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JUDE THE OBSCURE

THOMAS HARDY was born in a cottage in Higher Bockhampton, near Dorchester, on 2 June 1840. He was educated locally and at sixteen was articled to a Dorchester architect, John Hicks. In 1862 he moved to London and found employment with another architect, Arthur Blomfield. He now began to write poetry and published an essay. By 1867 he had returned to Dorset to work as Hicks’s assistant and began his first (unpublished) novel, The Poor Man and the Lady.

On an architectural visit to St Juliot in Cornwall in 1870 he met his first wife, Emma Gifford. Before their marriage in 1874 he had published four novels and was earning his living as a writer. More novels followed and in 1878 the Hardys moved from Dorset to the London literary scene. But in 1885, after building his house at Max Gate near Dorchester, Hardy again returned to Dorset. He then produced most of his major novels: The Mayor of Casterbridge (1886), The Woodlanders (1887), Tess of the D’Urbervilles (1891), The Pursuit of the Well-Beloved (1892) and Jude the Obscure (1895). Amidst the controversy caused by Jude the Obscure, he turned to the poetry he had been writing all his life. In the next thirty years he published over nine hundred poems and his epic drama in verse, The Dynasts.

After a long and bitter estrangement, Emma Hardy died at Max Gate in 1912. Paradoxically, the event triggered some of Hardy’s finest love poetry. In 1914, however, he married Florence Dugdale, a close friend for several years. In 1910 he had been awarded the Order of Merit and was recognized, even revered, as the major literary figure of the time. He died on 11 January 1928. His ashes were buried in Westminster Abbey and his heart at Stinsford in Dorset.
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GENERAL EDITOR’S PREFACE

This edition uses, with one exception, the first edition in volume form of each of Hardy’s novels and therefore offers something not generally available. Their dates range from 1871 to 1897. The purpose behind this choice is to present each novel as the creation of its own period and without revisions of later times, since these versions have an integrity and value of their own. The outline of textual history that follows is designed to expand on this statement.

All of Hardy’s fourteen novels, except Jude the Obscure (1895) which first appeared as a volume in the Wessex Novels, were published individually as he wrote them (from 1871 onwards). Apart from Desperate Remedies (1871) and Under the Greenwood Tree (1872), all were published first as serials in periodicals, where they were subjected to varying degrees of editorial interference and censorship. Desperate Remedies and Under the Greenwood Tree appeared directly in volume form from Tinsley Brothers. By 1895 ten more novels had been published in volumes by six different publishers.

By 1895 Hardy was sufficiently well-established to negotiate with Osgood, McIlvaine a collected edition of all earlier novels and short story collections plus the volume edition of Jude the Obscure. The Well-Beloved (radically changed from its serialized version) was added in 1897, completing the appearance of all Hardy’s novels in volume form. Significantly this collection was called the ‘Wessex Novels’ and contained a map of ‘The Wessex of the Novels’ and authorial prefaces, as well as frontispieces by Macbeth-Raeburn of a scene from the novel sketched ‘on the spot’. The texts were heavily revised by Hardy, amongst other things, in relation to topography, to strengthen the ‘Wessex’ element so as to suggest that this half-real half-imagined location had been coherently conceived from the beginning, though of course he knew that this was not so. In practice ‘Wessex’ had an uncertain and ambiguous development in the earlier editions. To trace the growth of Wessex in the novels as they appeared it is necessary to read them in their original pre-1895 form. For the 1895 – 6 edition represents a substantial layer of reworking.

Similarly, in the last fully revised and collected edition of 1912 – 13, the Wessex Edition, further alterations were made to topographical detail and photographs of Dorset were included. In the more open climate of opinion then prevailing, sexual and religious references were sometimes (though not always) made bolder. In both collected editions there were also many changes of other kinds. In addition, novels and short story volumes were grouped thematically as ‘Novels of Character and Environment’, ‘Romances and Fantasies’ and ‘Novels of Ingenuity’ in a way suggesting a unifying master plan underlying all texts. A few revisions were made for the Mellstock Edition of 1919 – 20, but to only some texts.

It is various versions of the 1912 – 13 edition which are generally available today, incorporating these layers of alteration and shaped in part by the critical climate when the alterations were made. Therefore the present edition offers the texts as Hardy’s readers first encountered them, in a form of which he in general approved, the version that his early critics reacted to. It reveals Hardy as he first dawned upon the public and shows how his writing (including the creation of Wessex) developed, partly in response to differing climates of opinion in the 1870s, 1880s and early 1890s. In keeping with these general aims, the edition will reproduce all contemporary illustrations where the originals were line drawings. In addition for all texts which were illustrated, individual volumes will provide an appendix discussing the artist and the illustrations.

