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INTRODUCTION:
HARDY CRITICISM

"To write criticism about Hardy is to encounter 
uncertainties, embarrassments, challenges and revisions 
as opposed to criticism of Jane Austen, George Eliot, 
and Joseph Conrad whose positions have been estab
lished. " 1 2 The tenor of this remark by Irving Howe re
sounds in the works of many Hardy critics who constant
ly refer to the harmful and misleading preconceptions 
with which Hardy's work is met; Roy Morrell even goes 
as far as saying that "for seventy years Hardy's ideas 
have been criticized so often that our whole approach 
to his books is conditioned by misunderstandings" and
that he would consequently like "the whole lot to be

2ruled out of court." George Wing is occupied with 
the same problem, but goes further to contemplate 
Hardy's changing importance on the literary scene, 
finding it "a growing posthumous irony that this writer 
/Hard^;7 who was so patronisingly received by the earli-

1Irving Howe, Thomas Hardy (New York: Mac
millan Co., 1967), p. 2.

2Thomas Hardy, The Will and the Way. (Kuala 
Lumpur: University of Malaya Press, 1965), p. ix.
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er reviewers, should become the centre of so much high- 
minded debate, so much intellectual marching and 
counter-marching, so often misinterpreted, so often 
definitely resolved."-5

Behind this seeming confusion and bewilderment 
it is possible, however, to detect a number of differ
ent critical "schools" whose members are of much the 
same opinion on one or more points. One of the topics 
that all Hardy criticism invariably touches upon is 
.Determinism, often considered inseparable from Pessi
mism. Especially on this issue I find the statements 
about the misleading preconceptions of Hardy's work to 
be extremely justifiable. Any high-school student, for 
example, is ready at the mentioning of Hardy's name to 
pass a general sentence on his works to that effect 
without considering the numerous shades and modifica
tions of such a generalization that can be found in 
many pages of Hardy's great bulk of novels, poems, and 
short stories. If such views flourished among high- 
school students only, it would not be the cause of 
great alarm, but when the same or at least very similar, 
undistinguishing opinions are held by well-known author-

Thomas Hardy (New York: 
1963), P. 99.

x
Grove Press, Inc.,



itative critics, it calls for concern and possible cor
rections. Roy Morrell thus cites one of the two most 
typical lines of interpretation of Hardy today as be
ing "A narrow belief in pessimistic determinism and a 
denial of man's freedom,"^ while he himself stresses 
the fact that "there is a margin for the exercise of 
human intelligence and freedom in Hardy's world." This 
view is supported by Samuel C. Chew, who points to a 
self-contradiction in Hardy: "nature is depicted at 
times as cruel and without sympathy, yet there are re
peated suggestions of advocacy of the free play of 
natural impulses. " 4 5 The contradiction which Chew seems 
to find on the question of free will can be resolved by 
a closer scrutiny of most of Hardy's novels. Charac
teristically, we find that the possibility of display
ing some degree of self-determination, after all, is 
reserved for the stable, mostly rural characters who 
have adapted their lives to their given situation. As 
opposed to Clym Yeobright, Henry Knight, and Jude Haw
ley, for example, such persons as Diggory Venn, Gabriel 
Oak, John Loveday, and Giles Winterborne meet with

4Morrell, p. 1.

5Thomas Hardy. Poet and Novelist (New York: 
Russell and kussell, Inc., 1964), p. 60.



great disappointments and sorrows, but are still able 
to control their own lives to such an extent that their 
adversities cannot get them down entirely.

In critical discussions of Hardy's universe and 
the means by which it is presented to us, his extended 
use of accidents and coincidence has been a much dis
cussed topic ever since the first publication of his 
works. In an age and a society that was suspicious of 
anything that could not be proved to have its founda
tion in a straightforward cause-effect relationship, 
some of Hardy's devices may seem rather fantastic and 
unrealistic. This at least was the opinion of the ear
ly critics of Hardy who found the frequent use of coin
cidence a major flaw in his writings. Most modern 
critics, however, hold an entirely different view of 
the matter and consider this device as part and parcel 
of Hardy's vision of the universe. Thus Edwin Muir 
maintains that "coincidence is indispensable to him 
/ H a r d a s  it is the one device by which he can evoke 
a sense of this power outside human life which perpetu-

Cally arranges and deranges it." Joseph warren Beach 
thinks along the same line in his comment that "Hardy's

g
Essays on Literature and Society (London:

The Hogarth Press, 19^9), p. 111.
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lavish use of accident is not unnatural in view of his 
philosophical bias. He seems always to have been im
pressed with the ironic tendency of circumstance to 
thwart the happiness and the good intentions of men . " '7 
This view is fully supported by Albert J. Guerard, who 
explains the coincidence as an illustration of the "ab
surd discrepancy between the human longing for order

O
and the disorder of daily circumstance." In opposi
tion to the previously mentioned critics, Lascelles 
Abercrombie finds that external pressure on the charac
ters in the form of coincidence is "always less im
portant to the significance of the whole than the in-

qterior conflicts,while Samuel Chew accounts for the 
coincidental elements as having been intended to take 
the place to some degree of the "supernatural elements 
of earlier fiction. " ^ 0

In connection with Hardy's stress on man's 
struggle against his surroundings, many critics have 
accused him of "centering his novels much more in a se-

7The Technique of Thomas Hardy (New York: 
Russell and Russell, 19^2), p. ItTI

8Thomas Hardy (Norfolk, Conn.: James Laughlin, 
1964) , p . ¿>9.

9Thomas Hardy. A Critical Study (New York: 
Russell and Russell, 1964), pi 30.

“̂ Thomas Hardy, Poet and Novelist, p. 29.
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quence of destiny than in a study of character, 1,11 and 
thus only endowing his characters with the most basic 
human features, making it impossible often to distin
guish between them in anything, but their external sit
uations. Donald Davidson thus talks about Hardy's ex
tensive use of the "changeless, non-developing charac- 

12ter," whereas Gordon Hall Gerould goes as far as say
ing that Hardy is not very wise about men and women as 
individuals" "— a statement that shows that he has not 
realized that "if man is presented as the helpless 
creature of impersonal circumstances, the circumstances 
become as important as the man."1^

In his novels Hardy's concern is not with men, 
out with man, and to make his theme as universal as 
possible, it has therefore been necessary to reduce the 
characteristics of his characters to a bare minimum. A 
fact that has made Richard Beckman maintain that "taken 
together the main characters in any one novel form a * * 12 13 14

^Arthur McDowall, Thomas Hardy (London:
Baber and Faber, 1951), p. 7ZT.

12 "The Traditional Basis of Thomas Fiction,"SR, VI (1940), p. 174.
13The Pattern of English and American Fiction 

(Boston: Little, Brown and Company, 1942), p7 5 8 5.
14Lord David Cecil, Hardy,-The Novelist 

(Indianapolis: Bobbs-Merrill"," 1 9 4 6), p. 1 1 9 .
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logically complete set of archetypal human natures."1-̂
In respect to Hardy's women, William Dean Howells con
siders his concentration on a few women due to the
existence of "if not a sister- or cousinhood among

1 6them, at least a strong family likeness."
The attempt to account for a possible external 

cause of Hardy's somewhat peculiar vision of man and the 
universe has inevitably led critics back to Darwin and 
his extraordinary influence on late nineteenth century 
thought and behaviour. Thus practically everybody 
agrees that Hardy was applying to fiction "the scienti
fic theorizing of his generation."1^ Only a few, how
ever, are willing to go as far as Ernest A. Baker, who 
maintains that Hardy "without hesitation accepted the 
whole theory of Darwin including that of natural selec- 
tion as the causative agency." ’ In connection with 
possible nineteenth century influences on his writing, 
the main problem for Hardy seems to be "the evolution-

15 A Character Typology for Hardy's Novels,"
ELH, XXX (1965), p. 70.

16Heroines of Fiction (New York: Harper and 
Bros., 1905T7'T5T.' 'll, p. T97.

17'Desmond Hawkins, Thomas Hardy (London:
Arthur Marker, Ltd., 1950), p. 26.

1SThe History of the English Novel (London:
H. F. and G. Witherby, Ltd., 1958), Vol. IX, p. 15.
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ary development of a higher and finer consciousness 
that will only increase the disproportion between human 
aspirations and their possible modes of fruition in 
terms of our sublunary existence,"1^ or as Robert C. 
Slack expresses it, "Hardy could admit man as an acci
dental figment of creation in an indifferent universe,
but he believed it an intolerable cruelty that nature

POshould have given feelings to this figment." This
latter statement touches upon something very essential
in Hardy: "the war of man's emotions with circum- 

21stance" that leads us into Hardy's main concern in 
his novels: man's involvement in love and its tragic 
outcome. This theme will be found in almost any Hardy 
novel with the exception of a very few, such as The 
Mayor of Casterbridge, which is exceptionally devoid of 
the typical Hardian themes, and more so, Under the 
Greenwood Tree, in which the pastoral idyllicism sug
gested in the title is kept up practically throughout 
the novel; in the words of R. A. Scott-James: "If the 19 20 *

19̂ Hawkins, p. 22.
20 "Some Characteristics of Hardy's Novels, in 

William Schutte et al., Six Novelists (Carnegie Studies 
in English, No. 5, Pittsburgh, 1959), p. 4-6.

21McDowall, p. 62.
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course of true love is not quite smooth, it is only so 
little troubled as to make the smoothing pleasant.

Most critics treat this subject, as I have al
ready indicated, as part of the struggle of modern, 
highly sensitive people against indifferent or even 
hostile surroundings, while others who accept to the 
full the theory of Hardy's dependence on Darwin, such 
as Minto Sue Berry, consider "Man the Lover" as "Parti
cipant in Nature's plan for the continuation of kind 
and his passion as a natural reaction not unlike that 
of the lower a n i m a l s . N e i t h e r  together nor separate
ly do these critics explain the entire problem as it is 
presented in Hardy's novels, where one of the main 
factors responsible for the constantly tragic outcome 
of love relationships is a basic difference in temper 
and psychological make-up between man and woman: In 
spite of good schooling and other influences from a so
ciety in the process of rather radical changes, woman 
has retained a fundamental primitiveness in cases even 
a sort of paganism that contrasts with the more mature 22 * * 25

22Thomas Hardy (Bibliographical Series of Sup
plement to "British Books News." London: Longmans,1 9 6 1), p. 1 1 .

25"Creation's Groan: Late Nineteenth Century 
Thought as Reflected in the Works of Thomas Hardy,"
DA, XXIV, p. 281.
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and "civilized" nature of man. In other words, Hardy's
way of presenting the relations between the sexes can
be said to be based on a naturalistic philosophy that
considers instinct and intellect two opposite poles of 

24-human nature" represented in the novels by woman and
man respectively. A man (as the center of Hardy's vision)
exercising his reason would prefer that compatibility
should be the basis for love, but nature cares for
"neither man's wishes nor man's ethics and dictates
that physical attraction should be the basis for mat- 

25ipg" — a situation that automatically draws woman into 
the plan of Nature and makes her one of its agents in 
the fulfillment of its intended fate of man.

A short survey of the plots of Hardy's novels 
will immediately reveal a curious re-occurence of the 
famous theme of the "eternal triangle." From such a 
love relationship, at least one must inevitably come 
out with hurt and sometimes hard feelings and thus con
tribute to the tragic vision of love that is so charac
teristic of Hardy's work. In these unhappy love af-

24F. A. Hedgcock, Thomas Hardy-, Penseur et 
Artiste, :ibudii5 dans les Romans du Wessex (Paris: 
Librarie Hachette et die, 1910), pl 5 2 6.

25Harvey Curtis Webster, On a Darkling Plain, 
The Art and Thought of Thomas Hardy (Chicago: Uni- 
versity of Chicago Press, 194-7), pT 70.
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fairs, then, woman is constantly the "centrifugal 
force" that gives rise to discord, and she is the one 
who rejects one lover after another for seemingly tri
vial and casual reasons, with the result that we talk
about Hardy's "thirteen major women figures and their

27thirty-three lovers" whose lives are altered in vary
ing degrees by fickle, vain, and deceitful women.

As already indicated Under the Greenwood Tree 
is one of the very few novels in which love does not 
have a tragic outcome, and yet Fancy Day like her 
"sisters" in the following stories manages to "ensnare" 
three men: Arthur Maybold, Frederic Shiner, and Dick 
Dewy, whom she finally marries. In A Pair of Blue Eyes 
Elfride Swancourt. causes the death of one young lover 
and rejects Stephen Smith in preference for the more 
sophisticated Henry Knight, who deserts her for very 
idealistic reasons, however, whereupon Elfride marries 
Lord Luxellian. Many of Elfride's features reappear in 
Bathsheba Everdene, who is wooed by Gabriel Oak, Bold- 
wood, and Sergeant Troy, before she finally marries Oak 
after having caused the insanity of Boldwood, and thus 
indirectly also the murder of her former husband, Troy.

^ Hedgcock, p. $10. 
^ Ibid. , p. $01.
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Eustacia Vye in The Return of the Native takes advan
tage of the infatuation of her servant, Charley, while 
she is having affairs with Wildeve even after she has 
married Clym. Anne Garland in The Trumpet-Major vacil
lates between the two brothers, Bob and John Loveday, 
and is constantly subject to a rather violent adoration 
from Festus Derriman, while Grace Melbury in The Wood- 
landers slights the love of Giles Winterborne in order 
to marry the unfaithful, but more "exciting" Fitzpiers. 
Sue Bridehead in Jude the Obscure appears almost as a 
subtle culmination of the earlier heroines in her pecu
liar, sexless attachments that cause the death of a 
young Oxford undergraduate and all the ensuing unhappi
ness in the lives of Phillotson and Jude Fawley. In 
Hardy's last novel, The Well Beloved, the role of woman 
as such is taken over by an abstract idea that flits 
from one woman to another without previous warning and 
thus inflicts upon Pierston a "curse" that completely 
upsets his life.

In later chapters I will turn to a detailed 
treatment of the main issue only suggested here: the 
fatal role of woman in man's life and her inevitable 
position as an agent of the hostile forces of nature 
that work through love.
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Curiously enough, this concept of woman as a
willing or unwilling agent of Fate has only been
touched upon very slightly by critics, apart from A. P.
Elliott, who pays special attention to it in a separate

2 . Qchapter of his dissertation on Hardy. And yet most 
critics are aware, consciously or unconsciously, of the 
power of woman in this respect, as expressed more or 
less explicitly in the following comments. Thus, Ben
jamin DeCasseras considers Hardy's woman "the supreme 
illusion that beckons men on to a divine world; in the
attempt to attain it, however, men waste their lives and

29build a house of pain." Likewise, Hedgcock sees it as
"the purpose of woman to seduce man for the benefit of

90the whole race," a purpose which woman realizes and
-51"wants to exercise"-^ — an idea expressed by Horatio T.

Mooers in his statement that "man's destiny is in no
32little degree shaped by the feminine." These expres-

p Q Fatalism in the Works of Thomas Hardy (New 
York: Russell and iiussell, TtfoG) .

29"Thomas Hardy's Women," The Bookman, XVI 
(1902), p. 1 3 2.

^°Thomas Hardy, Penseur et Artiste, p. 325* 
5 1Ibid., p. 2 9 8.
^"Hardy's Women and the Spirit of the Wessex 

Novels," Ex Libris, II (1925), p. 1.
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sions of a purely naturalistic concept of Hardy's women 
get a more ominous tone in the following comments by 
Lascelles Abercrombie, to whom women commonly seem to 
prove "decidedly disastrous to their l o v e r s a n d  
stand out, on the whole, as "disturbing and even sinis
ter agents in the stories; no one would think of blam
ing them, however," he adds, "since it is their fate,

XZlnot their f a u l t . F i n a l l y  this sinister view of 
Hardy's heroines is supported by Irving Howe's remark 
that they are "figures of destruction,"^ and by Have
lock Ellis who sees woman in relation to man as either\
the "supreme priestess or the supreme devil of Nature. " ^ 6 

As was already suggested, these critics do not 
seem to realize the full scope of their discoveries 
about Hardy's women, whom they mostly end up consider
ing as mysteries which they are not capable of under
standing or explaining to the full. With support from 
A. P. Elliott's work on Hardy's fatalism, but mainly on

33-^Thomas Hardy, A Critical Study, p. 71. 
ŷ Ibid., p. 3 1 .
^ ‘Thomas Hardy, p. 108.
36' From Marlowe to Shaw, The Studies 1876-1936, 

in English Literature of Havelock Ellis, ed., John 
Gawsworth (London: Williams and Norgate, Ltd., 1950),



the basis of evidence collected from close readings of 
Hardy's novels, 1 will proceed to show how these seem
ingly fickle, deceitful and intriguing heroines are 
helpless agents of the forces of nature due to their 
inherent qualities.

15



CHAPTER I
CHARACTERISTICS OF HARDY'S MALE

As I have already indicated, Hardy's charac
ters, male as well as female, have given rise to much 
discussion over the years, since they have been found 
by many critics not to be "full" and well-rounded, but 
possessing only a few features, or in other words con
sidered nothing but "representatives of the human race 
today."'*' Most of the comments on the nature of the 
characters have been derogatory, since modern criticism 
sees it as one of the main concerns of a writer that he 
give a full psychological study of his characters and 
thus not limit himself to basic features which are 
often regarded crude and immature. In the case of 
Hardy, however, the preference for types as opposed to 
"full" characters is not just accidental or due to an 
undeveloped or immature sense of art or human nature, 
but serves a specific purpose.

Although Hardy as well as everybody else was 
the product of his time, whose problems and ideas he 
could not avoid, his aim was not to analyze and write

^Baker, p. 7 1 *
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about things with particular reference to his own day, 
but to get beyond the immediate reality in order to 
reach the universal, the essential. lor this purpose, 
Hardy made use of various devices, such as Nature, that 
are here blown up to such dimensions and such a vital 
importance as would never be attached to them in a more 
"realistic" and conventional rendering of nineteenth 
century man and his mainly emotional problems. It is 
along this line, then, that I suggest Hardy's charac
ters should be considered. Petty characteristics and 
idiosyncracies are not what matter, when man's situation 
is seen in a wide perspective. Hardy realized this, and 
though his great characters are distinguished one from 
the other clearly enough, "their individual qualities 
are made subsidiary to their typical human qualities. " 2

If we now proceed to an examination of the male 
characters in the novels, we will notice that they fall 
almost automatically into three distinct groups, each 
of them characterized by certain distinguishing quali
ties.

