe of cruelty and chaos, he will 

find no guidance from anything outside himself. This 

is what Hardy set out to declare in his novels. 

Coming, to the critics of the 70's we have 

some of the most original and vigorous approaches 

to Hardy. It is not possible to place these critics 

and what they have to say about Hardy under any definite 

subject. By looking at him in a variety of fresh 

ways the contributors provide a range of new ideas 

and interpretations that help to identify what is 

important in Hardy to-day. Criticism since 1928 has 

gone a long way. From being the writer of pastoral 

tales, a lover of nature he is accredited with being 

a great psychological novelist. Hence, Rosmary Summer's 

publication in 1981, Thomas Hardy; Psychological 

Novelist. Hardy considered it important for a writer 

to be 'fifty years ahead of his time'. His desire 

to change peoples attitudes, to make them more under­

standing, more tolerant and less prejudiced arose 

largely from his profound insight into psychological 

complexities. 

With Hardy's work still a potent force in 

modern writing it is too early to assess his influence. 

But the numerous critical studies come out after 
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the 70's speak for itself - Hardy remains as popular 

a writer in the modern world. No writer in the past 

has taken pains in exploring man's relation to the 

natural world, writing at length the significance 

of his fictional world 'Wessex', and--to modern society. 

Hardy has been one of the first English novelists 

to treat the relationship between the sexes with 

the seriousness it deserved.̂ .-It is no wonder in the 

light of this Hardy's novels have proved so very 

attractive to modern critics and his influence is 

still present in several ways. 

Hardy's influence is seen in one of the 

most remarkable of modern English novels. The French 

Lieutenant's Woman by John Fowles which is set in 

Victorian times in Lyme Regis. The influence has 

been felt in U.S.A. and in Japan. In Australia, finally, 

there is the distinguished output of Patrick White. 

Because of his concern with the country in such a 

book as The Tree of Man one is barely aware that 

the village life is other than an English one. It 

is of a universal nature but has affinities with 

the Wessex novels that it may be read as part of 

the progeny of Hardy. 
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Finally, because of the increased output 

of Hardy's works from the press and the demand for 

still more precise editions of what he wrote he may 

be forming the consciousness of writers who are still 

in the process of self-discovery. There has at the 

same time been a renaissance in Hardy'» studies and 

scholarship^, for although the public has long known 

that he was a great writer it has taken longer for 

critics to find this out and explain precisely why. 

Although the world in which Hardy grew up has gone 

for ever it is impossible to picture him as a Victorian. 

He has indeed transcended these limits and comes 

over to most people as a curiously modern and readily 

accessible writer of the highest order and of to-day. 



BIBLIOGRAPHY 

Primary 

1» Fiction 

Desperate Remedies(1871) The New Wessex Edition, MacmiiJan, 
London Ltd. 197'^. 

Under the Greenwood Tree(1872) The jNew Wessex Edition, MacmiJian, 
London Ltd., 197it. 

A Pair of Blue Eyes (1873) The New Wessex Edition, Macmillan, 
London Ltd. 197'^. 

Far From the Madding Crowd(1874) The New Wessex Edition, Macmillan, 
London Ltd. 197'>. 

The Return of the Native(1878) 

The Mayor of Casterbridge(1886) 

The Woodlanders (1887) 

Tess of the d'Urbervilles (1891) 

Jude the Obscure (1895) 

The Well-Beloved (1897) 

The New Wessex Edition, Macmillan, 
London Ltd. 197't, 

The New Wessex Edition, Macmillan, 
London Ltd. 197'>. 

The New Wessex Edition, Macmillan 
London Ltd. 197(f. 

The New Wessex Edition, Macmillan, 
London Ltd. 197<». 

The New Wessex Edition, Macmillan, 
London Ltd., 197^ .̂ 

The New Wessex Edition, Macmillan, 
Ltd. 197*. 

2. Publidied Works 

Personal Writings, ed.. 