The exception to the use of the first volume editions is Far from the Madding Crowd, for which Hardy’s holograph manuscript will be used. That edition will demonstrate in detail just how the text is ‘the creation of its own period’: by relating the manuscript to the serial version and to the first volume edition. The heavy editorial censoring by Leslie Stephen for the serial and the subsequent revision for the volume provide an extreme example of the processes that in many cases precede and produce the first book versions. In addition, the complete serial version (1892) of The Well-Beloved will be printed alongside the volume edition, since it is arguably a different novel from the latter.

To complete the picture of how the texts developed later, editors trace in their Notes on the History of the Text the major changes in 1895 – 6 and 1912 – 13. They quote significant alterations in their explanatory notes and include the authorial prefaces of 1895 – 6 and 1912 – 13. They also indicate something of the pre-history of the texts in manuscripts where these are available. The editing of the short stories will be separately dealt with in the two volumes containing them.

Patricia Ingham

St Anne’s College, Oxford

CHRONOLOGY: HARDY’S LIFE AND WORKS


	1840           

	2 June: Thomas Hardy born, Higher Bockhampton, Dorset, eldest child of a builder, Thomas Hardy, and Jemima Hand, who had been married for less than six months. Younger siblings: Mary, Henry, Katharine (Kate), to whom he remained close.


	1848–56

	Schooling in Dorset.


	1856

	Hardy watched the hanging of Martha Browne for the murder of her husband. (Thought to be remembered in the death of Tess Durbeyfield.)


	1856–60

	Articled to Dorchester architect, John Hicks; later his assistant.


	late 1850s

	Important friendship with Horace Moule (eight years older, middle-class and well-educated), who became his intellectual mentor and encouraged his self-education.


	1862

	London architect, Arthur Blomfield, employed him as a draughtsman. Self-education continued.


	1867

	Returned to Dorset as a jobbing architect. He worked for Hicks on church restoration.


	1868

	Completed his first novel The Poor Man and the Lady but it was rejected for publication (see 1878).


	1869

	Worked for the architect Crickmay in Weymouth, again on church restoration.


	1870

	After many youthful infatuations thought to be referred to in early poems, met his first wife, Emma Lavinia Gifford, on a professional visit to St Juliot in north Cornwall.


	1871

	Desperate Remedies published in volume form by Tinsley Brothers.


	1872

	Under the Greenwood Tree published in volume form by Tinsley Brothers.


	1873

	A Pair of Blue Eyes (previously serialized in Tinsleys’ Magazine). Horace Moule committed suicide.


	1874

	Far from the Madding Crowd (previously serialized in the Cornhill Magazine). Hardy married Emma and set up house in London (Surbiton). They had no children, to Hardy’s regret; and she never got on with his family.


	1875

	The Hardys returned to Dorset (Swanage).


	1876

	The Hand of Ethelberta (previously serialized in the Cornhill Magazine).


	1878

	The Return of the Native (previously serialized in Belgravia). The Hardys moved back to London (Tooting). Serialized version of part of first unpublished novel appeared in Harper’s Weekly in New York as An Indiscretion in the Life of an Heiress. It was never included in his collected works.


	1880

	The Trumpet-Major (previously serialized in Good Words). Hardy ill for many months.


	1881

	A Laodicean (previously serializedin Harper’s New Monthly Magazine). The Hardys returned to Dorset.


	1882

	Two on a Tower (previously serialized in the Atlantic Monthly).


	1885

	The Hardys moved for the last time to a house, Max Gate, outside Dorchester, designed by Hardy and built by his brother.


	1886

	The Mayor of Casterbridge (previously serialized in the Graphic).


	1887

	The Woodlanders (previously serialized in Macmillan’s Magazine).


	1888

	Wessex Tales.


	1891

	A Group of Noble Dames (tales). Tess of the D’Urbervilles (previously serialized in censored form in the Graphic). It simultaneously enhanced his reputation as a novelist and caused a scandal because of its advanced views on sexual conduct.


	1892

	Hardy’s father, Thomas, died. Serialized version of The Well-Beloved , entitled The Pursuit of the Well-Beloved in the Illustrated London News. Growing estrangement from Emma.


	1892–3

	Our Exploits at West Poley, a long tale for boys, published in an American periodical, the Household.


	1893

	Met Florence Henniker, one of several society women with whom he had intense friendships. Collaborated with her on The Spectre of the Real (published 1894).


	1894

	Life’s Little Ironies (tales).


	1895

	Jude the Obscure, a savage attack on marriage which worsened relations with Emma. Serialized previously in Harper’s New Monthly Magazine. It received both eulogistic and vitriolic reviews. The latter were a factor in his ceasing to write novels.


	1895–6

	First Collected Edition of novels: Wessex Novels (16 volumes), published by Osgood, McIlvaine. This included the first book edition of Jude the Obscure.


	1897

	The Well-Beloved (rewritten) published as a book; added to the Wessex Novels as vol. XVII. From now on he published only the poetry he had been writing since the 1860s. No more novels.


	1898

	Wessex Poems and Other Verses. Hardy and Emma continued to live at Max Gate but were now estranged and ‘kept separate’.


	1901

	Poems of the Past and the Present.


	1902

	Macmillan became his publishers.