The first group we are going to discuss is one 
that consists of what has usually been called Hardy's 
villains. In a general analysis of Hardy's male char-

pCecil, p. 51-
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acters I agree with F. A. Hedgcock^ in taking exception 
to this group of men in whom the instinct is stronger 
than the intellect and who consequently seem endowed 
with more or less traditional female characteristics. 
"All of them are rustics with a twang of the town, ill- 
conditioned and shifty fellows: or men of wider 
knowledge and of higher station, who show to disadvan
tage among the country folk, 1,5 with whom Hardy's sym
pathy is clearly placed, as we will see in dealing with 
his rustic heroes of great courage and endurance later 
on.

The term villain may have a little too severe 
a connotation when applied to the following persons, 
who are not "deliberately vowed to the service of evil, 
but are irritable egoists rejoicing neither in right 
nor wrong, but in themselves. " 6 In other words, a com
mon characteristic among them is a selfish insistence 
on their own will and wishes that leads them to an often 
reckless and unreflecting treatment of women in an at-

Thomas Hardy, Penseur et Artiste, p. 325.
4
Consisting of Sergeant Troy, Wildeve, Fitz- 

piers, Bob Loveday, Festus Derriman, and Boldwood.
^Lionel Johnson, The Art of Thomas Hardy (New 

York: Russell and Russell, 1965), p. 190.
6Ibid., p. 191.
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tempt to fulfill their own physical and emotional de
sires— a behaviour, then, that is at least a partial 
justification for the expression villain used above.

An illustration of this can be found in the be
haviour as well as in the words of the characters them
selves. Except for Derriman and Boldwood, who, by the 
way, may be said to belong only partially to this group, 
all of them are carrying on more than one love affair 
at the same time: Troy attends to both Bathsheba and 
Fanny; Wildeve has secret meetings with Eustacia both 
before and after his marriage with Thomasin; Bob Love- 
day has an affair with Matilda during his vacillating 
relationship with Anne, while Fitzpiers succumbs to the 
charms of both Suke Damson and Mrs. Charmond during his 
engagement as well as during his marriage with Grace.

Moreover, Festus Derriman admits that he fell
in love early and had at the time of the story suffered
from the "ravages of that passion thirteen distinct 

7times."' In one of his outbursts of "generosity" to
ward his brother, Bob Loveday puts Anne at John's dis
position, since the latter is the kind of person who 
has never forgotten a girl, while Bob himself has for- 7

7Thomas Hardy, The Trumpet-Major (London: 
Macmillan and Go., Ltd." l9l2), p. bo. All further 
references will be given to this edition.
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gotten "a dozen of them over the years" (T-M, p. 3 0 3). 
Finally, Fitzpiers, who always seems to come out as the 
most "sophisticated," adds a new aspect to the topic by 
saying that "love is of such a quality as to bear divi
sion and transference, and that on one occasion he had 
noticed himself to be possessed by five distinct in-

Ofatuations at the same time."
In introducing this curious group of "braggarts 

9and roisterers,"y I mentioned the dominance in their 
psychological make-up of instinct over intellect, and 
will now proceed to show how essential this feature is 
to their entire nature, and how much they, therefore, 
actually diverge from the traditional concept of the 
male to end up assuming strictly female characteristics 
and behavioural patterns— an observation that, for 
whatever reason, seems to have eluded the critics of 
Hardy's work.

One of the first qualities we notice about them 
is an extreme impulsiveness and excitability; Troy is 
thus called "an erratic child of impulse, " * 9 10 and even

O
Thomas Hardy, The Woodlanders (London: Mac

millan and Co., Ltd., 1963), 252. All further
references will be given to this edition.

9Johnson, p. 191.
10Thomas Hardy, Far From the Madding Crowd, ed.,
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a "victim of his impulses" (BMC, p. 219), whereas 
farmer Boldwood is referred to as "a hotbed of tropic 
intensity" and a sufferer of "nervous excitability"
(FMC, pp. 219, 119)« Wildeve in The Return of the Na
tive^  is repeatedly characterized by analogous terms, 
and he himself even goes as far as to talk about his 
"curse of inflammability and sensitiveness" (RN, pp.
4-9, 71)* Likewise, i'itzpiers is constantly described 
as "susceptible and impressionable" and is at the be
ginning of his relationship with Grace said to have a 
sqnse "that he was casting a die by impulse which he 
might not have thrown by .judgment" (WL, pp. 14-5, 156, 
194)— a feature that is further elaborated in Bob Love- 
day, whose mouth showed that "affectionate impulses 
were strong within him— perhaps stronger than .judgment 
well could regulate." p. 1 0 7)

The narrowing down of the intellect by instinct 
and the rather untroubled attitude toward women with 
apparently no thoughts given to future consequences

James Wright (New York: The New American Library, 
I960), p. 169. All further references will be given 
to this edition.

1^Thomas Hardy, The Return of the Native, ed., 
Albert J. Guerard (New York: NoIt, Rinehart and Win
ston, 1967). All further references will be given to 
this edition.
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point to another female characteristic shared by these 
men: an adherence to the present moment as all suffi
cient. This view is supported by a discussion of 
women in which Schopenhauer, with whom Hardy is mostly 
in agreement in regard to feminine nature, touches on 
their limited reasoning power and makes this respon
sible for their inability to see anything "but what is
quite close to them and their cleaving to the present

12moment, taking appearances for reality." In this man
ner, Troy "was a man to whom memories were an incum
brance, and anticipations a superfluity. Simply feel
ing, considering, and caring for what was before his 
eyes, he was vulnerable only in the present" (FMQ, p. 
160).

In relation to this indifferent attitude to 
future events, we cannot but notice another supposedly 
female quality in the dealings of all these men: a 
varying degree of deceitfulness and cunning that is 
best exemplified in the numerous love affairs they in
dulge in at the same time, which must necessarily lead 
to secrecy and lying, as is seen in the case of Wild- 
eve, who admits that "intrigue is a romantic habit with 12

12Kuno Francke, ed., The German Classics, Mast
erpieces of German Literature (New York: The German 
Publication Society, 1914-), Vol XV, p. 128.
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him and that natures such as his do not easily adhere
to their words." (RN, p. 3 1 5, 7 2)

All these indications and actual manifestations
of female or at any rate unmasculine tendencies in this
group of over-impulsive men seem to reach a culmination
in the fact that practically all of them have had to
give up their original occupation, as their emotional
lives required too much attention: "the lover is alone
with all that he loves— there are no longer either
neighbours or duties, or binding ties, or earth or 

13 .shy." This is the ultimate proof, as has been indi
cated, of their unmanly dispositions, a significant 
distinction between the two sexes having traditionally 
been assigned to a man's job as his second nature. In 
continuation of this, a woman's main function in life 
has usually been considered the propagation and preser
vation of the species, to which end she is "allowed" 
varying degrees of cunning and art in order that she 
can captivate a man. In regard to the above charac
ters, in other words, instinct has overpowered any in
fluence their occupation might have, and in most cases 
they have even given up their jobs entirely. Thus *

Denis De Rougemont, Love in the Western 
Worid, translated by Montgomery Belgion (Greenwich, 
Conn.: Fawcett Publications, 1955), p. 153«

13
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Troy leaves the army, nominally to take care of Bath- 
sheba's farm which is actually run by Gabriel Oak, 
while he sinks as low as to travel with a second-class 
theater company after the separation from his wife 
later on. Boldwood lets his big and otherwise thriving 
farm go to pieces, while Festus Derriman ¿just hangs 
around his uncle's farm waiting to inherit his posses
sions in between rather perfunctory services in the 
army. Likewise, the "curse of his inflammability" has 
brought Wildeve down from engineering to innkeeping and 
set him wondering "what lower stage it might still have 
in store for him," (EN, p. 71) while Fitzpiers' reputa
tion in the neighborhood is the cause of the loss to 
him of the last of the few patients he ever had. As 
has been suggested earlier, Fitzpiers always seems to 
be the climactic point— what H. C. Duffin would call 
"the lower level of Hardy's male characters," reserved 
for Troy and Alec D'Urberville too, whose lives are 
mainly motivated by the instinct for animal gratifica
tion11"— and characteristically, then, he is the one who 
pronounces the significant words: "Human love is a 14

14Thomas Hardy, p. 203* The three other levels 
are Passion^ Reason, and Emotion— the means Duffin sug- 
gests for gauging the dominant qualities in Hardy's 
characters.
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subjective thing— the essence itself of man" (WL, p. 
1 5 8), and likewise he is the one to whom are ascribed 
the passions of Congreve's Millament.^

However, things are not as simple and straight
forward as this. We have to consider a paradox that 
emerges when we realize, having just established the 
many predominantly female characteristics in Hardy's 
"villains," that among Hardy's male characters these 
actually come closest to the sexual aggressiveness 
traditionally expected in men, but so almost totally 
absent in Hardy's male protagonists. Nobody seems to 
have noticed this curious phenomenon, although critics 
have pointed to either component, such as Hedgcock, 
who only very casually draws a comparison between the 
insignificant role occupation plays in the lives of 
these men and the situation of woman,^ an(j Albert J. 
Guerard, who wonders at the fact that "those who seem 
normally aggressive or of normal sexuality are often 
broadly conceived as selfish rakes or stage villains."*^ 15

15The heroine of Congreve's The Way of the 
Worid. It is interesting to notice that the comparison 
is between Fitzpiers and a woman.

"^Thomas Hardy, Penseur et Artiste, p. 313.
^ Thomas Hardy, p. 114-.
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No immediate solution suggests itself to this 
problem, except for the indication, perhaps, that 
Hardy's characters are not always as simple and "flat" 
as some people have seen them.

If after these "sensualists" we proceed to con
sider what Samuel Chew calls the "Aristotelian mean"

1 ftamong Hardy's male characters, we are struck by the 
immense change that has taken place in the Hardy male, 
who in this group is characterized by a subordination 
of desire to the other demands of life and thus comes 
closer to the standard notion of the masculine. Solid 
and easy-going characters such as Gabriel Oak, Diggory 
Venn, John Loveday, and Giles Winterborne belong here, 
and possibly Stephen Smith too, who displays the same 
faithfulness and endurance. In contemplating these 
personages against the background of the group just 
discussed, the idea inevitably suggests itself that 
Hardy might have used his villains as a means of em
phasizing the stable qualities of his rural heroes, 
with whom we can clearly feel that his entire sympathy 
lies. This is moreover supported by the fact that one 
of Hardy's devices is to pair off contrasting charac
ters so that many of his novels contain a quartette of

Thomas Hardy, Poet and Novelist, p. 137.18
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personalities, simple and complex, one of each quality 
in each sex which thus supports and sets off the char
acteristics of its contrast.

The first and most fundamental difference be
tween the members of the two groups is the stress 
among the latter on sound judgment and general good
character, and on "a clear separation between intel-

19lect and emotion," characteristic not only of Gabriel 
Oak, but of Winterborne who is said to possess the 
"rare power of keeping judgment and emotion suspended 
in difficult cases," (WL, p. 37) while in the same man
ner Venn does not let his heart rise "unduly high even 
in an extremely emotional and exciting situation." (RN, 
p. 184) As a natural consequence of this, we learn 
that Winterborne possessed "a scrupulous delicacy and 
was free from the grosser passions"— qualities that 
John Loveday tries to combat in Festus Derriman. The 
great concern with emotions and sexual passions led to

Pf)a high degree of selfishness in Troy and his "equals," 
but in the characters we have in front of us now, the 
self is almost completely effaced so that they are en- 19 20

19Far From the Madding Crowd, p. 1 5 .
20Fitzpiers, for example, openly admits that 

"he has never behaved toward any of his women anyhow 
but selfishly." (WL, p. 313)
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tirely free from selfishness and display a disinter
estedness in their own affairs that has often been in
terpreted by critics as too passive and unassertive, 
and has led Desmond Hawkins to refer to them as "gently 
submissive and dumbly loyal sheepdogs. " 21 22

Before we go on to discuss this unusually
strong element of loyalty and faithfulness in their
dispositions, we should consider their place in society
and in the universe, which again is widely different
from what we saw above. Bitzpiers, Troy and their
"peers" were misfits in one way or another in their
surroundings, whereas the strength and endurance of
Oak, Winterbome, Venn, and Loveday actually stem from
their stable position among their neighbors and the
fact that they have more or less been surrounded by
these all their lives. According to Hardy, in other
words, "to uproot oneself for material ends is bad,
and to do so for romantic passion or an abstract ideal

22is, xf anythxng, worse." Nowhere can be found a bet
ter illustration of this statement than in a compai*ison 
of two groups of men with which we have been dealing.

21Thomas Hardy, p. 39»
22John Holloway, The Victorian Sage, Studies in 

Argument (London: Macmillan, Ltd., 1953), p. 285.
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Oak, Winterborne, Diggory Venn, then, are almost com
pletely identified with their occupations and sur
roundings, mentally as well as physically: "Oak's 
motions, though they had a quiet energy, were slow, 
and their deliberateness accorded well with his occupa
tion. Fitness being the basis of beauty, nobody could 
have denied that his steady swings and turns in and 
about the flock had elements of grace." (FMC, p. 2 1) 
Winterborne moves in a different sphere among his trees, 
but we find the same fundamental fitness: "He had a 
marvellous power of making trees grow. Although he 
would seem to shovel in the earth quite carelessly 
there was a sort of sympathy between himself and the 
fir, oak, or beech that he was operating on; so that 
the roots took hold of the soil in a few days. . . .
The holes were already dug, and they set to work. 
Winterborne's fingers were endowed with a gentle con
jurer's touch in spreading the roots of each little 
tree, resulting in a sort of caress under which the 
delicate fibres all laid themselves out in their 
proper directions for growth." (WL, pp. 72-7 3).
Finally Winterborne seems to have reached the ultimate 
identification with his natural setting, when we find 
him dying in his small cottage way out in the forests.
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Although he lives in the most "uncivilized 
parts," Diggory Venn fits in better than anybody on the 
heath, whose every little path is well-known to him, 
and from where he emerges— an Ishmaelitish creature—  
and descends upon the surrounding inhabitants, when
ever they are in need of his special services.

Here we have arrived at perhaps the most im
portant peculiarity pertaining to these men: their 
completely unselfish or rather self-effacing services 
and devotion toward the woman they love, who does not 
peturn their love until after long and bitter strug
gles, and sometimes only when it is too late. What is 
so frustrating in these relationships is the obvious 
incompatibility between the stoic male characters and 
the women they cannot but love in spite of the frequent 
snubbings and slights with which their love is met. 
"Slighted and enduring,"2  ̂then, this is how Hardy 
described man in his present situation, and great at
tention must be paid to the element of endurance that 
characterizes the lives of these "love-led" men23 24 and 
gives us a ¿justification not to accept wholesale the 
often pronounced statement about Hardy's pessimism.

23The Return of the Native, p. 4.
24MeDowall, p. 119-
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This very enduranc e on "the parti of men to whom every
thing would apparently look drab and disillusioning 
gives us a spark of hope, a sense of optimism at the 
thought that if man remains in his traditional sur
roundings and does not attempt too ambitiously and un
realistically to transcend his natural limitations, 
perhaps, the "coming universal wish not to live"2  ̂
will not gain too much predominance, after- all.

As has been indicated, these strong and patient 
characters live their lives, or most of them, in a 
state of remote but constant admiration of women who 
repeatedly play tricks, consciously or unconsciously, 
with their deepest feelings. These men are always 
ready against their own inmost desires to help their 
loved one, and all of them believe in Diggory Venn's re
solution that "If she /the loved one/ cannot be happy 
without him /any rival7 I will do my duty in helping 
her to get him, as a man ought." (RN, p. 180) How
ever, this talk about duty has sounded somewhat uncon
vincing to many readers and critics, who would agree 
with George Wing's statement that "Oak, John Loveday, 
Venn, and Winterborne are too honorable, too self-ef- 25

25Thomas Hardy, Jude the Obscure, ed.. Irvine: 
Howe (Boston: Houghton MITTTTn Company, 1965), p. 266.
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facing, and too long-suffering, and that a little more 
caddishness and assertiveness at opportune moments 
would have paid dividends. " 26

This lack of aggressiveness and curious un
masculinity form a connection to the third and last 
group of Hardy's male characters: "the rigid intel
lectuals" (Samuel Chew's term) comprising Clym Yeo- 
bright, Henry Knight, Jude Fawley, and Angel Clare, who 
will not be considered here, however, as he does not 
fall within the range of our discussion. The term

intellectuals seems to be somewhat off the mark, 
as the make-up of these characters is much more complex 
than this phrase indicates and comprises a fairly wide 
range of psychological and emotional subtleties. Hen- 
ry Knight, being Hardy's only purely intellectual char
acter, is actually the only figure that this descrip
tion fits, since to him "life appeals only in so far as 
it provides food for thought."2^ And yet none of Har
dy's personages are as simple as that, and like most 
other characters Knight's personality offers interest- * 27

20Thomas Hardy, p. 5 9.
27H. C. Duffin, Thomas Hardy, A Study of the 

Wessex Hovels ? the Poemsr'and the Dynasts (ManchelTESV: 
Manchester Universxty Press, 1 9 6 4), p. 202.
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ing paradoxes, for example when he spends a whole day 
looking for a pair of ear-rings for Elfride. A more 
suitable common term for these men, therefore, seems 
to be "the modern, highly sensitive, well-educated 
man." In other words, they represent one end of what 
Beckman calls "the quasi-evolutionary gradation of con
sciousness found in any given Hardy novel with the rus
tics at one end of the scale and the tragic protagonist 
at the other." All of them have reached a view of 
life as a thing to be put up with, replacing that zest 
for existence which was so intense in early civiliza
tions, as Hardy expresses it in The Return of the Na
tive (P* 197), a zest for existence that can be said 
still to exist as the root of the indifference toward 
future consequences that lies behind the enjoyment of 
the moment characteristic of women, and as we have 
seen, partly of Hardy's villains too. These "modern 
men" are at the same time more mature and more child
like than Hardy's other male characters— a maturity 
reached through intellectual pursuits which have not, 
however, been able to change and develop their funda
mental passions accordingly. This discord proves to be *

"A Character Typology for Hardy's 
ELH, XXX (1963), p. 77-

28 Novels,"
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almost fatal to all of them, in that it ruins or is 
instrumental in ruining their attempt at finding a key 
to the meaning and value in life in love for a woman. 
Idealistically they turn to woman in search of the 
irue and the Good outside the social pattern and their 
intellectual interests, which do not prove sufficient
in the long run, since "man cannot live by work

„29alone. According to their masculine nature these
men strive to increase the range and power of their 
personality through the love of a woman, as opposed to 
the sensuous villains" who think of nothing but a mo
mentary satisfaction of their basically animalistic de
sires, in order to pass on to the next woman that comes 
within reach as soon as the sexual experience with one 
woman begins to grow old and unexciting.