One Rare Fair Woman, 

Harold Orel, London, Macmillan, 
1967. 

Thomas Hardy's Letters to Florence 
Hennicker. 1893-1922 eds, eds. 
Evelyn Hardy and F.B. Pinion. 
London, Macmillan, 1972. 



245 

The Literary Notes of Thomas Hardy, ed., Lennart A. Bjork, Goteburg, 
Universitas, 1974. 

Collected Letters, Volume I (18<»0-1892), eds., Richard Little Purdy 
and Michael Millgate, Oxford, 
Clarendon Press, 1978. 

Secondary 

Abercrombie, Lascelles, 

Bayley, John, 

Blunden, Edmund, 

Brown, Douglas, 

Butler, Lance St. John, ed. 

Cecil, David, 

Chew, Samuel, C , 

Cox, R.G., ed.. 

Daiches, David, 

Thomas Hardy: A Critical Study, 
London, Seeker, 1912. 

An Essay on Hardy. Cambridge 
University Press, 1978. 

Thomas Hardy, London: Macmillan, 
19*2, Rpt. 1951, 1967. 

Thomas Hardy, London, Longman, 
195'f, Rev. ed. 1961, latest rpt. 
1968. 

Hardy: The Mayor of Casterbridge. 
Studies in English Literature 7, 
London, Edward Arnold, 1962, 
Latest rpt. 1973. 

Thomas Hardy After Fifty Years, 
London, Macmillan, 1977. 

Hardy the Novelist; An Essay 
in Criticism, London: 19'* 3, Rpt. 
195*, 1956, 1960, 1963, 1965. 

Thomas Hardy, Poet and Novelist, 
Bryn Mawr 1921, rpt. New York, 
1928. 

Thomas Hardy; The Critical Heritage. 
London: Routledge and Kegan Paul, 
1970. 

A Critical History of English 
Literature, Second Edition, Vol. 
IV. Allied Publishers Private Limited. 



246 

Davidson, Donald, 

Eliot, T^., 

Forster, E.M., 

Furbank, P.N., 

Gregor, Ian, 

Guerard, Albert, 3., 

Hardy, Florence Emily, 

Hcisan, Noorul, 

HoUoway, John, 'Hardy', 

Howe, Irwing, 

Hyman, Virginia, R. 

The Traditional Basis of Thomas 
Hardy's Fiction. Originally published 
in the Hardy Centennial number 
(VI, 19fO) of the Southern Review 
Reprinted in Hardy: A Collection 
of Critical Essays, edited by Albert 
J. Guerard, Twentieth Century 
Views 1963. Preintice-Hall, Inc, 
Englewoods Cliffs, 3&N. 3. 

After Strange Gods : A Primer 
of Modern Heresy. London: Faber 
and Faber, 193'̂ , pp.5*-8. 

Aspects of the Novel. London: 
Edward Arnold, 1927, rpt. 1963, 
pp.89-90, 126. 

'Introduction' to Tess of the d'Urber-
villes. NewWessex edition, 197'̂ . 

The Great Web; The Form of 
Hardy's Major Fiction, London; 
Faber and Faber 197(». 

Thomets Hardy, A New Directions 
Paper Book, 1949. 

Hardy; A Collection of Critical 
Essays. Twentieth Century Views, 
edited by Albert 3.Guerard, Prentice 
Hall, Inc. Enqlewood Cliffs, N.3. 
1963. 

The Life of Thomas Hardy. 1840-1928 
London: Macmillan, 1962. 

Thomas Hardy: The Sociological 
Imagination, Macmillan,, 1982. 

The Victorian Sge;Studies in Argument 
London: Macmillan, 1953, pp.244-89. 

Thomas Hardy, London; Weidenf eld 
and Nicholson, 1968. 

Ethical Perspective in the Novels 
of Thomas Hardy, London: Kennikat 
Press, 1975. 