	1904

	Part 1 of The Dynasts (epic-drama in verse on Napoleon). Hardy’s mother, Jemima, ‘the single most important influence in his life’, died.


	1905

	Met Florence Emily Dugdale, his future second wife, then aged 26. Soon a friend and secretary.


	1906

	Part 2 of The Dynasts.


	1908

	Part 3 of The Dynasts.


	1909

	Time’s Laughingstocks and Other Verses.


	1910

	Awarded Order of Merit, having previously refused a knighthood.


	1912–13

	Major collected edition of novels and verse, revised by Hardy: The Wessex Edition (24 volumes). 27 November: Emma died still estranged. This triggered the writing of Hardy’s finest love-lyrics about their early time in Cornwall.


	1913

	A Changed Man and Other Tales.


	1914

	10 February: married Florence Dugdale (already hurt by his poetic reaction to Emma’s death). Satires of Circumstance. The Dynasts: Prologue and Epilogue.


	1915

	Mary, Hardy’s sister, died. His distant young cousin, Frank, killed at Gallipoli.


	1916

	Selected Poems.


	1917

	Moments of Vision and Miscellaneous Verses.


	1919–20

	Mellstock Edition of novels and verse (37 volumes).


	1922

	Late Lyrics and Earlier with Many Other Verses.


	1923

	The Famous Tragedy of the Queen of Cornwall (drama).


	1924

	Dramatized Tess performed at Dorchester. Hardy infatuated with the local woman, Gertrude Bugler, who played Tess.


	1925

	Human Shows, Far Phantasies, Songs and Trifles.


	1928

	Hardy died on 11 January. His heart was buried in Emma’s grave at Stinsford, his ashes in Westminster Abbey. Winter Words in Various Moods and Metres published posthumously. Hardy’s brother, Henry, died.


	1928–30

	Hardy’s autobiography published (on his instructions) under his second wife’s name.


	1937

	Florence Hardy (his second wife) died.


	1940

	Hardy’s last sibling, Kate, died.
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INTRODUCTION

THE LETTER OF WHAT LAW?

Jude the Obscure is a powerfully prophetic novel which has long been read for its indictment of the human condition in late Victorian England. Hardy’s Life reads:

‘“Never retract. Never explain. Get it done and let them howl.” Words said to Jowett by a very practical friend.’

On the 1st November Jude the Obscure was published.

The Life goes on to say:

The onslaught started by the vituperative section of the press – unequalled in violence since the publication of Swinburne’s Poems and Ballads thirty years before – was taken up by the anonymous writers of libellous letters and post-cards, and other such gentry. It spread to America and Australia, whence among other appreciations he received a letter containing a packet of ashes, which the virtuous writer stated to be those of his wicked novel.

The book burning continued in England where ‘the Bishop of Wakefield announced in a letter to the papers that he had thrown Hardy’s novel into the fire’. The critical attacks, Hardy said, ‘completely cur[ed] me of further interest in novel-writing’ (see below, Appendix I). Hardy was about to embark on his second great career, as a full-time poet: ‘Perhaps I can express more fully in verse ideas and emotions which run counter to the inert crystallized opinion – hard as a rock – which the vast body of men have vested interests in supporting.’1

However Hardy may have been rewriting his life to explain his transition to poetry, the question remains: what ‘crystallized opinion’ is the novel attempting to indict? Hardy suggested that some such indictment was intended when he added an epigraph to the title: ‘The letter killeth’, from 2 Corinthians 3: 6: ‘[our sufficiency is of God] Who also hath made us able ministers of the new testament; not of the letter, but of the spirit: for the letter killeth, but the spirit giveth life.’ In his own copy, Hardy underlined: ‘Ye are our epistle written in our hearts, known and read of all men’ (3: 2). St Paul’s next verse explains this epistle as Christ’s message ‘written not with ink but with the Spirit of the living God; not in tables of stone, but in fleshy tables of the heart’. Paul’s distinction between the Spirit and the Letter has meant many things in the Christian and secular traditions, including a legalistic adherence to Christianity itself at the expense of the ‘living heart’. In Jude the Obscure, what does the letter of the law mean and how does it kill?

The most obvious candidate is the marriage law. The textual history of Jude shows, as Patricia Ingham demonstrated, that the marriage theme was more important than the university theme;2 in the early deleted manuscript version, Sue not Phillotson is present in Marygreen at the beginning of the novel, though she leaves just before Jude arrives; Jude then wants to go to Christminster because she is there. Hardy notes how ‘many a man had made love-promises to a woman at whose voice he had trembled by the next seed-time after fulfilling them in the church’. When the reason for Jude’s marriage with Arabella ‘proved to be non-existent’, Hardy adds: ‘But the marriage remained.’ And Jude feels they are ruined by the ‘fundamental 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’. Jude’s being intimidated by the marriage law, ‘the law being the law’, makes him return briefly and tragically to Arabella. Sue bemoans ‘the dreadful contract to feel in a particular way, in a matter whose essence is its voluntariness’.