As with any heroic or idealistic wish or action 
in Hardy's universe, that expansion of the self or at
tainment of greater self-awareness proves impossible. 
Thus Jude, in whose complex nature, strong emotions and
intelligence struggle against a "noticeable dash of 

30animalism, is very disappointed to discover first at 
his meeting with Arabella that "the arm of extraordi- 29 30

29Jude the Obscure, p. 7 9 .
30Duffin, p. 202.
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nary muscular power that seized hold of him in the 
direction of a woman for whom he had no respect, 
seemed to care little for his reason and his will, and 
nothing for his so-called elevated intentions." (JO, 
p. 37) Later in the developing stages of his idealis
tic relationship with Sue, in whom he thinks he has 
found an anchorage for his thoughts which promised to 
supply both social and spiritual possibilities, Jude is 
again disappointed to find out that his interest in Sue 
shows itself to be "unmistakably of a sexual kind."
(JO, p. 79) All his life, then, Jude is subject to 
this constant warfare between flesh and spirit till at 
last both he and Sue find out that neither society nor 
their own natures will allow a relationship such as 
theirs, and they give in to their human inclinations 
and live together physically as husband and wife only 
to end up witnessing a catastrophe worse than anything 
they had so far experienced: the tragic fates of their 
children, which finally cause their separation. Jude's 
was one of the natures that are destined to suffer, 
since his intellect was incapable in the long run of 
asserting itself against his sexual weakness which was 
known as typical of his family.

Clym Yeobright's personality is stronger and 
less animalistic than Jude's, but in spite of this
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many of his problems are analogous to the ones we have 
just considered. Although he has realized the "misery 
of the world and the palpable dilemma birth involves a 
person in and which should actually make him attempt 
to retreat out of life without shame rather than aim
ing at advancing in it," (RN, p. 451) the strong ele
ment of strength in his psychological make-up prevents 
Clym from falling into utter despair which a weaker 
nature like Jude's might have done, and enables him to 
view life as a thing to be put up with. 
x The same strain of endurance or stoicism is
found in Clym's reaction to the partial blindness that 
sets in after too much studying in poor light. Instead 
of relapsing into a stage of despair or hysterical in
ertia at the fact that his idealistic plans for a fu
ture career to the benefit of mankind must be post
poned indefinitely, and the psychological and financial 
effect this might have on his recent married life, Clym 
accepts stoically his limited possibilities and settles 
down to the life of a humble furze-cutter. In fact the 
monotony of his occupation soothes him and. is itself a 
pleasure to such a degree that Clym can be overheard 
saying: "The more I see of life the more do I per
ceive that there is nothing particularly great in its 
greatest walks, and nothing, therefore, particularly



small in mine of furze-cutting" (BN, p. 300)— words 
that might as well have been uttered by a Gabriel Oak, 
or a Giles Winterborne.

The significant part played by intellect and 
endurance in Clym's life should not make us forget, 
however, the extreme importance love has for him. This 
is a love different from that felt by Jude, in being 
"chaste as that of Petrarch for his Laura," (BN, p.
257) and yet the depth and intensity of his passion 
for the majestic and sensuous Queen of Night, whom we 
will discuss in a later chapter, is clearly indicated 
in Clym's comment that he loved Eustacia to oppressive
ness and in the highly passionate and idealistic state
ment, that "if their love should end he would have out
lived his faith and his purpose and be ready to die." 
(EN, p. 236) More "realistic" is a later observation 
to the effect that "Clym's passion for Eustacia had 
been a sort of conserve of his whole life and that he 
had nothing more of that supreme quality to bestow."
(EN, p. 464) The significance of his mother in Clym's 
life amounting to an almost Oedipian relationship is 
another aspect of his emotional range.

Jude and Clym are decidedly the most detailed 
studies and presentations in Hardy's work of male char
acters, a fact that is felt immediately when we turn to

37
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Henry Knight— the pure intellectual— who seems rather 
"flat" and stereotyped against the background of these 
tragic characters of so many shades and complexities.

What brings about the tragedy of Knight's love 
affair with Elfride and consequently the tragedy of his 
own life is an absurd avoidance of women that has fol
lowed him all his life and prevented him until the age 
of thirty-two from ever having kissed a woman. Knight 
himself makes circumstances and his serious studies re
sponsible for this peculiarity, whereas the narrator 
/Hardj7 speculates to the effect that maybe he was not 
shaped by Nature for a marrying man, that perhaps his 
lifelong constraint toward women was not chance after 
all, but "the natural result of instinctive acts so 
minute as to be undiscernible even by himself. " ^ 1 
Whatever may be the reason for his curious "fate," it 
has resulted in a perversely fastidious attitude to
ward women, whom he cannot tolerate unless they are as 
unexperienced as he himself and "possess a soul as 
truthful and clear as Heaven's light." (PBE, p. 3 0 7)
It is this fastidiousness, then, that leads this "too 
exacting lover" to build a religion upon Elfride and 31

31Thomas Hardy, A Pair of Blue Eyes (London: 
Macmillan and Co., Ltd., 1763), p. 366.
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imagine to see truth and innocence in her as pure and 
perfect as ever "embodied in the flesh of woman." (PEE, 
p. 380) In this way the idealistic man of many ideas 
is brought low in a confrontation with reality and its 
inevitable flaws and shortcomings which finally leads 
Knight to a cynical rejection of Elfride on finding 
out about her previous lovers, regretted only too late.

A retrospective glance at the fates of the Har
dy males reminds us of the many obstacles to happiness 
that they are met with everywhere. In almost all of 
them a constant struggle goes on between intellect and 
instinct, spirit and flesh, whether or not it is real
ized by the protagonist. In addition to this they have 
to assert themselves against and yet conform to the 
standards of society and civilization, and finally, on 
top of inherent weakness or peculiarities of disposi
tion, all men see themselves confronted sooner or later 
by that primitive and mysterious being: woman, against
whom nobody has strength enough to maintain his stand.



CHAPTER II
CHARACTERISTICS OF HARDY'S FEMALE

In a way it may be said that Hardy's women have 
a much less complicated existence than their male coun
terparts, who for the most part experience a constant 
battle between their heads and their hearts, their rea
son and their emotions. With the possible exception 
of Sue Bndehead, Hardy's women are very primitive in 
the sense that they are all endowed with the character
istics of woman as she has been seen by men for cen
turies, any kind of "artificial" learning and polish 
being nothing but a slight surface through which her 
basic irrational, emotional, and somewhat deceitful 
features shine forth at all times, and especially in a 
confrontation with a person of the opposite sex. The 
complication of the various kinds of relationships be
tween Hardy's men and women lies mainly in the incapa
bility of his men to understand their mates, who have 
remained on a less advanced stage of development in our 
civilization and thus kept in closer contact with the 
workings of nature. This lack of understanding and its 
grave, oftentimes fatal consequences to man will be
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taken up in a later chapter as the main concern of 
this thesis.

Second only to an interest in the fatalism and 
the natural setting of Hardy's novels, often exagger
ated and somewhat out of proportion to the significance 
of these features in his works, his heroines have been 
the center of innumerable critical studies. Albert 
Guerard calls Hardy "the greatest dramatist of female 
character and temperament in a half-century almost 
monopolized by female novelists, " 1 while Irving Howe 
finds Hardy "endowed as a writer of novels with a pre
cious gift: he liked women. " 2 Not all critics con
sider Hardy's female characters his greatest achieve
ment, however; quite a few mention them in a pejora
tive manner as "being all of one type, differing only 
m  degree. Catherine V/ynd is concerned with that 
problem, yet she finds that "the women have character
istics of individuals, but that the center of each is 

4.universal."

^Thomas Hardy, p. 128.
2Thomas Hardy, p. 108.
^Chew, p. 135.
4Fate and Hardy's Women 

sity, 192y;, p. 3 - ( M. A. Boston Univer-
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I definitely have to agree with Miss Wynd here, 
but consider it necessary to add a few remarks to her 
statement. Such a universality as she is talking 
about is found not only in Hardy's female characters, 
but is characteristic of almost all of his mature writ
ings with the possible exception of Jude the Obscure, 
which stands apart from the general bulk of his work 
as an explicit outcry against the social conventions 
peculiar to late nineteenth century England. Further
more, if the universal and typifying element often ob
jected to by modern critics is most noticeable in the 
heroines a closer look at Hardy's novels will inevit
ably provide an explanation. As opposed to their fe
male counterperts, the male characters are forced by 
their nature as well as by society through manual or 
intellectual endeavors to contribute actively to the 
current cultural and social system which consequently 
forces them to adapt themselves to various specific 
situations. The women in Hardy's world, on the other 
hand, are "allowed" freely to develop their basic na
ture untouched by intellectual and worldly obligations.

Although I tend to agree with the statement by 
De Gasseras, that "each of his /Hardy's7 books is a 
labyrinthine arterial system, and if we should cut a 
woman from his pages and attempt to consider her as an
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isolated personage the book would bleed to d e a t h , I  
will still attempt in the following to single out and 
describe the characteristics of some of Hardy's hero
ines in order to create a firm basis on which later to 
analyze the total impact of woman on his major male 
characters.

"Women are ever content to build their lives 
on any incidental position that offers itself; whilst 
men would fain make a globe to suit them. " 6 This quo
tation from The Return of the Native makes a basic dis
tinction between Hardy's male and his female characters, 
and with that in mind the general features of the hero
ines, such as fickleness, capriciousness, deceitfulness, 
vanity, pride, and last but not least instinctiveness 
and a high degree of emotionalism and passion become 
more understandable. When we now proceed to a con
sideration of the major Hardian heroines, it will be
come clear that each of them possesses these character
istics in a higher or lower degree and thus conforms to 
the statement about the "universal core" of woman as 
Hardy sees her.

"Thomas Hardy's Women," The Bookman, XVI
(19 02), p. 1 3 1 . -----------

The Return of the Native, p. 242.

5



Elfride in A Pair of Blue Eyes is "the first
expressive figure in Hardy's portrait-gallery of women

nand one of the most appealing.Interestingly enough, 
a close study of this girl, whose blue eyes turn out 
to be far less innocent than they first tend to make 
us believe, provides Hardy with a good basis on which 
to build the more passionate and mature heroines such 
as Bathsheba and Eustacia in the following novels.

In fact, Elfride Swancourt is at the beginning 
of the novel no more than "a young, naive and unde
veloped girl" (PBE, p. 300) who lives with her father 
in a remote part of the country and hardly knows a 
soul. Curiously enough, she is "not considered a 
grown-up elder, but a large specimen of the children's 
own tribe," (PBE, p. 4-1) and consequently we get a 
chance to follow her gradual development and witness 
"the first time Elfride was treated as a grown-up"
(PBE, p. 4) while constant remarks are being made about 
her as childishly full of life and spirits. Actually, 
we have a feeling that Elfride never really will grow 
up, gust as is the case with several other Hardy hero
ines, and we find that Hardy is here indirectly giving 
expression to views held by Schopenhauer, who is well

^Beach, p. 42.
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known for his slighting attitude toward women: "women 
are childish, frivolous, and shortsighted," he main
tains, "in a word, they are big children all their life 
long— a kind of intermediate stage between the child 
and the full-grown male, who alone represents the genus 
homo in the strictest sense of the word. " 8 9

However, greater attention is paid to such more 
vital" shortcomings as Elfride's neglect of keeping up 

her pride (in confrontations with men) "by the system 
of reserve which other more accomplished maidens use,"
(irBn., p. 319) and finally to her inexperience as a kis— 
seI9 ignorant that "the art of tendering feminine lips 
for these amatory salutes follows the principles laid 
down in treatises on legerdemain." (PBE, p. 6 3)

Gradually, however, Elfride instinctively 
learns the tricks of the game and pronounces the words 
already shown to be characteristic of a genuine woman:
"I am content to build happiness on any accidental 
basis that may lie near at hand. You Stephen are for 
making a world to suit your happiness." (PBE, p. 6 4)^

Q
Erancke, p. 127.
9Here is another clear parallel to Schopen

hauer, who states that "women like to take the short
est way to their goal and, in general manage to fix 
their eyes upon what lies before them; while we men,
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Elfride is a girl "whose emotions lie very near 
the surface and are a combination of very interesting 
particulars," (PBE, p. 1), both of them befitting the 
pattern of a Hardy female: "intensely living and im
pulsive" (PBE, p. 2?)— features which only too soon 
cause first the death of one lover and shortly after 
the rejection of a second, and finally culminate in El- 
fride's own intense grief at losing a third.

This excitable girl exhibits another female 
particularity in that "she lets her heart juggle with 
her brain." (PBE, p. 249) With such a constitution it 
is inevitable that Elfride should be thrown from one 
lover to the other, without any premeditation, by the 
sheer force of her feminine instincts compelling her 
to follow the decrees of nature. 10 That this notion is 
not just incidental and temporary in Hardy's first 
greater work, can readily be seen from its recurrence 
in all his major novels, apart perhaps from The Mayor 
of Casterbridge, and furthermore, from the close cor

es a rule, see far beyond it, just because it is in 
front of our noses." Francke, p. 129. It is interest
ing to notice how closely these words were copied about 
five years later in The Return of the Native /thus em
phasizing their great significance to Hardy.

10F'rom which a woman intuitively perceives that 
her purpose in the universe is to seduce a man for the 
benefit of the whole race.
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respondence between these ideas and those of Schopen
hauer on the same topic.

Closely connected with Elfride's complete sur
render to her emotions and her female concern for the 
present moment only, is an impulsiveness and capricious
ness blinding her to any future consequences of her 
acts and moves. Thus her whole life is spent in "utter 
vacillation," (PBE, p. 130) characterized by a general 
transientness /sic7 of feeling" (PBE, p. 129) that 
makes an emotional conflict such as the following all 
too frequent: "When she fell asleep she was loving the 
writer of the letter /Stephen/, but thinking of the 
writer of the article /Henry Knight/ who was soon to 
occupy both her thoughts and her emotions, by the way. 
Likewise, Elfride could "slough off a sadness and re
place it by a hope as easily as a lizard renews a dis
eased limb," (PBE, p. 152) and when once at the begin
ning of her acquaintance with Stephen, her feelings col
lectively were for taking his offered arm, "the single 
one of pique determined her to punish Stephen by re
fusing." (PBE, p. 4-6) However inconstant and unreason
able, all these whims and ideas are employed in an at
tempt to carry out the design of nature with woman: 
the conquest of a man, for which end vanity and pride
are likewise resorted to in varying degrees by all
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Hardy's heroines, who are almost without exception, at
one point or another, pictured in front of a mirror_
tne standard symbol of feminine vanity. As Schopen
hauer says, "the only business that really claims their 
/women'^7 earnest attention is love, making conquests, 
and everything connected with this— dress, dancing, and 
so on. ' In connection with Elfride we are unable to 
illustrate the sexual magic of dancing as it was con
ceived by Hardy, but in a later novel, The Return of 
the dative, it is clearly shown how a dance may "pro- 
niote dangerously the tenderer moods, and drive emotions 
to rankness while the reason becomes sleepy." (p. 3 0 7)

In line with her vanity, Elfride takes great 
pleasure in being observed and often assumes a coquet
tish hauteur out of proportion to her basic childish
ness. And finally her conception of her proudest mo
ment, when she was "ruling a heart with absolute despo- 
tism for the first time in her life," (PBE, p. 61) sup
ports and anticipates our main concern in the last 
chapter.

We have earlier touched upon the element of de
ception and dissimulation as part of a woman's nature, 
and find ample evidence of this trait in Elfride's be

llErancke, p. 128.
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haviour toward Stephen Smith, who is gladly spending 
all his time and energy on becoming a worthy husband, 
only to return to find out after several embarrassing 
moments that his place in Elfride1s heart has been tak
en over by his old iriend. Despite, or perhaps rather 
because of the great fascination he holds for Elfride, 
Henry Knight does not avoid a crucial encounter with 
this feminine "vice" either, which to Elfride is no
thing but an easy way out of a difficult situation and 
consequently has nothing base or wicked about it. 
x "When women are secret they are secret indeed;
and more often than not they only begin to be secret 
with the advent oi a second lover," Hardy comments,
(J2BE, P* 290) but the most typical and almost symbolic 
illustration of this is Elfride desperately begging 
Mrs. Jethway in the name of their common womanhood not 
to mention her former relationship with Dick Jethway. 
(PEE, p. $45)

Women are dependent_not_upon strength, but upon 
craft; hence their instinctive capacity for cunning, 
and their ineradicable tendency to lie. For as 
lions are provided with claws and teeth, and ele
phants and boars with tusks, bulls with horns, and 
the cuttle-fish with its cloud of inky fluid, so 
Nature has equipped woman, for her defense and pro
tection, with the arts of dissimulation; and all 
the power which Nature has conferred upon man in 
the shape of physical strength and reason has been 
bestowed_upon woman in this form. Hence dissimula
tion is innate in women, and almost as much a quali-
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ty of the stupid as of the clever; it is as natural 
for them to make use of it on every occasion as it 
is for those animals to employ their means of de
fense when they are attacked; they have a feeling 
that in doing so they are only within their 
rights.

In many or most cases Hardy's heroines get hurt 
from their deceptions and false pretenses, but it is 
never implied that they are considered downright liars 
or betrayers; on the contrary, the naturalness of the 
act is emphasized by the fact that all the women are 
involved in such tricks and seem to adhere to the be
lief expressed by Schopenhauer: "we /women/ are justi
fied in deceiving those who think they have acquired 
rights over the species by paying little attention to 
the individual, that is, to us. The constitution and, 
therefore, the welfare of the species have been placed 
in our hands and committed to our care, through the 
control we obtain over the next generation, which pro
ceeds from us; let us discharge our duties conscien
tiously.

As we have indicated, the result of lying and 
cheating is after all, generally harmful to the woman 
who practices it. Thus Elfride's concealment of her 12 13

12Ibid., p. 1 3 0.
13Ibid., p . 131 •
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former relationship with Dick Jethway and her engage
ment to Stephen Smith brings her happiness with Henry 
Knight, but only until the day when the truth inevit
ably comes out and assumes greater importance to her 
present lover than it actually deserves, due to her 
concealment of it. For Knight is made to think that 
these things mattered more to Elfride than they actually 
did, and he consequently has to reject her for not com
ing up to his standards of purity and perfection. The 
explanation of the tragic outcome of an act which is 
perfectly natural and hardly deliberate on the woman's 
part lies exactly in her naturalness and primitiveness 
as opposed to the rational and reasoning nature of the 
male, who stands completely ignorant in a confrontation 
with such behaviour and therefore Judges it harshly ac
cording to his own set of values.

In Hardy's next novel, Far From the Madding 
Crowd, we meet Bathsheba Everdene, who is "a logical de
velopment from the emotionally motivated and irrespon
sible Elfride and yet is both more complex and strong-

Richard C. Carpenter, Thomas Hardy (1840- 
1928) (New York: Twayne Publishers, Inc., 1964), p.