247 

3ohnson, Lionel, The Art of Thomas Hardy, London: 
Matthews and Lane, 189'»,Rev. 
ed.. New York: Dodd, Mead, 1923, 
rpt.. New York, Haskell House, 
1973. 

Kramer, Dale, Thomas Hardy: The Forms of 
Tragedy, London: Macmillan, 
1975. 

Kettle, Arnold, 

Laird, 3.T., 

Larkin, Philip, 

Lawrence D.H., 

Leavis, Q.D., 

'Thomas Hardy: Tess of the d'Urber-
ville (1891) An Introduction to 
the English Novel, Vol. II: Henry 
James to the Present Day, Arrow 
Books Ltd., London, 1933 Rpt. 
1961, 1962. 

The Shaping of "Tess of the d'Urber-
villes", Oxford: Clarendon Press 
1975. New York: Oxford University 
Press, 1975. 

•Wanted:Good Hardy Critic', Critical 
Quarterly, Vol. 8, No.2, Summer 
1966, pp. 17̂ -̂9. 

'Study of Thomas Hardy', Phoenix: 
The Posthumous Papers of D.H. 
Lawrence, ed., Edward D. McDonald 
London: Heinemann, 1936, Latest 
rpt. 1970, pp.398-516. 

'Hardy and Criticism', Scrutiny, 
Vol. XI, No.3, Spring 19*3, pp. 
230-7. 

Lodge, David 

Millgate, Michael, 

Morrell, Roy, 

'Thomas Hardy as a Cinematic 
Novelist'. Thomas Hardy After 
Fifty Years, ed. Lance St. John 
Butler, London: Macmillan, 1977. 

Thomas Hardy: His Career As 
a Novelist, London: The Dadley 
Head, 1971. 

Thomas Hardy: The Will and the 
Why, Kuala Lumpun University 
of Malaya Press, 1965. 



248 

Orel, Harold, 

Pinion, F.B., 

Porter, Katherine Anne, 

Purdy, Richard Little, 

Rehder, R.M., 

Schweeik, R.C., 

Van Ghent, Dorothy, 

Vigar, Penelope, 

White, R.J., 

Williams, Merryn, 

The Final Years of Thomas Hardy, 
1912-1928, London: Macmillan, 
1976. 

London; The Mayor of Casterbridge, 
Macmillan Critical Commentaries, 
London: Macmillan, 1966. 

'The RangingVision', Thomas Hardy 
After Fifty Years, ed.. Lance 
St. John Butler Macmillan 1977, 
pp.1-12. 

•Notes on a Criticism of Thomas 
Hardy', Southern Review, 6, Sum 
-mer 19*0, pp. 150-61. 

Thomas Hardy: A Bibliographical 
Study, London: Oxford University 
Press, 196'*. 

'The Form of Hardy's Novels' 
Thomas Hardy After Fifty Years, 
ed. Lance St. John Butler, Macmillan 
1977. 

'Fifty Years of Textual Scholarship', 
Thomas Hardy After Fifty Years, 
ed. Lance St. John Butler, Macmillan, 
1977, pp.i35-148. 

'Tess of the D'Urbervilles. Hardy; 
A Collection of Critical Essays, 
Twentieth Century Views, Englewood 
Cliffs, N J . 1963. 

The Novels of Thomas Hardy; 
Illusion and Reality, London: The 
Athlone Press, 197*. 

Thomas Hardy and History, London, 
Macmillan, 197*.. 

Thomas Hcirdy and Rural England, 
London, Macmillan, 1972, Rpt.197*. 

A Preface to Hardy, London and 
New York, Longman, 1976. 



249 

Woolf, Virginia, 'The Novels of Thomas Hardy', 
The Common Reader, Second 
Series, London:The Hogarth Press, 
1932, Rpt. 1948, pp.245-57. 

Zabel, Morton Oauwen, 'Hardy in Defense of his Art: 
The Aesthetic of 'Incongruity', 
Southern Review, 6, Summer 
1940, pp.125-49. 

O o t t ^mm 