Surprisingly, however, Hardy claimed that he had no opinion on the marriage laws. In November 1895, Hardy wrote: ‘The only remarks which can be said to bear on the general marriage question occur in dialogue, & comprise no more than half a dozen pages in a book of five hundred. And of these remarks I state… that my own views are not expressed therein’; and again: ‘I feel that a bad marriage is one of the direst things on earth, & one of the cruellest things, but beyond that my opinions on the subject are vague enough.’ In a letter to Florence Henniker in June 1896, Hardy denied the revolutionary moral: ‘By the way, I have been offended with you for some time… for what you said – that I was an advocate for “free love”. I hold no theory whatever on the subject, except by way of experimental remarks at tea parties, & seriously I don’t see any possible scheme for the union of the sexes that wd be satisfactory.’3

Also, within the plot of the novel, the problem of the marriage law turns out to be less of a problem than it first seemed. Arabella disregards her legal marriage to Jude and they are eventually divorced with relative ease. The Divorce Act of 1857 had created a civil divorce court, which granted divorces for adultery or cruelty or two years’ desertion (though making divorce easier for men than for women). When Phillotson refuses to ‘be cruel to her [Sue] in the name of the law’, he is able legally to act on his conscience. The letter of the marriage law does not prevent Sue and Jude taking to the road as lovers. Whether to get a divorce from their earlier partners is clearly their choice. What then in the letter of the marriage law is so killing?

Perhaps the issue is not so much formal law so much as social conventions. Thus Sue complains that ‘the social moulds civilization fits us into have no more relation to our actual shapes than the conventional shapes of the constellations have to the real star-patterns’; and Jude says earlier: ‘There seemed to him… something wrong in a social ritual which made necessary a cancelling of well-formed schemes’, and later: ‘I perceive there is something wrong somewhere in our social formulas.’ Just a few pages later, Sue feels ‘an awe, or terror, of conventions I don’t believe in’.

There is much to be said for this point of view, and indeed for all these candidates for the letter of the law. Each of them has provided material for a critical industry of Hardy scholarship. Social conventions have a powerful influence over many townspeople who shun Jude and Sue and drive them from place to place (the same force drives the serial censorship to which Hardy was subject). But here again we find that Jude and Sue and Arabella are often able to evade the letter of social convention as well as of the legal system. The social conventions are a nuisance to them, and Sue and Jude have to move once or twice to avoid the neighbours’ whispers. But they keep finding nooks where they are quite happy. They are not killed by the letter of social convention.

A third candidate for the letter of the law is the religious code. By marriage, Hardy means not just legal marriage but church marriage. You may be able to get a divorce, and evade social conventions, but the religious marriage law strait-jackets your mind. Thus Milton’s anti-marriage tract is quoted at the beginning of Part Fourth: ‘Whoso prefers either Matrimony or other Ordinance before the Good of Man and the plain Exigence of Charity, let him profess Papist, or Protestant, or what he will, he is no better than a Pharisee.’ Throughout the novel we keep hearing phrases from the marriage ceremony of the Book of Common Prayer, given with great bitterness and irony. Thus when Sue (though legally divorced) says ‘I am still his wife’ we feel that she is being crushed by a religious fear of the holy ordinance. Indeed Hardy specifically applies the novel’s epigraph to this theme, when Jude exclaims at Sue’s decision: ‘Sue! we are acting by the letter; and “the letter killeth!”’

This is a powerful theme in the novel. Nevertheless Hardy disclaimed an ideological agenda against church marriage. In November 1895, he wrote: ‘The story of Jude, however, makes only an objective use of marriage & its superstitions as one, & only one, of the antagonistic forces in the tragedy. You are right in assuming that I have no suggestion or guidance to offer.’4 It is also interesting that Sue is a radical free-thinker at the beginning of the novel, and that Jude grows out of his belief in the validity of such Christian codes. Arabella makes manipulative sport of the religious code when she tries to recapture Jude on the basis of the principle, ‘What God hath joined together, let no man put asunder’; to such language Jude had said earlier: ‘I don’t want any cant!’ The religious code seems to have as little necessary power as social convention and legality. Yet how do we explain Sue’s terrible return to Phillotson, after the death of her children, if not due to a religious superstition that she has been punished and must repent?