14
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Prom the very beginning of our acquaintance 
with Bathsheba we know that she attempts to be inde
pendent and rational, as is required of her as manager 
of an inherited farm. We soon learn that "she owned 
that novelty among women— of finishing a thought before 
beginning the sentence which was to convey it," (PMC, 
p. 5 0) that, unexpectedly, she was "different from most 
women in that she could not hope without good materials 
for the process," (PMC, p. 304) and that finally "she 
never told women's little lies." (PMC, p. 344) All 
this definitely diverges from the typical nature of wo
man established previously, and we feel very distinctly 
the surprise or sarcasm behind Hardy's words when he 
makes these comments on her, characteristically ex
pressed in terms taken from the standard vocabulary of 
feminine traits. In other words, Hardy seems conscious
ly to be trying to point out to us what to him typi
cally constitutes a woman and what does not.

However, as we soon find out, Bathsheba is no 
anomaly of independence and firmness; rather, she is a 
representative of Hardy's belief in a woman's "inability 
to press steadily toward the goal that she has set be- 
fore her." Por, deep down, Bathsheba has to fight a

Margaret Grisham Posey, The Woman in the15
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constant conflict between possessing "too much under
standing to be entirely governed by her womanliness and 
too much womanliness to use her understanding to the 
best advantage." (FMC, p. 1 7 9) Her impulses then, are 
after all felt to be better guides than her discretion 
and no attempt is made to control feeling by inquiring 
into consequences," (FMC, p. 180) or, expressed a little 
differently, "Bathsheba was an Elizabeth in brain, and 
a Mary Stuart in spirits, performing actions of the 
greatest temerity with a manner of extreme discretion."
(1MG, p. 127) With these two statements we are back 
again at the perennial female, giving herself over to 
more or less stray impulses and living for the present 
only, with no thought to possible repercussions of even 
the slightest move. Thus when Bathsheba1s heart strikes 
out against her head, "the former is sure of victory, 
i.e., the part of her temper which is Bathsheba her- 

can do nothing against the part that represents 
woman, member of the species. " 16

As in a typical woman there was "potentiality 
enough in that lithe slip of humanity for alarming ex—

Novels of Hardy (M.A., Vanderbilt University, 1928),
p. 2 1.

16Hedgcock, p. 309.
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ploits of sex, and daring enough to carry them out," 
(iMv, p. 91) as we realize in her relationships at the 
same time, almost, with three men of as different na
tures as can possibly be imagined. "This Ashtoreth of 
strange report was only a modification of Venus the 
well-known and admired," (EMC, p. 5 5) and "although she 
scarcely knew the divinity's name, Diana was the goddess 
whom Bathsheba instinctively adored." (BMC, p. 258)

In spite of her intelligence and her various 
goals, then, Bathsheba cannot "quit instinct and reaps 
the tragedy of her woman's instinctive subservience to 
man and to her own desire"^^— she wants somebody to 
"tame her," (BMC, p. 3 9) and consequently gives up her 
business thoughts to rely almost completely upon her 
own natural sense of what ought to be done.

Many comments have been made upon Bathsheba's 
caprice and fickleness, and without anticipating our 
last chapter too much, we cannot but agree with Richard 
Carpenter, who says that Bathsheba's willfulness reaps 
its ultimate reward in the death of one man and the 
spiritual destruction of another. "Eternal Eve." Car
penter concludes, "has found the fruit of this tree

Love (m.A. 
p T T 72.

17Isabella Zimmerman, Thomas Hardy's Theory of 
, University of Soutnern California, 1934),
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bitter indeed." Obviously, Bathsheba's conduct is 
primarily characterized by capriciousness from the 
time she, piqued by Boldwood's lack of interest in her, 
sends him a Valentine "with a small yawn and an off
hand serenity," (BMC, p. 98) only later, when her 
letter has aroused Boldwood's love, to repent her 
thoughtless action. Seeing his growing love for her, 
she decides to marry him although she does not want 
him, out is disturbed by the appearance of the aggres
sive Troy, who completely alters her life. For a while 
she is torn between two impulses, but finally her femi
nine nature succumbs to Troy's masculine charm. Just 
like -tillride, Bathsheba had "her sex's love of sheer 
force in a man , " 18 19 and this together with another fe
male characteristic, jealousy, stemming from Troy's 
threat that he had seen a woman more beautiful than 
her, finally makes her decide to marry him.

The strong, but rather restrained Gabriel Oak 
is another victim, temporarily at least, of Bathsheba's 
capriciousness; "she is," Harvey Webster maintains,

18Thomas Hardy (1840-1928). p. 87. Italics 
mine. This term underlines the typical femininity of 
Bathsheba and foreshadows our coming concern with the 
destructive aspect of woman.

19A Pair of Blue Eves, p. 140.

18
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"tacitly occupied, with attracting and rejecting him 
until the last pages of the b o o k . A l t h o u g h  this may 
be slightly overstated, there are clear indications of 
Bathsheba's passions being intermingled with the impa
tience she always exhibits toward Gabriel. Thus in her 
inconsistency, Bathsheba is disappointed one time at 
just getting the advice from Oak she had asked for with
out his once wishing her free from Troy so that he 
might marry her himself," (PMC, p. 332) whereas on 
another occasion she furiously dismisses him after hav
ing found out that his opinion on a matter about which 
she wanted his advice was not to her taste. However, 
the greatest example of her whimsical attitude toward 
Oak comes at the end, when she herself actually goes 
out to propose to him.

After all, Hardy maintains that Bathsheba was 
"not deliberately a trifler with the affections of 
men, although she was so supposed to be." (BMC, p. 121) 
Bathsheba's own defense, apart from her feminine na
ture, would undoubtedly be that "it is difficult for a 
woman to define her feelings in language which is 
chiefly made by men to express theirs" (PMC, p. 327)—  20

20On a Darkling 
Thomas Hardy, p. 109.

Plain, The Art and Thought of
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a shrewd remark of Hardy's that typically keeps up and 
emphasizes the basic difference between the male and 
the female natures.

In our discussion of Elfride we mentioned the 
significance of vanity in a woman's life, and almost 
from the very first, we realize that in Bathsheba we 
have come across an extremely vain person. Having seen 
her sitting on top of a wagon admiring her beauty in a 
mirror, for example, we are not surprised later to find 
her pride hurt at Boldwood's inattentiveness or even 
later to see her triumph at noticing that "his eyes 
were following her everywhere." (PMC, p. 116) She is 
even at one point, foreshadowing Eustacia in The Return 
oi the liative, compared to a queen "walking among the 
gods of the fallow— the little sister of a little 
Jove," (RN, p. 92) a metaphor that is later taken up 
when she is called "haughty Goddess, dashing piece of 
womanhood, Juno-wife." (RN, p. 338)

Finally we cannot forget the element of jeal
ousy that decidedly belongs in Bathsheba's female 
make-up. As was already mentioned, this was partly re
sponsible for her marriage with Troy. And it is event
ually seen clearly in her reaction to Troy's concern 
over Fanny's death, an event that greatly modifies 
Bathsheba's character and reduces her youthful pride
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considerably. "The natural feeling between women is 
actual enmity," Schopenhauer states, and he goes on to 
explain this by saying that "the reason of this is that 
trade-jealousy— odium ficulinum— which, in the case of 
men does not go beyond the confines of their own parti
cular pursuit, but with women embraces the whole sex, 
since they have only one trade. " 21

Our next heroine, Eustacia Vye, is probably, 
apart irom Sue Bridehead in Jude the Obscure, the most 
famous Hardy woman, due to her pagan and mysterious na
ture that is far too passionate for a regular day-to- 
day existence on the remote and desolate Egdon Heath. 
Like most women, Eustacia is "too sudden in feeling," 
(RN, p. 356), finding that "her nerves extended into 
her tresses and that her temper could consequently be 
softened by stroking them down." (RN, p. 7 5) Moreover, 
especially after dancing, Eustacia's pulses "move too 
quickly for longer rumination of any kind" (RN, p. 307) 
with the result, common to women, that she dreads to 
think of anything beyond the present" (RN, p. 235) and 
is satisfied to build all her dreams and hopes upon 
little incidents that happen right in front of her.
The best example of such dreams and visions is her re-

21Erancke, p. 132.
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action to the news of the return from Paris of Clym 
Yeohright whom she has never yet met, giving clear 
testimony to the view that "women are incapable of tak- 
ing a purely objective interest in anything . . .  since 
it lies in their nature to look upon everything only as 
a means for conquering man . " 22

Repeatedly Eustacia's temper is referred to as 
sensuous, despondent, and characterized by a drowsy 
fervour, while all through the novel her passionate 
feelings are described in terms of fire. Thus the 
polor of her soul is imagined to be "flame-like" (RN, 
p. 105) and her mouth is lent a "scarlet-fire" by the 
sun, (Riv, p. 105) while her eyes reflect a suppressed 
fire.(RN, p. 98) These metaphorical references to 
Eustacia's temper are further emphasized by some of her 
neighbors symbolically making a remark in regard to the 
fire in front of her house on November 5th, to the ef
fect that "no body of her age can want a fire much."
(RN, p. 31) These people, who hardly know Eustacia, 
are ignorant of the meaning behind this fire-signal to 
Wildeve, which at the same time throws light on Eusta
cia's character.

^ Ibid., p. 133- Italics mine.
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Apart from the metaphorical use of fire to de
scribe Eustacia's passions culminating in her suicide

25by drowning, she is constantly seen in connection 
with night and deep red colors, other symbols of pas
sion. Her black hair, making people think of winter, 
darkness, and nightfall, and her pagan eyes, full of 
nocturnal mysteries, form a striking contrast to her 
white skin and her mouth— formed to kiss— suggestive 
of "Bourbon roses, rubies, and tropical midnights."
(RN, p. 7 6) Finally, she is said not to be able to en
dure the heath except in its purple season which again 
I cannot but interpret symbolically, the dark purple 
glow of the autumnal heath bearing resemblances to the 
images of night and fire already alluded to.

"Although she is complex there is a naive sim
plicity about her. At times she is childish in her
thoughts, actions, and sayings and her inability to con-

24trol her feelings." This statement supports our pre
vious classification of Eustacia as a "true" woman, to 25

25The circumstances of Eustacia's death seem to 
contain special symbolic meanings, as drowning seems 
most unlikely on moorland known for its barren and dry 
nature. In choosing this kind of death for his hero
ine, after all, Hardy manages to sustain the image of 
fire (passion) to the very end by extinguishing it by 
water.

24Wynd, p . 36.
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which her capricious swinging from one man to the other 
adds even more evidence; in fact, Margaret Posey calls 
Eustacia "a very chameleon with her changing moods, 
whims and passions,"  ̂while Albert Guerard finds her
"the first of Hardy's irresponsible and mildly neu-

26rotic hedonists."
Finally, her extreme vanity and Jealousy are 

some of the main factors behind most of Eustacia's ac
tions, especially in her relationship with Wildeve, to 
whom she is "attracted and repelled according to the 
pagan laws of Jealousy, vanity and pique, " 2 '7 as is seen 
for example when she learns that Thomasin is no longer 
interested in Wildeve and realizes that "her interest 
in him had been entirely the result of antagonism."
(KN, p. 75) Naturally her great pride stems from her 
unusual beauty, which often makes her feel that she is 
too good for Wildeve or that "she has stooped to him, 
since he is not a Saul or a Buonaparte," (RN, p. 419) 
who represent what Eustacia really desires. On other 
occasions, however, she forgets for a while her sup
posed claim to better and nobler things and gloats in 25 26

25The Women in the Novels of Hardy, p. 34.
26Thomas Hardy, p. 138.
2^Posey, p. 138.
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merely feeling the power of her beauty and sex, which 
makes her assume a "voluptuous air of triumph at having 
won Clym by her unaided self." (RN, p. 24-3)

Although we recognize in Eustacia most of the 
female characteristics mentioned earlier, we are well 
aware of the fact that she is different from Elfride 
and Bathsheba, a difference that is partly due to her 
passionate and romantic disposition that has no paral
lel in these two earlier heroines. Or maybe Robert 
Evans is correct in distinguishing between the rhetori
cal Eustacia, to whom the numerous metaphors and exotic 
descriptions apply, and the real one: "an emotionally 
unstable adolescent girl given to self-pity and un
healthy melancholy, basically cold and selfish, a first 
cousin to Hedda Gabler, interested in others as a means 
to gratify her ambition and desire."" Without agreeing 
completely with these statements, I do want to point 
to Eustacia's character as conducive to such an inter
pretation. The passages on the Queen of Night are, as 
Robert Evans would say, rhetorically very beautiful and 
convincing, and yet seen against the background of the 
rest of the novel they may seem somewhat overstated and 
unrealistic. It is true that Eustacia is a mysterious 28

28Novel, I (1968), p. 257.
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and. very beautiful being, but at the same time her spe
cial position among the poor and superstitious heath- 
dwellers might possibly have been satisfactorily con
veyed in less grandiose terms.

After Eustacia, it is with somewhat of a shock 
that we approach our next heroine, Sue Bridehead, who 
is so different from the sensuous, rather primitive, 
and witch-like Eustacia. In fact, in some aspects Sue 
is very far from the characteristic Hardy female, al
though deep down, as we shall see, she possesses the 
basic feminine principles— "she is scarcely a woman at 
all, though she is feminine enough."2"

Both Jude the Obscure, Hardy's last major nov
el, and its two female characters, Arabella and Sue, 
have been exposed to much violent discussion and criti
cism over the years. Desmond Hawkins is among the 
harshest critics in his statements that "very few nov
els seem to be truly and accurately described as ob
scene, but that Jude the Obscure is one that qualifies 
for the desc r i p t i o n , a n d that Sue is just about "the 29 * * * * *

29D. H. Lawrence, "Sue Bridehead," in Hardy, A
Collection of Critical Essays, ed. Albert J. Guerard
(-¿nglewood Cliffs, N.J.: Prentice-Hall, Inc., 1963),
p. 71.

Thomas Hardy, p. 84.
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nastiest little bitch in English literature, although 
there is no doubt," Hawkins admits, "that she is one 
of the key characters of Hardy's invention. 1,51 Irving 
Howe, however, takes a less prejudiced view of the mat
ter in pronouncing Sue "the first major anticipation 
in the English novel of that profoundly and trouble
some creature: the modern girl. " 51 52

With these critical remarks in mind, we will 
now turn to the pages of Jude the Obscure itself to try 
to see how Hardy actually depicted this controversial 
figure. Prom the very outset we find her to be a "too 
excitable girl," (JO, p. 113) in whom "keenness is com
bined with tenderness, and mystery with both," (JO, p. 
7 2) making "perverseness a part of her." (JO, p. 106) 
She is a "harp which the least wind of emotion from 
another's heart could make to vibrate as readily as a 
radical stir in her own," (JO, p. 220) so vibrant, in 
other words, that "everything she did seemed to have 
its source in feeling." (JO, p. 83) So far, we have 
not noticed any peculiarity in Sue that would distin
guish her from the other women we have discussed, but 
on one point she is decidedly different: "her intel-

5 1lbid., p. 1 7 .
52|ihomas Hardy, p. 138.
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lect sparkles like diamonds," (JO, p. 182) i.e., she 
thinks as well as feels. And yet, although thought 
governs all her actions and curbs her emotions, "her 
intellectuality does not save her from falling at the 
most critical m o m e n t , a s  for instance, when she 
actually marries Jude due to her jealousy of Arabella. 
This share of intellectualism together with her under- 
sexed nature and ignorance of human relations are what 
cause most of Sue's problems, including her dangerous 
habit of playing with her own emotions as well as those 
of others.

In her constitutional inability to realize hu
man reactions, Sue's sexual fastidiousness makes her a 
kind of fay, or sprite: "the most ethereal, least sen
sual woman known to exist without inhuman sexless
ness." (JO, p. 275) Sue herself is aware of her "dis- 
proportioned sexual instinct, " * 54 and exclaims at one 
point in utter frustration: "How much I feel that I 
should not have been provided with attractiveness un
less it were meant to be exercised; some women's love 
of being loved is unsatiable; and so often, is their 
love of loving." (JO, p. 161) This "fine-nerved, sen-

55Wynd, p. 2 5.
54Guerard, p. 109.
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sitive girl, unfit to fulfill the conditions of matri
monial relations with scarce /sic/ any man," (JO, p. 
173) finally succumbs to her feminine nature, as we 
have indicated, when she realizes that "there is no 
way of stopping Jude from going to Arabella other than 
herself giving Jude the love that he may find again 
with his former wife, just as she originally married 
Phillotson on learning about Jude's marriage." (JO, p. 
210) Sue's rebellion against marriage as that which 
forces one to do what should be done by free will only, 
has to be given up eventually and she falls back into 
the category of most of Hardy's women, who find them
selves unable to press on in a chosen direction.

In addition to the female characteristics al
ready mentioned, plus a certain childish vacillation 
between the tomboy and the coquette— very tempting to 
men— Sue exhibits the usual fickleness and capricious
ness expected from her as a woman. Thus, she always 
becomes much franker and more passionate in her letters 
to Jude than she acts when he rushes to her, aroused by 
her message; in the same manner, she begins to like 
Phillotson the minute he is no longer her husband, but 
her old teacher and had never been "so near being in 
love with him as when he made such thoughtful arrange
ments for her departure." (JO, p. 1 9 0) As a final il-
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lustration of the unpredictable nature of most of her 
actions, we might turn to Albert Guerard's definition 
of the pattern of Sue's happiness, "to live with a man 
in an ostensibly sexless and fraternal intimacy, arouse 
his sexual desire, lead him on, reject him, and then do 
penance for the suffering she thus had caused.

In a discussion of Hardy's women as a prelimi
nary to our main concern with their specifically de
structive influence, we cannot possibly leave out Ara
bella b0nn, who represents the counterpart of Sue and 
xthe feminine prototype under its ugliest and most ani
malistic aspects. Together Sue and Arabella ruin Jude 
Fawley, although one of them would actually have been 
sufficient to alter his life. Put in another way, Sue 
and Arabella may be considered two aspects or projec
tions of Jude's full character, one his intellectual 
and spiritual strivings, the other his baser taste for 
drinking and the purely animalistic side of sex.

Arabella is a "complete and substantial female 
animal, no more," (JO, p. 3 3) with nothing in her that 
responds to an intellectual appeal. In accordance with 
the female's impulse to conquer a man, Arabella's na
ture merely "seethes with an indiscriminate desire for

35Ibid., p. 111.
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man flesh," to obtain which she is willing to go to 
any length by means of her various feminine devices of 
cunning, cheating, etc. Like Bathsheba, Eustacia, and 
Sue, Arabella is the active one in the initial stages 
oi her relationship with a man} thus, we are prepared 
for furtnex advances on her part after we have seen her 
throw a pig's pizzle after Jude to attract his atten
tion. Arabella is constantly associated with pig 
images in the novel, and after she has left Jude to go 
off to Australia, she is symbolically discussed in an 
atmosphere of rotten cabbage-leaves, unsaleable refuse, 
etc. (JO, p. 132)

io x. A. Hedgcock, Arabella is "the unconscious 
and incarnated will-to-live, who employs any means 
to secure a man. Thus typically she is able, when it 
is deemed profitable, to produce dimples in her cheeks. 
This is only a minor trick, however; Arabella even goes 
so far as to pretend that she is pregnant in order to 
make the gullible Jude marry her immediately, and does 
not even give such practice up later on, but adheres to 
an instinctive belief in love-potions, etc. "Every wo
man has a right to do such as that. The risk is hers,"

^6Posey, p. 78.
37Thomas Hardy, Penseur et Artiste, p. 293.

36



(JO, p. 56) Arabella feels. The best example of her 
base animal instinct is given at the end of the novel 
when she leaves her dead husband in order not to miss 
any fun with the quack Vilbert at a fair.

To Lascelles Abercrombie Arabella appears to be 
a representative of "woman as sin"^8 due to her cold, 
calculating way of ensnaring men, whereas Richard Car
penter maintains that "Arabella is not evil, but a 
careless, erring, selfish woman who thinks of her own 
comfort and security first, and of ethical matters 
second, if at all."-" Personally, I am inclined to 
agree with Carpenter, especially against the background 
of Hardy's presentation of woman, although we cannot 
forget, of course, that the sensuous and animalistic is 
carried to an extreme in Arabella.

Our next woman, or rather women, protagonists 
will inevitably give us a little trouble, since they 
are almost as unusual as the novel in which they ap
pear. In The Well Beloved we come across a more or 
less practical version of the Platonic theory of love, 
with the consequence that most of the characters are 
types rather than full individuals, as is seen even by

69

88Thomas Hardy, A Critical Study, p. 162. 
^ Thomas Hardy (1840-1928), p. 146.
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the name-calling of the three women: Avice I, II, and 
III. For these reasons there will be no need to dis
cuss them in detail. In the end, the reason why this 
late and little known novel is included in our discus
sion at all is that here it seems that our main inter
est in the destructive influence of woman crystallizes 
in the life of Jocelyn Perston, who is constantly 
haunted by an idea of a perfect woman, which he has to 
follow from its embodiment in one girl after the other 
till at the age of sixty-two he is finally cured of 
his "curse."

My intention in the preceding chapters has been 
to convey an exact and vivid picture of the nature of, 
first, Hardy's men and, secondly, his women in order 
to prepare for the following section, in which I will 
discuss the inevitably destructive and tragic outcome 
of an encounter between two of these people of oppo
site sex, after having first mentioned some of the 
basic characteristics of love relationships in general, 
and Hardy's concept of love in particular.

What makes the greatest difference between the 
two sexes is women's preoccupation with love, which in 
a way is forced upon them by a law of necessity, making 
them the preservers of the race. In other words, Hardy 
agrees with Byron that "love is woman's whole exist-
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ence," and. that "nature herself acquaints women with
the distinct role of their charm and with the power
which it wields, at the same time instructing them in

40its necessity." What has been called the capricious
ness of Hardy's women, then, is in reality nothing but 
their immediate and instinctive obedience to emotional 
impulse, ready to exploit anything for the immediate
purpose of capturing a man, without the "corrective

41control of the intelligence." In this connection,
Margaret Posey points out that "after a woman gets what
she is after, she does not want it; that the pleasures
of a woman's life lie in the pursuit rather than in the

4?possession of the coveted object" — a theory that can 
easily be illustrated by looking at the women in Har
dy's novels and the number of lovers they all have dur
ing their lifetime. Moreover, in none of Hardy's nov
els do we get a glimpse of married life, the raising of 
children, etc., except for the tragic fragments in 
Jude the Obscure. 40 * 42

40Pierre d'Exideuil, The Human Pair in the Work 
of Thomas Hardy (London: Humphrey Toulmin, 1929), p. 
106.

^Chew, p. 1 3 5«
42The Women in the Novels of Hardy, p. 12.



CHAPTER III

HARDY'S CONCEPT OF LOVE AS SEEN AGAINST 
THE GENERAL MOOD OF THE VICTORIAN PERIOD

Ah, love, let us be true
To one another! for the world, which seems 
To lie before us like a land of dreams,
So various, so beautiful, so new,
Hath really neither ¿joy, nor love, nor light,
Nor certitude, nor peace, nor help for pain;
And we are here as on a darkling plain^
Swept with confused alarms of struggle and fight, 
Where ignorant armies clash by night.

Matthew Arnold1 2

--  "Love is a terrible thing: a sweet allure
That ends in heart-outbreaking!"

Love is a terrible thing: witching when first begun, 
To end m  grieving, grieving."

Love is a terrible thing: sweet for a space, 
And then all mourning, mourning."

Thomas Hardy^

1
Cf. the title of Harvey Curtis Webster's book 

gg Thomas Plaln- The Art aad IhouPht
2
"Dover Beach," The Poems of Matthew Arnold.

(New York: Barnes and Noble, Inc.,1965), p. 242. ’

"A Hurried Meeting," in Human Shows and
3
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In the following pages it is my intention 
briefly to discuss the general mood of middle and late 
nineteenth century England and to point out how Hardy's 
work coincides with or differs from the overall tone 
of his time.

The Victorian age was an age of transition 
from the strict and well-organized eighteenth century 
theories of knowledge with its corresponding social 
structure, leaving only very little outside a system 
of some kind which could be rationally understood, and 
the dissolutions of almost any belief which set in to
ward the end of the Victorian period and started what 
characterizes much of our society today: uncertainty, 
insecurity, and doubt.

"By definition an age of transition in which 
change is revolutionary has a dual aspect: destruction 
and reconstruction. As the old order of doctrines and 
institutions is being attacked or modified, or dis
carded, at one point and then another, a new order is

¿1being proposed or inaugurated." What did this destruc-

Winter Words (London: Macmillan and Co., Ltd., 1931), 
pp. 208-209.

Walter E. Houghton, The Victorian Frame of 
Mind, 1830-1870 (New Haven: Yale University Press,1 9 6 6), p. 3 .

4.
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tion consist of, and what was the nature of the later 
reconstruction of it? The latter question has puz
zled many people, the Victorians in particular, and 
even today it is hard to give a positive answer. It 
seems as though the forces that are disrupting the in
tellectual and social values in the twentieth century 
were born in the latter part of the nineteenth century 
and have not yet been met with any constructive oppo
sition. The question of how they came about, on the 
other hand, is much easier to answer, when we consider 
the significance and impact of the Industrial Revolu
tion, and the rise of the middle classes alongside the 
vast increase of knowledge, both historical and scien
tific, that set in around the middle of the last cen
tury. If it is at all possible to distinguish between 
the material and the spiritual changes that took 
place, we might venture to say that although "the radi
cal transition in the human mind was less apparent at 
first than that in s o c i e t y , i t  has proved to have 
had a more lasting effect upon the history of mankind. 
After the publication of the theories of Darwin,
Herbert Spencer, and Stuart Mill, to name only a few 
of the numerous "prophets" of the age, people were led

^Ibid., p. 8 .
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to start analyzing their former beliefs and thus the 
groundwork of all of society. Orthodox religion, 
which had always been the refuge and consolation of 
the poor and suffering, in particular, was found sub
ject to doubt and misgivings and consequently could no 
longer be considered satisfactory. Amid the increasing 
uncertainties, then, questions such as the following 
came to the fore in the minds of many people: "Is 
there a God, or is there not? If so, is he a person 
or an impersonal force? Do we have free will, or are 
we human automatons? And if we have the power of moral 
choice what is its basis? Is man a man or simply a 
higher ape? " 6 Many answers to these questions were 
given, but on the whole two kinds of skepticims were 
prevailing: "negative skepticisms, i.e., the Judgment
is suspended between alternate conclusions, '7 or the af
firmation of a belief which is only half believed— and 
half-doubted.

6Ibid., pp. 1 1-1 2 .
7Cf. Arnold's statement in "Stanzas from the 

Grande Chartreuse" about the position of man "wander
ing between two worlds, one dead/the other powerless 
to be born/ with nowhere yet to rest my head," 1 1 .8 5- 
87, in The Poems of Matthew Arnold, ed., Kenneth 
Allot, p. 288.

O
Houghton, p. 18.
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This unrest in both the intellectual and the 
social environment almost inevitably led to despair, 
isolation, and loneliness, and many people found them
selves wishing for certainty about the existence of 
even a malignant God or other controlling force that 
they could blame and hold responsible for the frustra
tions that met them everywhere. In spite of serious 
uncertainty and insecurity, this "mal du siecle" did 
not lead to a final renunciation of hope until the be
ginning of the twentieth century, and the period after 
.World War I in particular.

Where does Thomas Hardy stand in the midst of 
this iconoclasm and insecurity? Unlike many authors 
and poets of the period, he did not publicly show any 
interest in the political and intellectual movements of 
his day but remained in the background, perhaps because 
of his somewhat shy nature, which even in later years, 
after he had become famous and accepted in literary 
circles, kept him from taking an active part in social 
affairs.

As well as anybody else, however, Hardy was a 
product of his age, a fact that can be proved in vari
ous aspects of his art, as we shall see later on. In 
fact the strong tone of pessimism and gloom, for which 
most of Hardy's novels have become so famous, is part



77

and parcel of the general feeling of skepticism and 
disillusionment concerning man's position in the uni
verse, which is characteristic of the latter part of 
the nineteenth century. Hardy finds himself unable to 
come to terms with a concept of the ruler or creator of 
the universe and ends up visualizing him as a kind of 
ruthless force or will totally indifferent to the fate 
of man, or sometimes as downright obstructive to human 
happiness. Unassisted by some sort of divine or trans
cendental power, man very easily loses the pride and 
confidence otherwise inherent in him as a human being, 
and finds himself reduced to the level of any other 
living being on the face of earth. This sense of in
significance is most clearly felt by many of Hardy's 
"modern" men,y when faced with the workings of nature 
at close quarters. In every respect they seem to be 
limited by the laws of necessity, which are brought 
about by society, time, coincidence and natural 
phenomena and leave no room for the display of free 
will, another characteristic of a "full" human being.

9These form a clear contrast to the stoic, 
rural characters such as Giles Winterborne, Diggory 
Venn, and Gabriel Oak who are almost identified with 
nature, due to the close contact they have gained 
through their daily labor close to the earth.
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Man is trapped, in other words, and has no chance of 
taming his surroundings by means of his animalistic 
instincts, which in the final analysis are all that he 
possesses. Hardy, however, who is well aware of the 
elements that constitute man's life and unhappiness, 
reaches an even higher degree of tragedy in making love 
the center of the lives of his characters, who not even 
here are able to find consolation or escape from their 
tragic circumstances. "I think we can say," Desmond 
Hawkins suggests, "that the sex—novel is the special 
medium of a disrupted and incoherent society in which 
religion has lost its primary sanctions and the patterns 
of public life are fragmentary and ill-defined. " 10 11 If 
we take a brief look at some of Hardy's contemporaries, 
especially Matthew Arnold, we find that he still has 
hope that love is able to bridge the gap between the 
"echoing straits" and to teach man to know himself, 
and thereby other human beings. Such a concept of love 
is a very common one and not peculiar to the Victorian 
period, although it was greatly revived then because of 
a strong feeling of human separateness and a consequent 
hope ior union. "But above the universal, existential

10Thomas Hardy, p. 6 7.
11"To Marguerite," 1 . 2.
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need for union rises a more specific, biological one: 
the desire for union between the masculine and feminine 
poles." - The basic human need of a person of the op
posite sex to complete the male and female principles 
in one is the more noticeable in Hardy's characters. 
Although he never directly talks about it in such 
terms, there is no doubt that this feeling of incom
pleteness is emphasized by the adverse social and natu
ral circumstances mentioned above.

w'hat is left when man cannot trust his religion 
or rather any religion, his reason, or the ennobling 
and stimulating effect of love any more? To many such 
a situation would lead to skepticism and even suicide, 1 '5 
but Hardy himself thinks it possible after all, "that 
the day may come when the Force will realize the havoc 
it has wrought and then perhaps set in motion some kind 
of machinery to bring the universe into harmony inherent 
in an immanent plan of Justice. " * 13 14

12-, ■Erich Fromm, The Art of Loving (New York: 
Bantom Books, 1967), p. 27.

13OF. Jude's remark about "the coming universal 
wish not to live." (JO, p. 266).

14Elliott, p. 54.
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"Nothing in man is significant except race, sex, and 
the great servitude to time and nature."

Thomas Hardy, Life and Art~^

In an earlier chapter we have pointed to the 
universal character of most of Hardy's art, i.e., his 
emphasis on the basic principles underlying man's be
haviour and all of his actions, and nowhere does this 
concern stand out as clearly as In his preoccupation 
with love and lovers found in all his novels and in 
much of his poetry as well.

Love is here considered not as a happy rose- 
colored climax of a person's life, during which time all 
crises and problems decrease in importance due to the 
invigorating strength and confidence that is gained 
from the love of another person. To Hardy, as is il
lustrated by the quotation above, love is but one as
pect, although a very important one, of the naturalis
tic forces that determine man's life from cradle to 
grave, and in a rather Darwinian manner, man is seen 
almost at the level of animals, practically devoid of 
reason and unable to fight his own fate. No degree of 
strength or intelligence equips a person to resist this 15

15 • •^Quoted m  Zimmerman, p. 115.
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powerful force that works more or less like a "purely 
chemical process," as Hardy comments in A Laodicean in 
connection with Captain de Stancey's instantaneous love 
for Paula. 16 This strictly biological explanation of 
feelings otherwise considered the noblest within man's 
experience can furthermore be regarded as part of the 
instinctive Will-to-Live or Life Force, which inspires 
all life in Hardy's novels in order to secure the con
tinued existence of the species. We see, in other 
words, a subordination of the individual to the species 
xin that "Crass Casualty,"1  ̂ so clearly felt in the natu 
ral settings of most of the novels, guides living crea
tures by means of the instincts, regardless of rank or 
position.

In short, the process of selecting a mate "ap
pears to operate much the same with human beings as

1 Pwith the species Darwin analyzed," i.e., things hap
pen either by pure chance and coincidence or by some 
sort of Mover. The questions of a "Mover" continued to 
puzzle and aggravate Hardy, who would have found it * 17 18

1 fi
(London: Macmillan and Co., Ltd., 1912), p. 

196. All further references will be given to this edi
tion.

17f"Hap," 1.11. Thomas Hardy, Wessex Poems and 
Other Verses (London: Macmillan and Co., Ltd., 1912),
p. 6 .

18Webster, p. 68.
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much more acceptable if he could point to even a "venge
ful God," or at least somebody "Powerfuller than him- 

19self," ' instead of just getting indistinct glimpses of 
some ambiguous force or forces at work in the universe.

Almost paradoxically, it will be found that 
Hardy pays no great attention to the possible offspring 
of the numerous sexual relationships. In line with the 
overall tragic undercurrent of love, the few children 
who are presented, are born in misery and do not live 
to become very old. (Thomasin's and Wildeve's baby in 
The Return of the Native is the only exception here). 
Thus Fanny in Far From the Madding Crowd dies all alone 
in childbirth together with her and Troy's child, 'less, 
another unwed mother, ends up burying her dead child 
furtively at night before anybody notices her "shame," 
which later becomes the outward cause, at least, of 
her rejection by Angel Clare. The misery and tragedy 
surrounding children culminate in Jude the Obscure, in 
which Arabella's child Father Time takes it upon him
self to kill his brothers and sisters and finally com
mits suicide to help Sue and Jude "because we /Jude's 
family7 were to menny." /sic7 (JO, p. 266) "Father 
Time," Jude explains, "was the outcome of new views of 19

19"Hap," 1. 7.
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life, the beginning of the coming universal wish not
to live." (Ibid.) The last remark clearly ties the
miserable fate of Hardy's child characters in with his
general naturalistic and rather disillusioned view of
human relations and human life altogether, and thus
should not strike us as being so unexpected after all.

A naturalistic love such as Hardy presents it,
then, becomes a force, "at once objective and subjec- 

20tive," belonging more to "the sphere of universal
phenomena than to that of individual and independent 

21emotions." Consequently, it has little or nothing
in common with the romantic or poetic notions of love
which stress the genuinely private and singular aspect
of love and affection. This, again, partly explains
the tragic outcome of almost any love relationship in
Hardy's novels, which will be taken up in the following
chapter. "In that wrecking of the individual, conscious
life by the unconscious, universal process, which is
the great subject of his /Hardy's/ art, the part of the
universal is played by love far more often than by any- 

22thing else.

20
21
22

Exideuil,

Ibid.
William R.

p. 68.

Rutland, Thomas Hardy. A Study of
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Against the background of the preceding re
marks on Hardy's concept of the workings of love and 
sex, it should become clear that the frequent accusa
tions of critics and others, that Hardy's plots all 
move along the same line and therefore become tedious 
and repetitious, achieve a new meaning. The questions 
of tediousness must remain one of taste, mainly, but 
the constant preoccupation with love and human relation
ships should not surprise us after the realization that 
"c'est 1 'amour qui est l'ouvrier principal et presque 
unique de notre destinee," and consequently, "fait

\ Q  j |la matiere de tous les romans de Hardy."
Of course, the theme of love has appeared in 

literature and elsewhere in art for almost as long as 
history takes us back, and in this respect 'Hardy may be 
said to run a familiar course. And yet, it is diffi
cult or almost impossible to grant this to the full, 
when we consider his many observations on the sexual 
relations and their basis in the plan of the universe, 
which has absolutely no consideration for the individu
al and his possible intellectual or spiritual aims.

His Writings and Their Background 
and Russell, Inc., 1962), p. 254.

pzvRidder-Barzin, p. 73*
24Ibid.