So the deeper letter of the law here would seem to be: religious belief itself, belief in a punishing God, all the things that rouse the primitivist religious impulse, what Hardy (before revisions) called ‘supernaturalism’ and ‘mysticism’, saving your own soul at the expense of others, taking religious realities as literally real, as in prayers for favours and belief in divine intervention. There is indeed a powerful religious critique in the novel, and the reviewers were not unreasonable in noticing it. In a letter of June 1896, Hardy alludes to the incident of a Bishop supposedly burning a copy of Jude, and rejoins: ‘theology & burning (spiritual & temporal) have been associated for so many centuries that I suppose they will continue allies to the end’.5 Thus Sue internalizes religious self-punishment: ‘We ought to be continually sacrificing ourselves on the altar of duty!’ She speaks of her submission to ‘purification’, and her belief that the children’s deaths were a divine punishment for sin, which then becomes the basis of one of the more horrific (if inexplicit) sexual scenes in literature: Sue’s forcing herself back into Phillotson’s bed. The climactic moment connects Hardy’s novel with Gothic horror stories and also with the higher tragedy of Dorothea and Casaubon in George Eliot’s Middlemarch, and in Sue’s case religion seems squarely blamed. Sue prostrate in front of the cross at St Silas seems the fundamental religious perversion. By contrast, Jude says: ‘I would have died game!’

Hardy’s reputation as the ‘village atheist brooding and blaspheming over the village idiot’ is well known.6 But Hardy’s anti-theology has a way of becoming problematic the more deeply it is probed. His loss of faith, under the influence of Swinburne, Gibbon, Leslie Stephen, ‘Darwin, Huxley, Spencer, Comte, Hume, Mill, and others’, was a major turning point in his life. But he retained an odd loyalty to the church, and to the Bible as in formulas like ‘the letter killeth’. Indeed, in revising the novel, Hardy toned down the more overtly anti-religious statements (which he had maintained from ms. to serial), and included more positively religious parallels, as when Jude is newly compared to Job. Alluding to the book burning by the bishop (see above), Hardy said: ‘The only sad feature in the matter to Hardy was that if the bishop could have known him as he was, he would have found a man whose personal conduct, views of morality, and of the vital facts of religion, hardly differed from his own.’7 The case gets even more puzzling when we discover that Hardy disavowed the anti-religious point in the portrayal of Sue’s submission. To Lady Jeune, Hardy wrote in November 1895: ‘indeed, I felt that by the heroine’s recantation of all her views, at the end of the story, & becoming a penance-seeking Christian, I was almost too High-Churchy’;8 he repeated the same, in letters of the same month, to Edmund Gosse and to Sir George Douglas, to whom he added: ‘you can imagine my surprise at the Guardian saying that everything sacred is brought into contempt’. Of course, Hardy may be hiding his hand; and he is notorious for his coy disclaimers. But the novel keeps pushing us to seek other candidates, as well, for the letter that killeth.

It is possible to argue that the novel does not attack religion so much as hypocrisy and religious literalism. Thus, the sound of Farmer Troutham’s abuse of Jude echoes towards the church building ‘of which structure the farmer had largely subscribed, to testify his love for God and man’; and Father Time is not christened by Arabella in order to save the expense of Christian burial in case of his death. A year after publishing Jude, Hardy wrote: ‘The older one gets, the more deplorable seems the effect of that terrible, dogmatic ecclesiasticism – Christianity so called (but really Paulinism plus idolatry) – on morals & true religion: a dogma with which the real teaching of Christ has hardly anything in common.’9 What is interesting here is that Hardy refers respectfully to ‘true religion’ and ‘the real teaching of Christ’. In his ‘Apology’ to Late Lyrics and Earlier, Hardy said he hoped for ‘an alliance between religion, which must be retained unless the world is to perish, and complete rationality, which must come, unless also the world is to perish, by means of the interfusing effect of poetry’.

The fact is that Jude the Obscure hits at a combination of many things, legal, social, religious, which keeps us searching for the thing itself, the ultimate letter that kills. Given his search, we can see why university admissions policy is sometimes made the key letter that kills in the novel. One of Hardy’s early notes, later edited by him, reads:

‘A short story of a young man – “who could not go to Oxford” – his struggles and ultimate failure. Suicide. [Probably the germ of Jude the Obscure.] There is something [in this] the world ought to be shown, and I am the one to show it to them – though I was not altogether hindered going, at least to Cambridge, and could have gone up easily at five-and-twenty.’10

Jude’s exclusion from Christminster is palpable. The letter of class and economic privilege (supported by the ‘established’ church) kills his chances, and he ends a sick and disappointed man outside the walls of Christminster. Hardy would seem to establish a priority when he wrote Gosse in November 1895 that the novel ‘is concerned first with the labours of a poor student to get a University degree, & secondly with the tragic issues of two bad marriages’.11 This theme touches some of Hardy’s deepest experiences, his family’s relegation by class, education and money, and his own exclusion from the world of the higher classes including the Oxbridge elite and the parsons. The powerful sense of being excluded in the novel may connect with Hardy’s early sense of the experience of his ancestors. Among the earliest ‘germs’ for Jude the Obscure were the stories told Hardy by his mother and grandmother, both of whom had experienced terrible poverty and deprivation when young. His mother had ‘some very stressful experiences of which she could never speak in her maturer years without pain’. Hardy’s grandmother’s tale of her terrible life at Fawley is alluded to in a later visit made by Hardy and his wife in 1923:

‘They paused also at Fawley, that pleasant Berkshire village described in the same novel under the name of Marygreen. Here some of Hardy’s ancestors were buried, and he searched fruitlessly for their graves in the little churchyard. His father’s mother, the gentle, kindly grandmother who lived with the family at Bockhampton during Hardy’s childhood, had spent the first thirteen years of her life here as an orphan child, named Mary Head, and her memories of Fawley were so poignant that she never cared to return to the place after she had left it as a young girl. The surname of Jude was taken from this place.’12

Thus also Hardy gives Fawley the fictional name of Marygreen, Jude Fawley’s name is Head in an early deleted ms. version, and the heroine Sue Bridehead. The Christminster headmaster’s advice to Jude, that he would do better ‘remaining in your own sphere’, resonated deeply in Hardy’s own experience. Though Hardy, the son of a master mason, early interacted with his betters like Lady Augusta Martin and the Moule family, he was not their social equal, and his Life shows a continual anxiety about being socially acceptable.

Of course we must insist that Jude the Obscure has an artistic integrity detached from Hardy’s personal life; and Hardy said in a 1919 letter that ‘there is not a scrap of personal detail in it’.13 Jude is a distinctive character, an orphan, more disadvantaged and isolated than Hardy, more dependent on unguided self-education. But the earlier chapters have deep roots in Hardy’s life, in his emotional and educational history. Several themes in the Life parallel themes in the novel: the sense of the family decline, the portrait of young Hardy lying in the field with his straw hat, his early readings in the classics and his lists of books, his wish to enter the church but decision to be an apprentice Gothic architect, his purchase of Griesbach’s Greek Testament, his Dick Whittington-like move to London, his decision against trying to enter Cambridge, his various character traits: his love of music, his romantic longing for the ‘well-beloved’, his desire to rise in the world, his responsiveness to suffering. Jude’s loss of religious belief at age 25 corresponds to Hardy’s own loss at that age.

Nevertheless, as Ingham has shown, the university theme in the genesis of the novel was in fact secondary. Also, the focus in the novel is more upon Jude’s relation with women than his relation with Christminster. In his four schemes outlining a dramatization of the novel (in the Dorset County Museum), Hardy omitted the Christminster theme altogether, and concentrated almost entirely on the Sue–Jude–Phillotson relationship. Discussing such schemes in the Life in 1926 Hardy suggested that the ‘villain of the piece’ might be Arabella, or Jude’s ‘personal constitution’, or just ‘blind Chance’. He added: ‘Christminster is of course the tragic influence of Jude’s drama in one sense, but innocently so, and merely as crass obstruction.’14 The university theme is sometimes connected with Hardy’s own de facto exclusion from the universities, and yet he denied that he himself was particularly prevented from going to Cambridge at least. Also, statements in the novel seem to downplay the importance for the university ideal.

As for economic exclusion, Jude’s is hardly the tragedy of Tess driven to Alec for want of money for her family. Jude has the energy of a self-supporting artisan, and if working conditions bring him down into illness, they do so in combination with other factors in his life. Nevertheless, there is in the novel a powerful sense of being excluded from something. One source in Hardy may have been his dread of being excluded, not so much from college-hall and parsonage, but from the hall of the Muses, namely the vocation of being a poet. It was a bitter experience for him to give up his poetic ambitions early on, first for architectural work. Even his novel writing, he claimed, was a long delay of returning to being a full-time poet which he felt he could not afford to do until after writing Jude, when also the storm over the novel gave him the excuse he needed. His ‘bitterness’ at the bad Spectator review of his first novel was perhaps due to the threat of a door being shut to the world of literature: ‘at the time he wished that he were dead’.15

Another source of exclusion may be Hardy’s increasing sense over the years of the decline of the rural stabilities celebrated in Under the Greenwood Tree, though under assault even there. Because of his own development and because of the changing society, Hardy could not go home again to the world he once knew, even though he tried his best in building his home, Max Gate, in Dorchester. There is a large body of scholarship which discusses Hardy’s portrait of the decline of a cohesive rural culture into a modern dehumanized transient society, of which Jude is a double victim, without community yet also burdened by laws and customs retained from a world no longer in existence.

Another motive for the sense of being excluded in the novel is a sexual one. One source of the novel is Hardy’s memory of a lost girl friend, Tryphena Sparks (see Preface note 1). In addition, the novel resonates with fragments of Hardy’s poem ‘A Broken Appointment’ (c. 1893), 16 with its first refrain, ‘You did not come’: ‘She did not come… why should she not come?… But she did not come’… ‘She did not come’. Here, the letter of the law is the letter of Sue’s refusal of Jude. Again, this is a powerful motive, but it is surprising to base such a huge novel on this lyric and personal theme alone – and clearly Hardy does not mean this to be the only basis.

Nevertheless the sexual theme suggests a psychological letter of the law: the letter of Sue’s frigidity. ‘She was born with the vital female atrophied in her’ according to D. H. Lawrence’s passionate argument.17 Her frigidity entangles three men, causes the death of two and the moral corruption of a third.