(New York: Russell
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In connection with the universality of man and 
his emotions, the background of nature and rural soci
ety is of major importance and is consequently found to 
play a great role in all of Hardy's novels with the pos
sible exception of Jude the Obscure. Characters living 
their lives in close contact with the growth and vege
tation of nature are found to be less sophisticated and 
artificial than city-dwellers, and therefore easier to 
study very closely. "Dans le calme de la campagne 
comme dans un laboratoire, il /Hard¿7 etudie le
phenom^ne les plus important de la vie— les relations

PSentre les deux sexes."
We have already referred to the significance of 

impulse and instinct as opposed to reason in all mat
ters of love, and practically without an exception Har
dy's characters, both male and female, meet love with 
their reason completely obscured by passion. This is 
almost a matter of course when we are talking about wo
men and what we earlier called Hardy’s "villains," but 
as we went on to see, even such reasonable and rather 
intellectual men as Angel Clare, Henry Knight, and Clym 
Yeobright are only able 'to assert their rational fa
culties for a short time, before succumbing to the all- 25

25Hedgcock, p. 288.
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powerful rule of the instincts. Especially in the 
cases of Angel and Knight, we witness the tragic out
comes ol their initial attempts to fight their emotions 
in order to maintain former ideals; the attempts lead 
to the rejection of less and Elfride, respectively, 
and ultimately to the misery of both couples. Again, 
we see that Nature or Chance does not care for either 
man s reason or his wishes, with the result that his 
logical dream of compatibility as the basis for love 
is completely slighted in favor of physical attraction.

"If to her share some female error fall,
Look on her face and you'll forget 'em all."

Pope, The Rape of the Lock.

Clearly enough the love of a pretty face or a 
good figure without any knowledge of what might be hid
den behind such tempting outward appearances is a 
purely instinctive and instantaneous reaction in man, 
caused by the life force which pervades him and every
thing else in nature. All love affairs in Hardy's nov
els start in this manner, and we are once again back at 
the irrational and emotional level, where even such 
stoic and. restrained characters as Gabriel Oak, Giles 
Winterborne, and Henry Knight are completely taken over
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by their basic, animal instincts. Fully aware of this 
male tendency, which by the way can be found in many 
women too, the female does everything in her power to 
be as physically attractive as possible during her at
tempt to capture a man. Thus the high degree of van
ity we have pointed out in Hardy's women, the many 
glimpses of women in front of mirrors, and finally 
Hardy's own comment in A Pair of Blue Eyes that "every 
woman who makes a permanent impression on a man is 
usually recalled to his mind's eye as she appeared in 
one particular scene.

The purely physical attraction is a very basic 
and widespread aspect of love and probably would not 
have led to such tragic outcomes among Hardy's charac
ters, if it had not been accompanied by a peculiarly 
human characteristic: "As a result of the same Chance- 
directed process of natural selection which accounts 
for the development of the peculiar qualities of men 
and animals, human beings idealize those they love."2  ̂
The exaggeration of a woman's beauty usually leads a 
man to imagine the most desirable qualities in her, and 
only too late does he meet with his disillusionment. 26 27

26P. 18.
27’Webster, p. 69. Italics mine.
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Thus Henry Knight goes beyond Elfride's blue eyes and 
pretty face to see "truth and innocence in her as per
fect as ever embodied by God in the flesh of woman." 
(PBE, p. 380) Clym Yeobright likewise reads desired 
qualities into the extremely sensuous and passionate 
character of Eustacia, whom he envisions as a perfect 
helpmate to himself in his dreams of establishing a 
school, whereas in reality a more unlikely school-marm 
can hardly be imagined than this Queen of the Night. 
The ultimate in this respect is reached in The Well 
Beloved when Jocelyn Pierston is faced with Avice II, 
whose physical appearance is exactly like that of her 
mother. Because of his former passionate love for 
Avice I, Pierston automatically transfers her inner 
qualities to her daughter, only later to find out that 
the soul or deeper personality of Avice II is entirely 
different in being less cultivated and unreflecting. 
Thus he also proves to himself that there is no logi
cal connection between a beautiful physical appearance 
and a likewise pleasing personality or soul.

"All is Fair in Love."^®

28Elfride in PBE, p. 90.
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'-[‘his idealization of a woman's beauty and vir
tues dates back to the medieval troubadors and is con
sequently not a new or revolutionizing discovery, but 
Hardy seems to put his main emphasis on a special as
pect of the matter: woman's instinctive willingness 
to go along with any possible exaggeration or misinter
pretation of her virtues and thereby to worsen her own 
and her lover's situation in the long run. Not until 
it is absolutely imperative does Elfride disclose her 
true nature, i.e., her past experience with lovers, a 
fairly innocent matter which because of its long con
cealment assumes a greater and more sinister proportion 
in Knight's eyes. Tess suffers a fate similar to hers 
by procrastinating in telling Angel Clare about her ex
perience with Alec D'Urberville, and in the same manner 
Sue Bridehead is very reluctant about admitting her 
basic almost sexless nature and its fatal result to a 
young Oxford student, just as Avice II hesitates to 
ruin Pierston's illusions about her by telling him that 
she is already married to a young man who has left her.

These characteristics show at least three fea
tures of the typical woman: her high degree of vanity, 
her inbred inability to see beyond the immediate fu
ture, and finally, her fair share of optimism. Each 
of these, however, is but a result of the position Na
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ture has assigned to woman; in order to conquer a man 
and keep him vanquished, all means of cunning and art 
are "allowed" or even necessary for a female to ful
fill her role in Nature's plan.

In connection with the element of cunning and 
secretiveness in woman's m a k e - u p , i t  is interesting 
to notice that little or no consideration is ever tak
en of any standard ethical code. "Acharne'e a ce tra
vail de conquete, elle /la femme7 en oubliera les 
regies le plus elementaires de la m o r a l i t e . T h e  
question about "forgetting" the basic ethical laws 
raised in this statement seems to be somewhat out of 
line with Hardy's own writing. As mentioned before, we 
are m  his novels faced with the fundamental and uni
versal aspects of most things, including those of love. 
In their most primitive form expressions and manifes
tations of love as Hardy sees them are in no way con
nected with ethics. As conceived of by the natural-

29 1, . . Ihese^ features are likewise found in the
villains; mentioned earlier as possessing several fe

male characteristics, cf, p. 20. Troy, for example 
conceais the extent of his affair with Fanny until 
athsheba finds out for herself by opening the casket 

containing the dead Fanny and her baby?
30 ■Kidder-Barzin, p. 7 6.
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ists, love is mainly a natural or physiological force 
solely resting on instinct or irrational motives.
When some people Judge various of Hardy's heroines as 
being immoral, they are considering them from a social 
point of view which is not entirely sound or fair. Of 
course Hardy was well aware of this dichotomy between 
man's basic animalistic nature and the laws and mores 
of nineteenth century society; in fact, this is one of 
the major issues that tend to make his later novels 
more and more tragic. "Women are not the moral forces, 
for with men lies the moral strength,"3'*' mainly because, 
as Stephen Smith's mother exclaims, "The men have gone 
up so, and the women have stood still. " 32 In other 
words, women have not yet reached the cultural and 
moral level of their male partners and consequently, 
in an intimate encounter between the two, misunder
standings and directly tragic incompatibilities will 
inevitably ensue. Not only does a woman find herself 
in opposition to men on the issue of morals, but also 
to society as a whole, a force which man, for that mat
ter, has to fight too when love has enfeebled his ra
tional side.

3 1 Wynd, p. 4. 

32PBE, p. 99.
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"Violations" of common ethical standards are, 
for example, less' illegitimate child, Elfride's trip 
to London alone with Stephen Smith and Arabella's way 
°f dealing with men in the crudest manner, going so 
far even, as to leave her dead husband to go out to 
amuse herself in the market-place. But after all,
"she is not evil, but a careless, erring and selfish 
woman who thinks of her own comfort and security first 
and of ethical matters second, if at all. " * 55 On the 
whole, the main charges against Hardy's female charac
ters are inconstancy and fickleness in love. The rea
son behind this fickleness needs no further comment at 
this point, but another important issue should be kept 
in mind: "Fidelity is the least natural of virtues."5^ 
"/It7 is extremely unconventional. It contradicts the 
general belief in the revelatory value of both sponta
neity and manifold experiences. It denies that in 
order to remain lovable a beloved must display the 
greatest possible number of qualities. " 55

iickleness during courtship and engagement is 
bad enough, but when such tendencies continue after a

55^Carpenter, p. 14-6.
54-Rougemont, p. 520.
55Ibid., p. 3 2 1.
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formal marriage has been instituted, it assumes a dif
ferent, ominous proportion which occupied Hardy's 
thought to a great extent, especially during his liter
ary period after The Woodlanders, 1887. In Jude the 
Obscure Hardy has very serious thoughts about free 
love, i.e., the living together of two persons without 
a legal wedding. Sue has previously shared an apart
ment with a young student in this manner and wants to 
go no further with Jude. However, to please him, she 
makes several attempts to conform to the conventions 
,of a society of which she finds herself a negation;
(JO, p. 117) in fact, both she and Jude make several
futile trips to get a marriage licence, and each time
they are repelled by the proceedings there. Sue in 
particular dreads "the attitude that insensibly arises 
out of legal obligation," and finds it "destructive to 
a passion whose essence is its gratuitousness." (JO, 
p. 215) She would be afraid of Jude, the moment he 
Had "contracted to cherish her under a Government 
stamp and she would be licensed to be loved on the 
premises by him," (JO, p. 204)^6 for "It is foreign to 
a man's nature to go on loving a person when he is 
told that he must and shall be that person's lover.

Italics mine— notice the vocabulary used.36
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'¿'here would be a much likelier chance of his doing it, 
if he were told not to love. If the marriage ceremony 
consisted in an oath and signed contract between the 
parties to cease loving from that day forward, in con
sideration of personal possession being given, and to 
avoid each other's society as much as possible in pub
lic, there would be more loving couples than there are 
now." (JO, p. 204) In spite of the very theoretical 
overtones of Sue's statement here, it actually proves 
true in her experiences with the schoolmaster Phillot- 
son, whom she marries as a kind of rebellion against 
Jude's previous marriage to Arabella. Shortly after 
her wedding, she finds it repugnant to live with him as 
a husband. What tortures her more than anything else 
is "the necessity of being responsive to this man, 
whenever he wishes, good as he is morally! The dread
ful contract to feel in a particular way in a matter 
whose essence is its voluntariness." (JO, p. 1 5 3) 
curiously enough, however, as soon as she later begins 
to regard Phillotson, not as her husband, but as her 
old teacher, she likes him again. (JO, p. 186) With 
Jude the Obscure Hardy has reached his most pessimis
tic stage concerning human love relationships and goes 
beyond the mere human obstacles to a perfect union, to 
emphasize the role of society and its laws, only hint



ed at in earlier novels. It is here interesting to 
notice how he has left his usual rural setting behind 
him and centered the actions of Sue, Arabella, Phillot- 
son, and Jude in the city of Christminster. Only once 
before did he locate his characters in a city, in The 
Mayor of Casterbridge Casterbridge is a town in such 
close proximity to the surrounding country-side, how
ever, that it is bounded on all sides by cornfields.
By describing life in Christminster (another name for 
Oxford), Hardy shifts his emphasis from the huge, in
definite forces of the universe perceived most clearly 
out on the cliffs along the sea-side, in the middle of 
the heath, or on the vast expanses of cultivated land 
and woods, to their accomplice in the destruction of 
man: modern society with its laws and regulations that,
just like anything in nature, has a restrictive and con
sequently i.atal influence on man's freedom and entire 
life. In fact, in A. P. Elliott's enumerations of the 
tools employed by Pate in its ruination of man's happi
ness, conventions are cited as being, if not a major, 
at least a somewhat significant one.^

37Fatalism m  the Works of Thomas Hardy, p. 48. 
The other manifestations of ^ardy's artistic anatomy of 
Fate mentioned by Elliott are Time, in two specific as
pects: 1 ) the tremendous importance of the moment, and
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As was mentioned earlier, Hardy's strongest 
objection was directed toward the convention of mar
riage and the wedding ceremony in particular, since he 
seemed to feel that too much weight was put on the out
ward, symbolic aspect of the "marriage contract" with 
little or no attention paid to the compatibility of 
the two parts and the possibilities of future and last
ing happiness. As somewhat of an illustration of the 
insignificance of the wedding ceremony, Hardy has Jude 
walk up the aisle with his beloved Sue a few minutes 
before she was to retrace her steps to the altar to be 
married to Phillotson, whom she never actually loved. ' * 58 
That the illogical nature of marriage was not a new 
theme with Hardy at the time of his writing Jude the 
Obscure can be seen if we look at his previous novels 
and short-stories. There is always something mysteri
ous and thought-provoking about the manner in which he

2) the disillusionment and change that come with the 
years; Nature; Chance or Coincidence; and finally 
Woman, as already indicated.

58In The Woodlanders, Hardy indirectly ex
presses his view of divorce in describing Grace Mel- 
bury's difficulties in obtaining a divorce from Fitz- 
piers, which would enable her to marry the much more 
suitable and in every way attractive Giles Winter- 
borne. For a while everybody's hope is up over the 
new law that, according to Beaucock, a former lawyer's 
clerk and local dandy had made "unmarrying as easy as 
marrying— no Acts of Parliament being necessary any
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depicts the obtainment of a marriage—licence. Hardy's 
first well-known novel, Under the Greenwood Tree, ^  is 
actually the only one in which a regular church wedding 
is described at any length, and even though this is 
celebrated under the most promising auspices for the 
future, it seems as though Hardy could not restrain 
himself xrom throwing a little darkness or a forboding 
sentiment over the seemingly perfect union between 
Dick Dewy and .Fanny Day by having Fanny in the very 
last sentence of the novel, think of "a secret she 
would never tell," (p. 182)^° after just having 
praised with Dick the full confidence between them.
In later novels there are only a few descriptions of 
weddings, such as that of Thomasin and Wildeve in The 
Return of the native. Tess and Angel in less of the 
D 1Urbervilles, Sue and Phillotson in Jude the Obscure,

longer, no longer one law for the rich and another for 
the poor." (p. 326) But after a few days of unfounded 
excitement, it is found out that the "adamantine bar
rier of marriage cannot be pierced like that," (p. 333) 
since Fitzpiers' conduct had not been sufficiently 
cruel to Grace to enable her to snap the bond. (p. 349) 
She was consequently doomed to be his wife till the end 
of the chapter. (Ibid.)

39 Great Short Works of Thomas Hardy, ed.,
Samuel Hynes(New ?orkl Harper and Row Publishers,1967).

40Typical of a Hardy heroine: the "affair" 
she had earlier had with Maybold, the parish minister.
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and finally in The Well Beloved that of Pierston as a 
very old man, his wife being wheeled into the church 
in a chair. The limited number of wedding ceremonies 
does not mean, however, that the number of marriages 
is small, but most of them, for whatever reason, are 
public weddings. Mostly, however, the obtainment of a 
licence is shown to be a very difficult matter. In A 
Pair of Blue Eyes, the rector of Lndelstow, Rev. Swan- 
court, goes off secretly to marry Mrs. Troyton at 
Stratleigh at the very same time Elfride has run away 
with the intention secretly to get married to Stephen 
Smith. Likewise, to the great perturbation of the 
people on her farm, Bathsheba leaves in the dark of the 
night for Bath to marry Troy, who has earlier been very 
close to getting married to Fanny Robin, who "unfortu
nately" showed up in the wrong church while Troy was 
impatiently awaiting her elsewhere, a misunderstanding 
that resulted in his sanguine temper getting the better 
of him and a breaking off of further plans for mar
riage. And finally Thomasin in The Return of the Na
tive comes home from Angelbury without having been 
married to Wildeve because of trouble about a licence.

All these instances of troublesome wedding ar
rangements, then, seem to indicate an interest in Har
dy in these matters almost from the very beginning of
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his career till Jude the Obscure, which in most re
spects, coming at the end of his prose writings, re
presents a climax of tragedy and gloom. In this nov
el, however, it is impossible to find a definite state
ment of Hardy's view of marriage and free love which 
again means that his vacillation between the two al
ternatives never ceased, at least as far as his writ
ings go.



CHAPTER IV

THE TRAGIC OUTCOME OP MOST HARDIAN 
LOVE RELATIONSHIPS AND 

ITS BASIS IN THE NATURE OP WOMAN

"Man's love is of man's life a thing apart,
'Tis woman's whole existence."

Lord Byron1

In earlier chapters we have mentioned the sig
nificant difference between the physical and psycho
logical make-up of men and women, all part of Nature's 
plan with the two sexes. "They are as divergent as 
animals of different species,"2 A. P. Elliott asserts 
in terms very resonant of Darwin, who could not but 
have influenced Hardy by his general mood at least, if 
not by any particular scientific theory. Thus, since 
all the novels turn upon a plot of love and sex, the 
characteristic differences come out effectively in the 
differing attitude of the male and female characters 
to these fundamental urges. Hence, the typical fickle-

lnDon Juan," Canto I, 11. 1 5 4 5-1 5 4 6.
2Fatalism in the Works of Thomas Hardy, p. 90.
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ness, secretiveness, cunning, and inconstancy of most 
of Hardy's women are linked with an instinctive con
cept of their role as the continuators of the race.
"In her relationship with the opposite sex, therefore, 
her function is to seduce man for the profit of the 
whole race." This explains the greater importance of 
love in woman's life than in that of man. "II 
/l'amour7 est tout pour elle et conditionne son 
existence meme," and also woman's tendency to be pos
sessive in her love of man, as Paula Power expresses 
it, "it is a natural instinct with us women to retain 
the power of obliging; a man to hope, fear, pray and be
seech as long as we think fit."^ In general, then, the 
desire to be loved without having to make any commit
ment herself is indicative of a "self-centeredness that 
is characteristic of most of the heroines in Hardy's 
novels," and is illustrated best of all perhaps in Sue 
Bridehead, about whom Carroll Wade Jennings states that 
"an interpretation of her character based on her nar
cissistic quality also provides an explanation of her

Zimmerman, p. 139.
/iKidder-Barzin, p. 75»

Laodicean, p. 302. Italics mine.
Jennings, p. 118.6
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distaste for physical relationships: she is unwilling 
to give anything of herself to another person, but the 
sexual relationship necessarily involves some giving, 
some sacrifice of purely selfish interests."7

ouch, a concept oi love relationships is a very 
common one: Most people see the problem of love pri
marily as that of being loved rather than that of lov
ing, of one's capacity to love. Hence the problem to 
them is how to be loved; how to be lovable."^ This, 
however, is a distortion of the true nature of love, 
which according to Erich Fromm is primarily giving not 
receiving, since "giving is the highest expression of 
potency. In the very act of giving I experience my 
strength, my wealth, and my power."^ Granting this 
concept of love, several otherwise bewildering points 
about Hardy's women become clear and understandable. 
Knowing their need for love, it is no wonder that we 
talk about Hardy's thirteen heroines and thirty—three 
lovers, nor is it surprising to find that practically 
none of these heroines reach that stage of self-aware
ness that only the act of giving oneself, the experi—

7Ibid., P. 196. Italics mine
8-,Fromm, P- 1.
^Ibid., P- 19.
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ence of union, can provide. Finally, the childish
ness of most of Hardy's women causes their in
ability bo give themselves in love, since this "de
pends on the character development of the person."^

In contrast, "1'amour pour l'homme, n'est 
qu'un accessoire,"  ̂for, although he retains many 
fundamental passions, he has also been moved by modern 
forces which woman has resisted in order to cling to 
her basic instincts. Naturally, a confrontation in 
love between two beings so different makes for mis
understanding and even misery or tragedy, as already 
indicated. "When men first love as lads it is with the 
very centre of their hearts, nothing else being con
cerned in the operation. With added years, more of the 
faculties attempt a partnership in the passion." (PBE, 
p. 213) The skepticism expressed in the term "at
tempt is further emphasized when Hardy proceeds to

10Cf. such remarks about Bathsheba as "too 
wild to become a governess," (FMC, p. 35) "never such 
a tomboy_as she,' (Ibid., p. 75) and Elfride who was 
not considered a grown—up elder, but "a large speci
men of the children's own tribe," (PBE, p. 4-1) pos
sessing "a boy's velocity superadded to a girl's 
lightness." (Ibid., p. 22)

11Fromm, p. 21.
12 .Bidder-Barzin, p. 7 5 .
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comment that understanding; might as well be left out 
in such matters: "A man in love setting up his brains 
as a gauge of his position is as one determining a 
ship's longitude from a light on the mast-head.” (PBE, 
p. 2 1 3) fry as hard as he may and with any degree of 
knowledge and education, man is helpless when Nature 
numbs his reason and intellect by means of a woman. 
Exercising his reason, man would undoubtedly prefer 
that compatibility be the basis for love, but Nature 
has made up her mind differently, and only in very few 
cases, and not until many trials and ordeals have been 
gone through, do we meet with a relationship as that 
between Bathsheba and Gabriel Oak at the end of the
novel :

Theirs was that substantial affection which arises 
(if any arises at all) when the two who are thrown 
together begin first by knowing the rougher sides 
of each other's character, and not the best till 
further on, the romance growing up in the inter
stices of a mass of hard prosaic reality. This 
good fellowship— camaraderie— usually occurring 
through similarity of pursuits, is unfortunately 
seldom superadded to love between the sexes, be
cause men and women associate, not in their la
bours, but in their pleasures merely. Where, how
ever, happy circumstances permits its development, 
the compounded feeling proves itself to be the 
only love which is strong as death— that love 
which many waters cannot quench, nor the floods 
drown, beside which the passion usually called by 
the name is evanescent as steam, (p. 368)

As was already indicated, woman in Hardy's novels has
been chosen by Nature as one of the channels through
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which man can be controlled, and consequently hurt or 
ruined, if necessary. Why is it that woman gets to be 
the tempter and evil force? Is it just due to the 
male point of view presented in all Hardy's novels, or 
is there a firmer basis for the fate of his women char
acters? Actually we do not have to look far to find, 
if not the origin of this concept, at least a very 
early example of it in the Old Testament story of Eve's 
Temptation of Adam and the Fall of Man, echoes of which 
resound in a sarcastic manner in Hardy's poem "At the 
Alter-Rail," in which the deserted lover reads the fol
lowing telegram from his intended bride: "It's sweet 
of you, dear, to prepare me a nest,/ But a swift, short, 
gay life suits me best./ What I really am you have
never gleaned;/ 1 had eaten the apple ere you were

Idweaned."
The same concept of woman occurs again and 

again in the Middle Ages, because woman is considered 
basically a "weak, inferior creature; moreover, she is 
afflicted with insatiable carnal lust which makes her 
an easy prey to the advances of the Devil, who offers

15Thomas Hardy, Satires of Circumstance, p.
187. Italics mine.
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to satisfy her desires." In fact, by the end of the 
fifteenth century the view of woman had become com
pletely dualistic: "She was not a woman— but either a 
Lady or a witch, Blessed Virgin or sinful Eve, object 
of adoration or vessel of abominable lust."1-’ As it 
turns out, the latter concept of woman has been behind 
much witch hunting, as it was felt that "since /women7 
are feebler both in mind and body, it is not sur
prising that they should come under the spell of witch
craft. . . .  A woman is more carnal than a man . . . 
and all witchcraft comes from carnal lust, which is in 
women insatiable."

Clearly enough, I am not here suggesting that 
Hardy agreed with the picture of woman given above, but 
merely pointing to the two traditions of woman which 
have been prevailing over the centuries, and thereby 
at least partly explaining why she should naturally be 
chosen by Hardy as one of the means of Fate to control 
man. But as was already indicated earlier, Hardy would

14-Mo rt on M. Hunt, The Natural History of Love 
(New York: Grove Press, Inc., 1959), p. 196.

15lbid., p. 175.
16Ibid., p. 177* Hunt is here quoting from 

a manual of witchcraft prepared for the Pope by two 
Dominican theologians.

14-
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obviously never consent to regarding woman as more or 
less sinful than man, since she cannot be held respon
sible for her nature, since it is but a "manifestation 
of an immanent will, which operates unconsciously or 
purposelessly through her."1^

Again this is no new invention on Hardy's part, 
but is in agreement with many old mythical fertility 
rituals, and also the fact that the earth is tradition
ally conceived of as female, producing offspring, and 
consequently is referred to as "she," "mother Earth," 
etc. However, one thing may be pointed out as remark
able in this respect: Hardy's women hardly seem to be 
of the traditional robust, well-developed, and fecund 
type, a fact that might be explained by reference to 
the slight degeneration of man felt in Hardy's day and 
the divergence between man and nature noticed even in 
connection with woman.* 18 Despite this, his women are 
very close to the ground that produced them, so to 
speak, as can be seen in the following brief outline 
of some of the major heroines. Elfride, brought up in 
a distant spot in England, close to the sea, its vege—

^Elliott, p. 4-8.
18i’his may be a possible explanation of the 

curious fact that hardly any love relationships re
sult in the bearing of children.
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tation and wild-life, is depicted as young, fresh, and 
ratner llimsy, just like the waves and seabirds around 
her. Bathsheba, on the other hand, brought up on solid 
farm land, is somewhat slower, more deliberate and 
practical, whereas Eustacia is wild, passionate and 
dark like Egdon Heath, which she hates as much as she 
identifies with it. Sue Bridehead is the only one who 
lives a city life, and curiously enough we find her- to 
be neurotic and almost sexless as opposed to the earth
ly and sensuous Arabella, who is reared on a pig-farm 
and later works as a barmaid. In the case of Sue, 
therefore, it is very tempting if not inevitable to 
read Hardy's comment on modern city life, which from 
the accounts of his life does not appear to have attract
ed him at all.^

It is in line with the preceding chapters, then, 
that we will finally consider the major Hardy heroines 
as destructive elements in the lives of the men with 
whom they come into contact, not as the sole destruc
tors, however, but as part of the universal system that 
seems to be working against any good intention that man 
may possess. 19

19Florence Emily Hardy, The Early Life of Thomas 
Hardy 1840-1891 (New York: Macmillan and Co., Ltd., 1928).

____________________ , Later Years.
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Elfride Swancourt is the first of Hardy's ex
pressive heroines in whom one can easily find antici
pations of such later women as Bathsheba and Eustacia. 
Endowed with the basic female characteristics, this 
"light bit of womanhood draws out of their orbits such 
weighty bodies as Smith and Knight, causes misunder
standing, and separates dear f r i e n d s — and this is 
not all she accomplishes in her short life. Before we 
even meet her as a wild nineteen-year-old tomboy, she 
is said to have caused the death of a young man, Felix 
Jethway, whose great love for her she did not return. 
Although she violently refuses Mrs. Jethway's charge 
that "he died because you /Elfride/7 were his own well- 
agreed sweetheart, and then proved false" (PBE, p.
309) and even the very existence of any sort of rela
tionship between herself and Felix, she later admits 
that she liked him. With a knowledge of Elfride's be
haviour toward later lovers together with a glimpse at 
the acts of her 'sisters' in other Hardy novels, we are 
well prepared to go further than that to imagine her 
possible encouragements and her willing reception of 
any attention and favor. 20

20Beach, p. 42.
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Her next "victim,” Stephen Smith, like almost 
any man completely disregards Mrs. Jethway's sinister 
warning to him about "not letting Elfride break his 
heart and bring him to an untimely grave, as she did 
once before," (PBE, p. 27^) and blunders right ahead 
in his courtship of Elfride, which makes him change 
his whole life completely. In order to gain any hope 
of marrying this girl, above him in social rank, he 
leaves home to make money and a reputation abroad, 
little aware of the fate awaiting him on his return. 
While enjoying herself immensely with Stephen at the 
beginning of their relationship, Elfride, "the sweet 
tantalizer," very symbolically compares herself to "La 
Belle Dame Sans Merci" leading Stephen off into the 
unknown (PBE, p. 59) — a comparison which was to prove 
very appropriate in view of later events. Another re
markable point in Elfride's behaviour is her "trans
gression" of the traditional code of behaviour accord
ing to which the male part should take the initiative 
and be the active force. Just like later Hardy hero
ines, Elfride is unaware of such restraints and un
doubtedly prompted by Nature, she makes the first seri
ous advance to Stephen right before he leaves, and thus 
makes herself more responsible for further conse
quences. "One sensation pervaded her to distraction.
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Stephen, her handsome youth and darling, was going, 
away, and she might never see him again except in se
cret and in sadness— perhaps never more. . . . She 
flung her dressing-gown round her, tapped lightly at 
his door, and whispered 'Stephen! . . . fell me; are 
we to hope?11 (PBE, p. 103)

However, during Stephen's absence an unexpect- 
©d visitor arrives at the Swancourt home and within a 
very short time takes over Stephen's place in Elfride's 
heart. Interestingly enough, Henry Knight turns out to 
be Stephen's best friend and former teacher, the whole 
situation thus anticipating a later triangle in Jude 
the Obscure between Sue, Jude, and Jude's teacher 
Phillotson. The parallel here is striking and one is 
tempted to speculate that Hardy made use of this parti
cular interrelationship to enhance the suffering that 
inevitably ensues from a love triangle.

With all her feminine charms and tricks, then, 
Elfride has soon beguiled the staunch and very aloof 
Knight into softness, till he finds himself "caught as 
a bird in a springe.» (PBE, p. 380) "Knight was as 
honorable a man as was ever loved and deluded by wo— 
man," (PBE, p. 316) but his delusion is discovered in 
time, when he finds out about Elfride's past love af
fairs and sees himself "Fool'd and beguiled (PBE, p.
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because of his lofty ideals of womanhood and love.

Now comes Elfride's turn to suffer like hex- 
two formerly rejected lovers, partly because of her own 
femininity that taught her to keep her past a secret 
with such an effort that Knight immediately became sus
picious. In her desperation she again takes an active 
step by going up to London to ask Knight to forgive and 
take her back. "Gould I but be the man and you the wo
man, I would not leave you for such a little fault as 
mine," (PBE, p. 386) she pleads, but all in vain.

By one of the numerous coincidences Hardy makes 
use of to indicate the irrational manner in which most 
things happen, Stephen and Knight, both on their way 
down to see Elfride, accidentally go on the same train 
on which is also the dead body of their former love, who 
had later become Lady Luxellian. The definite cause of 
Elfride's death is never told, but it is clearly indi
cated that her health rapidly declined after Knight gave 
her up, and so we find that the woman who formerly made 
Stephen as well as Felix "go the way of all their sex by 
hooking them" (p. 3 9 6) does not avoid misery and unhap
piness herself. In the final analysis we find it im
possible to blame Elfride and hold her responsible for 
her past behaviour towards her lovers, which was almost
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entirely dictated by her feminine nature and therefore 
part of Nature's plan.

When we move on to Hardy's next novel, Far 
From the Madding Crowd, we find Bathsheba in a situation 
similar to that of Elfride in her fickleness toward her 
three lovers; but in the case of Bathsheba one of her 
lovers belongs to Hardy's "villains" and thus cannot 
demand our full sympathy in his sufferings.

Just like Elfride, Bathsheba is a girl more or
less left to herself in the care of an aunt and without
any parents. The fact that most of Hardy's heroines

21have no brothers and sisters and have only one parent 
if any at all, strikes me as rather curious, and because 
of its consistency it seems to indicate that Hardy had 
a definite purpose in mind when he created such situa
tions for his female characters. In fact, Hardy says 
that Elfride was "neglected as to her inner life by her 
only parent," (PBE, p. 176) and has Elfride herself say 
a little later, when in doubt whether or not she should 
go to London to meet Stephen, "If I had a mamma at home 
I would go back." (PBE, p. 121) It would seem safe to 21

21With the exception of Less, who has several 
younger brothers and sisters, whom she is actually in 
charge of.
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conclude, ■then, that; Hardy maybe wanted to present his 
women in as unattached and unrestrained a situation as 
possible. Interestingly enough, in the two cases 
where a girl's parents are introduced, they have a most 
unfortunate influence upon their daughters' love af- 
1 airs. Thus, 'less goes to see the D 'Urbervilles to 
help her family financially, and when later she is re
luctant to go back because of Alec D 'Urberville's crude 
behaviour, her mother is disappointed and eggs her on 
to go, with the result that Tess gets herself into 
trouble and is marred for the rest of her life because 
of her relationship with Alec. Likewise, Grace Melbury 
in The Woodlanders is influenced by her father's wish 
to see her marry a rich and influential husband with the 
result that she deserts her former, true, and loyal 
lover, Giles Winterborne, and marries the unfaithful Dr. 
Pitzpiers.

During some of her excursions in the country, 
the tall, attractive girl "who was not shy by any means" 
(EMC, p. 27) chances upon Gabriel Oak, who falls in 
love with her almost instantly, while "no corresponding 
effect was produced upon Bathsheba." (FMC, p. 3 3) Al
though she is not in love with Oak, "she goes out of 
her way to make him woo her and is tacitly occupied
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with attracting and rejecting him"22 till the very end. 
With this going on in the background, Oak's "cold- 
hearted darling" (PMC, p. 5 4) soon starts in on her 
next venture: the awakening of fanner Boldwood's sex
ual desire for her. Bathsheba has noticed with great 
irritation that Boldwood, alone among all the men at 
the market-place, pays no attention to her, and as a 
typical vain and proud woman, she decides to make up 
for this by sending him an anonymous Valentine's card,2  ̂
which immediately arouses his curiosity and soon sends 
him to her house in the role of a suitor. "Adam had 
awakened from his deep sleep" (PMC, p. 1 1 5 ) and before 
long he treads the threshold of "the injured lover's 
hell." (PMC, p. 116) Of course, Bathsheba has no in
tention of returning the feelings she has aroused in 
the otherwise extremely staid and well-balanced farmer, 
but is soon frightened and agitated at his vehemence, 
lor although she had a "fair knowledge of love as a 
spectacle, she knew nothing of love subjectively," (PMC, 
p. 98) or as she later states the case to Boldwood,
"You overrate my capacity for love. I don't possess

p?Webster, p. 109•
23Another instance of the forwardness and 

active manner noted earlier in Elfride.
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half the warmth of nature you believe me to have. An 
unprotected childhood in a cold world has beaten 
gentleness out oi me." (FMC, p. 19^0 Pressed with the 
issue, however, Bathsheba gradually realizes the harm 
she has done, and in order to make amends for her be
haviour, she gives Boldwood every reason to believe 
that she will be his wife at some uncertain time in the 
future. "To have brought all this about her ears was 
terrible; but after a while the situation was not with
out a fearful tjoy. The facility with which even the 
most timid women sometimes acquire a relish for the 
dreadful, when that is amalgamated with a little tri
umph, is marvellous." (FMC, p. 1 5 3)

Pretty soon, however, Bathsheba's thoughts and 
plans of marriage take an entirely different turn, and 
are concentrated on a third lover, Sergeant Troy. In 
this relationship Bathsheba finds herself completely 
overcome by fascination for the charming and sensuous 
soldier, whose bad features are completely obscured by 
his superior mental and physical force, for together 
with Elfride, Bathsheba "had her sex's love of sheer 
force in a man— decision, however suicidal, has more

Italics mine. Cf. my previous remark about 
the heroines in Hardy's novels being mostly orphans and 
the effect thereof on their development.
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charm for a woman “than "the most unequivocal Fabian sue— 
25cess." lor the first time, Bathsheba's love is "en

tire as a child's and she makes no attempt to control 
feeling by subtle and careful inquiry into conse
quences," (FMC, p. 180) although she is warned by Oak, 
who still remains faithful to her in spite of her many 
snubbings. In the midst of Troy's courtship of Bath- 
sheba, which has clear sexual overtones^ not found in 
her other relationships, farmer Boldwood is pining 
away and finally approaches her, only to come away with 
a negative result and wishing that Bathsheba "had never* 
taken him up, since it was only to throw him down."
(FMC, p. 194) This event immediately sends Bathsheba 
off to marry Troy in a state "between Jealousy and dis
traction." (FMC, p. 259)

Later, after having wrecked her own happiness 
in her marriage with Troy, Bathsheba is again faced with 
Boldwood's courtship, which she finally decides to ac
cept for fear he should otherwise lose his mind: "I be- 25 26

25 Pair of Blue Eyes, p. 140.
26In this respect, Richard C. Carpenter points 

to Troy's spur and sword as traditional symbols of 
cruel male potency, Thomas Hardy 1840-1928. p. 8 8 , 
while Pierre d'Exideuil finds the sword exercise to be 
in "the worst possible taste," The Human Pair in the 
Work of Thomas Hardy, p. 102. — —
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li®v© 1 hold, that mail's future in my hand.. His carssr 
depends entirely upon my treatment of him," (PMC, p. 
d3 0) she explains to the ever loyal Ogj^ who is again 
passed by as a lover. But for the second time Bathsheba 
is prevented from carrying out her promise to Boldwood 
because of the tragic and most dramatic incident at 
their so-called engagement party, at which Boldwood in 
Jealousy kills Troy, who appears unexpectedly after hav
ing been considered drowned for several years. With 
this last action added to his previous signs of ap
proaching insanity, caused by his unrequited passion 
for Bathsheba, Boldwood is sent to an asylum, while 
Bathsheba falls into a sickly state which almost kills 
her. As the spring approaches, however, she revives and 
soon recovers. In opposition to the majority of Hardy's 
women, who seem to go through almost anything without 
learning from their experiences and consequently with
out correcting their faults, an immense change takes 
place in Bathsheba, who ends up being subdued and rea
sonable to a degree unknown before. But in spite of all 
changes, nothing can apparently tame her basic feminine 
nature so that, when she finds out that Oak has plans of 
leaving and emigrating to California, and that "her last 
old disciple is thus about to forsake her," (BMC, p.
364) she feels great pain and actually comes to his
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nouse in the role of a suitor. Since only "one thing 
can shake Gabriel— neither fire, storm, nor financial 
disaster— but the fair Bathsheba in whose hands he be
comes easily disturbed and emotionally unsure,"2^ he is 
ready to accept her offer of marriage.