In his revisions to the 1912 edition, Hardy deliberately altered Sue to meet the charges of frigidity. In his 1912 Postscript, Hardy noted a critic’s view that Sue ‘was the first delineation in fiction of the woman who was coming into notice in her thousands every year – the woman of the feminist movement – the slight, pale, “bachelor” girl – the intellectualized, emancipated bundle of nerves that modern conditions were producing, mainly in cities as yet: who does not recognize the necessity for most of her sex to follow marriage as a profession’. There is a large body of scholarship on Sue as an example of the ‘New Woman’ of the 1880s and 1890s.18 Ibsen is a primary source; Hardy saw his Hedda Gabler twice, and noted the epithet ‘Ibscene’ which may then have suggested the parody title, ‘Jude the Obscene’ (see Appendix I note 1). The key novels of the ‘New Woman’, by Olive Schreiner (1855 – 1920), Sarah Grand (1862 – 1943), George Egerton (1859 – 1945), Iota (K. Caffyn, d. 1926), Grant Allen (1848 – 99) and others, were all in Hardy’s library, several with markings by him. In a letter of 16 February 1895, Hardy congratulated Grant Allen on his novel, The Woman Who Did (1895), owned by Hardy (Maggs Bros. catalogue 1938): ‘The great stroke of the tragedy to my mind is the daughter’s revolt… my poor heroine learns only by experience what yours know by instinct.’19

Appropriate as this tradition is for understanding Sue, there is some sense of Hardy’s latching on to a popular theme in his ‘Postscript’ defence for a character he had experienced long before the period of the ‘New Woman’. Sue is in a line with Hardy’s earlier portrayals of heroines challenging the sexual stereotype (see Ingham). Also, Sue is modelled partly after Hardy’s beloved sister, Mary, also Tryphena (his cousin and perhaps his well beloved), as well as Florence Henniker (1855 – 1923), society lady and novelist, the subject of ‘A Broken Appointment’ and Hardy’s ambiguous romance in the 1890s. Thus, Sue’s full name is Susanna Florence Mary Bridehead. Another possibility is that Hardy is pioneering a characterization of a person which has only begun to be described in recent years, in studies concerned with hyperactivity and attention deficit. Sue is thus distractible and unfocused in her sexuality. In the first book edition (1895), here reprinted, Hardy accentuated these characteristics. Hardy may have been pioneering a new character insight which our critical vocabulary, fixating on ‘frigidity’, has been unable to describe.

If there is any sexual villain in the novel, it is either Arabella or Phillotson. Phillotson betrays his own good nature and takes advantage of Sue’s superstitious panic about the bonds of marriage in order to get her back into his house, and bed. But he is a befuddled villain, indeed more a woolly minded schoolteacher than a calculating seducer and manipulator of religious conventions. If he is the agent of the killing letter, the deeper villain is the marriage law or convention or religion or something which uses Phillotson to ruin Sue.

There is much to defend in Arabella. Interestingly, Hardy’s earliest surviving note (1888) in preparation for the novel was: ‘Rachel H—, and her rich colour, and vanity, and frailty, and clever artificial dimple-making. [She is probably in some respects the original of Arabella in Jude the Obscure.]’20 D. H. Lawrence’s provocative claim that Arabella ‘was, like Eustacia, amazingly lawless, even splendidly so’ at least acknowledges in Arabella an energy not to be controlled by the letter of the moral law.21 In some ways, Arabella is more victim than victimizer. Hardy indeed struggles in his revisions to keep her from being the melodramatic villain. Jude early complains to Arabella that she pushed him towards marriage before he was ready, and she replies: ‘What ought I to have done?’ This is one of those points where Arabella’s position becomes more defensible, and also where a deeper rage in the novel reveals itself, rage not so much at marriage laws, but at the ‘law’ of a Schopenhauerian universe (in combination with man-made laws) where the battle of the sexes sometimes overrides the individual’s welfare.

So perhaps we need to look elsewhere, to the deeper conditions of life, the deeper laws that kill, the law of the jungle, the war of the sexes, the law of the survival of the fittest. Arabella struck when she had the chance, she played the game, she observed the letter of sexual warfare. Jude is led by the erotic in himself to make a bad marriage. Sue talks about ‘that inborn craving… to attract’ which involves her, half willingly, in the game of the sexes. Phillotson follows his repressed sensual nature in pressing his advantage with Sue. Women are ‘The Weaker’ and bear ‘the penalty of the sex… while the inexorable laws of nature remain what they are’. And men ‘have run out of their wits for women, and become servants for their sakes’, as in the Esdras epigram to Part First. Jude speaks of the fatal effect of the ‘artificial system of things, under which the normal sex-impulses are turned into devilish domestic gins’. The Schopenhauerian immanent will blindly urges its ways through the appetites and decisions of victimized humans.