Just like Elfride, then, Bathsheba proves to 
be a figure in which "feminine charm and destructiveness 
are wonderfully mingled"27 28 and who almost exemplifies 
Troy's prophecy about her: "Her beauty is hardly a 
blessing to her race. A hundred men will always covet 
her— her eyes will bewitch scores on scores into an un
availing fancy for her." (EMC, p. 166) But again, as 
was the case with Elfride, Bathsheba can hardly be 
blamed or held responsible for all of her ruinous ac
tions, especially since she does not escape unhurt her
self.

In Eustacia Vye we come across one of the most 
interesting of Hardy's female characters, one who more 
than any of the others is in close contact with the uni
versal forces that bring ruin to her lovers and finally 
to herself. Because of her isolated existence and her

27Carpenter, p. 8 6 .
28Abercrombie, p. 117.
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own passionale nature, this exceptional woman is the 
force that creates and destroys every love relationship 
in the novel. "To be loved to madness— such was her 
great desire. Love was to her the one cordial which 
could drive away the eating loneliness of her days.
And she seemed to long for the abstraction called pas
sionate love more than for any particular lover." (RN, 
p. 79) To such a creature Egdon Heath did not have much 
to offer, and for lack of a better choice Eustacia 
starts to play with the feelings of Wildeve, the local 
innkeeper with whom she actually only shares one feel
ing: hatred of the heath. Realizing that Wildeve is
not worthy of her, (RN, p. 71) she looks upon him as 
some wondrous thing she has created out of chaos (RN, 
p. 69) and proceeds to treat him entirely as she 
pleases, using him only as a means of lessening her 
perpetual boredom, as is illustrated by the following 
statement: "I merely lit the fire because I was dull,
and thought 1 would get a little excitement by calling 
you up and triumphing over you as the Witch of Endor 
called up Samuel. I decided you should come; and you 
have come! I have shown my power. A mile and half 
hither, and a mile and half back again to your home—  
three miles in the dark for me. Have 1 not shown my
power?" (RN, p. 73» Italics mine.)
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Just like most other Hardy heroines, Eustacia 
never feels deeply, for like Bathsheba she yearns only 
for 'the tumult of passion, the excitement and uncer
tainty of conquest and cares nothing for the deep flow 
of a steady devotion. " 29 The best proof of this is her 
instantaneous neglect of Wildeve as soon as she hears 
about the return of Clym Yeobright from Paris, the news 
of this more impressive and powerful man being enough 
to start a new love affair, just as Elfride preferred 
Knight to Stephen, and Bathsheba Troy to Boldwood and 
Oak. When "she schemed her strategy was that of a gen
eral" (RN, p. 82)90 as can be seen in her successful 
maneuvre to get to meet Clym, who is at this point com
pletely unaware of the attraction the mere mentioning 
of his name has for this lonely, love-craving woman.
Once more we see a woman take the first active step to
ward a meeting with a future lover, when Eustacia 
dresses up as a Turkish Knight in order to join the 
mummers at Yeobright's Christmas party, and thus to get 
a glimpse of her dream-hero. Almost before she ever 
meets the returned Clym, Eustacia loves him, "partly be- 
because he was exceptional in this scene, partly be-

Posey, p. $±, italics mine. 
50Italics mine.

29
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cause she had determined to love him, chiefly because 
she was in desperate need of loving somebody after 
wearying of Wildeve." (RN, pp. 168-169) Again we see 
how her feelings are directed solely by a selfish pos
sessiveness that does not recognize the other aspect of 
love, sacrifice, at all. Before long she is a complete 
master of the "innocent" Clym, who has come home full 
of great ideas about innovating and improving the pre- 

educational system and now sees himself tempted 
to give up his ideas and go to Paris again for Eusta- 
cia's sake. Without going so far, however, Clym modi
fies his plan in switching from his ideas of educating 
the lowest classes to establishing a good private school 
for farmers sons, at which he blindly believes Eustacia 
would make a good matron. In the presence of Eustacia, 
"Clym who had never felt more than a passing fancy for 
women before," (RN, p. 231) loves to oppressiveness and 
fails to heed his mother's warnings about Eustacia. 
Similarly, Clym takes little notice of Eustacia's own 
Prophesy: I shall ruin you," (RN, p. 232) which proves
to be only too close to the truth in view of the events 
that take place after their marriage, and especially 
after Clym's beginning blindness that reduces "Eusta
cia' s former dream of a knight in silver armour" (KN, 
p. 1 3 8) to a "brown spot in the midst of an expanse of
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furze to add a little to their meager finances. In ac
cordance with the craving of Eustacia's passionate na
ture for constant excitement and tumultuous love, she 
starts looking around for Wildeve again, instead of 
helping and encouraging her sick husband and thereby 
perhaps saving not only their marriage, but Clym's 
plans for the future, too.

Wildeve, who has been married to Clym's cousin 
Thomasin in the meantime, has not changed at all, nor 
does he seem to take the duty and responsibility of a 
married man too seriously, but is as ready as ever to 
obey Eustacia's slightest whim. Consequently, he is 
willing not only to assist her financially and otherwise 
in escaping to Paris, but is anxious to follow her 
there, leaving everything else behind. Their plans 
never materialize, as on the night of her planned de
parture Eustacia is drowned on her way to meet Wildeve. 
Without finding any explicit statements about the cir
cumstances of her drowning, we cannot but feel that we 
are here dealing with suicide that entails the death of 
Wildeve, too, in his attempt to rescue his beloved.

Clym was right when he once said to Eustacia, 
"You have held my happiness in the hollow of your hand,
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and like a devil you have dashed it down," (RN, p.
3 8 3)-̂ and we soon come to realize that Eustacia was 
actually holding not one, but several lives in her 
hand. Not only did she ruin the lives of her two lov
ers, but also those of Clyro's mother and of Thomasin, 
at least in so far as the latter's marriage to Wildeve 
was considerably marked by his divided interests.

We have here been concerned only with the 
major instances of Eustacia's demanding and extremely 
exhausting nature and have neglected to mention her very 
pathetic relationship with the timid servant—boy Charley, 
who seemed a mere automaton, galvanized into moving and 
speaking by the wayward Eustacia's will." (RN, p. 6 7) 
Although he is three years younger than she, Charley is 
not backward for his age, but is extremely fascinated, 
and in love with his proud mistress, to such an extent 
that he asks to hold her hand for half an hour in re
turn for his favors to Eustacia in connection with the 
Christmas party at Yeobright's. With a distinct 
hauteur Eustacia grants him fifteen minutes, but ends 
up agreeing to his compromise suggestion of fifteen 
minutes if he may kiss her hand too. In carrying out

31,Cf. the clear parallel to Boldwood's words to Bathsheba, p. 1 1 7 .
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her promised repayment, Eustacia is as domineering and 
haughty as ever, counting the minutes before "hand and 
person were withdrawn to a distance of several feet and 
a barrier as impenetrable as a wall was raised between 
them again." (BN, p. 1 5 2)

As we have seen above, although Eustacia's 
character in numerous ways differs from that of El- 
fride and Bathsheba, the basic pattern of her life is 
very similar to theirs in her craving for love and the 
unhappiness she brings, not only to her various lovers 
tut also to herself. But on one point there is a sig
nificant difference between the fate of Eustacia and 
that of the previously discussed heroines: the tragic, 
presumably suicidal death, which corresponds closely 
to the passion that characterized her whole life. 
"Passion means suffering, something undergone, the 
mastery of fate over a free and responsible person. To 
love more than the object of love, to love passion for 
its own sake, has been to love to suffer and to court 
suffering all the way from Augustine's amabam amare down 
to modern romanticism. Passionate love, the longing for 
what sears us and annihilates us in its triumph.
• • •" Passion, in other words, is a disguise for a

32Bougemont, p. 52.
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longing for death, a striving for self-awareness through 
the test of risking one's l i f e . V / h a t  is a more "appro
priate ending of the lives of two passionate lovers 
whose hatred of their surroundings has haunted them all 
their lives than to die in each other's arms in a pond 
on the middle of the dark and gloomy heath toward which 
their hatred was directed?

As has already been indicated several times, 
many of Hardy's ideas seem to culminate and become 
finalized in Jude the Obscure, which consequently may 
strike one as being rather dogmatic, full of neat, well- 
phrased statements on the major issues of the novels, 
lo drive his point home even better, it almost seems, 
Hardy here makes use of two women who are as different 
from each other as possible, but who nevertheless both 
contribute to the tragedy of Jude Pawley.

Prom the time he was very young "it had been a 
yearning of Jude's heart to find something to anchor on, 
to cling to, (JO, p. 22) and when he soon comes across 
the first woman in his life, "the unvoiced call of woman 
to man, which was uttered very distinctly by Arabella's 
personality held Jude to the spot against his intentions

-^Ibid., p. 5 3.
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— almost against his will." (JO, p. 34) The complete 
and substantial female animal" (JO, p. 3 3) ±s solely 
out to capture a man and has no scruples about being 
very active and forward in carrying out her plans by 
throwing a pig's pizzle at Jude as he walks past her 
father's farm on his way home, symbolically enough in 
deep meditation on his future plans in Ohristminster, 
where he intends to prepare himself for the Church.
After this first introduction to Arabella, who has de
cided that she "must have him," (JO, p. 42) Jude finds 
himself not opening his books for weeks, and although 
he realizes that his relationship with Arabella means 
"a complete smashing up of his plans," (JO, p. 4 7) he 
is unable to resist the "compelling arm of extraordinary 
muscular power which had seized hold of him." (JO, p.
37)

Like most of Hardy's women, Arabella is the 
active one in literally seducing Jude, who soon finds 
himself forced to marry her because of her pretended 
pregnancy: "Arabella had gained a husband; that was the
thing." (JO, p. 4 7 ) Driven by his sexual desires, Jude 
lives with this woman, whom he knows not to be "worth a 
great deal as a specimen of womankind," (JO, p. 48) till 
the day she gets tired of him, gets up and leaves. 
Ihinking that their lives are ruined by the "fundamental
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error of their matrimonial union: that of having 
based a permanent contract on a temporary feeling which 
had no necessary connection with affinities that alone 
render a life-long comradeship tolerable," (JO, p. 5 7) 
Jude attempts suicide, and when this proves unsuccess
ful, resorts to the "regular, stereotyped resource of 
the despairing worthless: drinking." (JO, p. 5 9) His 
sufferings do not cease here, however; after a couple 
of years he takes up the plans he had made before he was 
"diverted from his purposes by an unsuitable woman."

1 P* But at this point, Ghristminster had come
to hold a new attraction for him, related to his emo
tional side, rather than the intellectual: he had 
found that his cousin Sue lived there.

Very much ashamed of his "enchainment to one of 
her own sex /Arabella/" whom Sue would certainly not ad
mire," (JO, p. 72) Jude nevertheless lets himself get 
seriously involved with his cousin only to find out 
that the great fascination she holds for him is "unmis
takably of a sexual kind." (JO, p. 79) Once again Jude 
has leo himself get trapped by a woman, and with Sue as 
a companion is "willing to renounce all ambition with a 
smile." (JO, p. 9J) in fact, so great is his infatua
tion with her that, although he realizes Sue's distinct 
epicene nature and wonders "if this was what killed the
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undergraduate whom Sue used to live with, and whether 
he will be her next victim," (JO, p. 122) he cannot 
give her up, but hopes maybe some day to be able to con
sider her merely as a comrade. Sue herself, who is 
aware of her peculiar nature, warns Jude several times, 
when his advances become too intimate, and yet, whether 
he is conscious of it or not her sensitive and very im
pulsive constitution has an egging effect on him.

As in the cases of the women previously dis
cussed, Hardy provides us with a little glimpse into 
Sue's childhood. We learn that her parents never got 
along, and that after her mother drowned herself, Sue 
was brought up by her father. Against this background, 
we might again come up with a hypothesis as to the 
cause-effect relationship between her childhood and her 
later character development. In complete accordance 
with her inconstant nature, Sue, after having encour
aged Jude's advances to a certain extent, suddenly 
turns around and marries his old schoolmaster Phillot- 
son upon finding out about Jude and Arabella and there
by only brings misery and unhappiness into a third lov
er's life. For shortly after her marriage Sue realizes 
that it is impossible for her to live with Phillotson as 
husband and wife, and after several humiliating epi
sodes, she ends up making separate sleeping arrange
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ments for them, until she finally persuades her husband 
to let her leave him. Thus she turns the quiet, se
date schoolmaster's life completely upside down and 
leaves him with bitter memories and serious social dif
ficulties connected with his ¿ob as a schoolteacher:
"No man had ever suffered more inconvenience from his 
own charity, Christian or heathen, than Phillotson had 
done in letting Sue go." (JO, p. 283)

Sue and Jude are now with each other again and 
decide to live together out of wedlock, because of 
Sue's insistence that she cannot accept the iron links 
of marriage once more and possibly kill what is so fine 
about their relationship. But in the background lurks 
Arabella, who can be said to symbolize the passionate 
and sensuous side of Jude's character, "intent on en- 
trapping and winning Jude back," (JO, p. 283) although, 
of course, she has not been idle in the meantime, hav
ing married an innkeeper and later widowed. As matters 
turn out, Arabella goes to see Jude again at a time 
most opportune for her purposes, right after Sue has 
delivered Jude the final blow by returning to her legal 
husband because of serious pangs of remorse over her 
past life, prompted by the death of all her children.
In this sacrificial action there is a clear parallel to 
Bathsheba's thoughts of marrying Boldwood, whom she did
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not love either, but for whom she felt responsible after 
having aroused his interest in the first place. In his 
great misery and depression Jude goes to a bar after 
having first walked to practically every spot that he 
had visited with Sue. With her usual shrewdness Ara
bella finally tracks Jude down, and with a definite pur
pose of regaining him Jude is "personally conducted 
through the varieties of spirituous delectation by one 
who knew the landmarks well." (JO, p. 298) Having got
ten Jude sufficiently drunk, Arabella leads her "prize" 
home to her father's pork-shop, where they stay over
night. While Jude is still suffering from the conse
quences of his excessive drinking, Arabella makes the 
necessary arrangements for a hasty wedding the next 
morning, and the ceremony takes place almost unperceived 
by Jude. Shortly after the wedding Jude literally com
mits suicide by going to see Sue in very precarious 
health and under terrible weather conditions. Thus he 
comes from seeing his true love to die in the house of 
his legally wedded wife, who does not even bother to 
take care of him when she finds him dead, but leaves 
immediately to flirt with the old quack, Vilbert, from 
their home town.

Jude Fawley's tragic fate, then, is caused 
partly by his own weak nature, partly by the whims and
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allurements of the two women in his life, one appealing 
to his low, animalistic side, and the other to his in
telligence, one preventing him from carrying out his 
plans for a future as an Oxford cleric, and the other 
barring his way to earning a licentiate. Again we no
tice that although women contribute to the miseries of 
men, they do not escape unhurt themselves, with the ex
ception of Arabella, who does not seem, very touched by 
the deaths of her husbands, a fact that probably has 
contributed to Abercrombie's statement that in. Arabella 
x"the feminine instinct is sheer unquestioning destruc- 
tiveness. Without going that far, we cannot but
agree with Wing's comment that she "exploited her femi
nine lure with intuitive wit, but did so with contemp- 

i! 55tuous ease. Sue, on the other hand, although she
wished to exert undue control over the destinies of men 
and ends by "destroying or depressing three men, in
stead of exalting any of them," ^ 6 gets her full share 
of the general tragedy. The event that gives her the 
hardest blow and makes her decide to sacrifice herself 
to Phillotson is the fate of Father Time and the other

-^Thomas Hardy: A Critical Study, p. 161.
^ Ihomas Hardy, p. 75*
36MeDowall, p. 248.
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children, which is "the most clear outward symbol of 
the problems and human suffering arising from interre
lated love relationships in any of Hardy's novels.

37

37It must be remembered here that Father Time 
is the son of Arabella and Jude, whereas the other 
children belong to Jude and Sue.

38Jennings, p. 98.



CONCLUSION

As with all the other novels discussed, in 
Jude the Obscure, "Hardy was not trying simply to write 
an unhappy love story; he was trying to show that love 
is the inevitable instrument of the destruction of the 
individual. 1,1 With this basis, I have tried in the 
previous chapters to show how significant a role woman 
plays in this destruction that often ends up ruining 
.her happiness, too.

Although he retains many fundamental passions,
man has been moved by modern forces, whereas woman has
resisted them and clings to her basic instincts. "Fate
has marked the cards against man in that he is endowed
with an irresistible instinct for her charms. The aces
and Kings are all in woman's hand in this fascinating
but ruinous game. Man cannot play at chess; whist is 

2the game."
What makes the greatest difference between the 

two sexes is woman's preoccupation with love, v/hich in 
a way is forced upon her by a law of necessity, making

^Hutland, p. 2 50.
^Elliott, p. 92.
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her the preserver of the races. In other words, Hardy 
agrees with Byron that "love is woman's whole existence," 
and that "nature herself acquaints women with the dis
tinct role of their charm and with the power which it 
wields, at the same time instructing them in its neces
sity."^ What has been called the capriciousness of 
Hardy's women, then, is in reality nothing but their 
immediate and instinctive obedience to emotional im
pulse, ready to exploit anything for the immediate pur
pose of capturing a man, without the "corrective control 
'°f Ike intelligence." In this connection, Margaret 
Posey points out that "after a woman gets what she is 
after, she does not want it; that the pleasures of a 
woman's life lie in the pursuit rather than in the pos
session of the coveted object"^— a theory that can 
easily be illustrated by looking at the women in Har
dy's novels and the number of lovers they all have dur
ing their lifetime. Moreover, in none of Hardy's novels 
do we get a glimpse of married life, the raising of

^d'Exideuil, p. 106.
4Chew, p. 135.
^I'he Women in the Novels of Hardy, p. 12.

Italics mine.
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children, etc., except for The Return of the Native and 
the tragic fragment in Jude the Obscure.

Moreover, it has been pointed out that Hardy's 
concept of woman is not new, but has roots back in the 
Old Testament and has been coexistent with the idea of 
woman as a kind of saint through the centuries. What 
can be pointed to as unique about Hardy's depiction of 
male and female relationships is his great concern 
about establishing the distinct natures of men and wo
men, and their consequent behaviour, in very direct and 
.explicit terms. Finally, love must be seen as an as
pect of the general pessimism and determinism that char
acterize all of Hardy's novels, and which become the 
more powerful from the lack of any spiritual and emo
tional values for man to hold on to in his distress.
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