Yet in all these cases the characters retain some freedom and choice whether to follow the laws of the jungle to the bitter letter. Also, the sexual plot is not necessarily binding, especially with the new divorce laws, and can become a ‘liberal education’. Despite Arabella, Jude proceeds to Christminster as an only slightly tarnished Dick Whittington, and eventually will have a sexual union with Sue, which becomes tragic for other reasons.

Another form of law, in Jude’s case, is genetic inheritance. Thus, his family is supposedly unfit for marriage. In his letter to Clodd in November 1895 Hardy says: ‘Owing, I suppose to the accident of its appearance just after the sheaf of purpose-novels we have had lately on the marriage question, – though written long before them – some of the papers class mine with them – though the case of my people is one of temperamental unfitness for the contract, peculiar to the family of the parties.’22 And to Gosse on the same day, Hardy wrote that the novel is concerned first, with the university theme, and ‘secondly with the tragic issues of two bad marriages, owing in the main to a doom or curse of hereditary temperament peculiar to the family of the parties’. Sometimes Hardy interprets such heredity as low biology – or high fate as when Jude says: ‘It makes me feel as if a tragic doom overhung our family, as it did the house of Atreus.’

A related theme in the novel is the theme of the incest prohibition, that Jude and Sue’s tragedy is that they are cousins, and cursed by the biological law against inbreeding. Jude and Sue are often compared to incestuous couples, such as Shelley’s Laon and Cythna. The novel struggles to find the right word to describe Sue and Jude’s relation, cousins, lovers, comrades, friends. The marriage of cousins had long been a staple in English literature, but as genetic awareness increased in the nineteenth century, such marriages became more controversial. ‘It was not well for cousins to fall in love’, Jude thinks. The unfitness of the Fawleys for normal marriage may be that they are torn between being too intimate (incest) and not being intimate enough (abandonment). Their intense unions and bitter separations evoke the Gothic romance of Emily Brontë’s Heathcliff and Catherine. Not for them is the serene familial eros of Jane Austen’s Fanny and Edmund.

A variant of the hereditary theme is that Jude and Father Time belong to a new generation unfit for life, a ‘victim to the spirit of mental and social restlessness that make so many unhappy in these days’: ‘The doctor says there are such boys springing up amongst us… He says it is the beginning of the coming universal wish not to live.’

But perhaps the most credible law of the universe invoked in the novel is simply that which decrees the painful opposition between desire and reality, between instincts and civilization, between human welfare and the harshness of life. In his November 1895 letter to Gosse, Hardy said: ‘The “grimy” features of the story go to show the contrast between the ideal life a man wished to lead, & the squalid real life he was fated to lead.’23 But this theme is universalized out of Jude’s particular social context to cover all human beings who suffer. Thus Hardy’s Preface speaks of ‘the tragedy of unfulfilled aims’. ‘Cruelty is the law pervading all nature and society’, says Phillotson, echoing an important conversation between Sue and Father Time:

‘O why should Nature’s law be mutual butchery!’

‘Is it so, mother?’ asked the boy intently.

‘Yes!’ said Sue vehemently.

The letter of this law is that one’s dreams are often betrayed, that learning often comes with pain and difficulty, that one must labour for one’s keep, that one experiences hurt and loss, that one dies. Thus in I, II, Jude does not want to grow up. We are over-evolved, victims of a ‘development of emotional perceptiveness’ which dooms us to pain. Hardy’s most ringing clauses echo this law: ‘nobody did come because nobody does’, a clause which subsumes the historical tragedy of social injustice under the universal tragedy of missed connections.

Because of Hardy’s insistence on this universal law, Edmund Gosse posed his famous question: ‘What has Providence done to Mr. Hardy that he should rise up in the arable land of Wessex and shake his fist at his Creator?’24

But against such charges, Hardy insisted that his theories of the universe were merely ‘personal impressions’ (Preface) not to be taken literally. Indeed, Hardy’s persistent disclaimers lead to the hypothesis that another candidate for the letter of the law is: literalism itself, taking things literally, literal reading not just of religious law, but of any ‘crystallized opinion’. Because Sue spoke ‘vehemently’ to Father Time and because he took her literally, he murdered his siblings and hanged himself. As Sue says, ‘I said the world was against us, that it was better to be out of life than in it at this price; and he took it literally.’

Which letter of the law then is Hardy attacking? One answer is: all of the above, and none of the above. Hardy’s passionate sense of hurt strikes out like a loose cannon, and hits every target, and no target. His novel is a curious combination of definiteness, the scream of the prophet, and ambivalence. Thus critics have critiqued his incoherence, and yet said it allows for great art.

If Hardy does not take his formulas literally, how does he take them at all? We may be led by Hardy to a postmodern suspension of interpretation and its replacement by questioning the possibility of meaning itself. Yet there is some awkwardness in applying postmodern relativism to Hardy, who somehow remains too rooted in certainties or distinctive uncertainties which might be called late Victorian. We can still ask what it is that for Hardy exists outside the letter of the law, and the letter of his formula. Whatever these things are, they lead easily to the various crystallizing formulas we have described which then must be distinguished from the things which are their source. What are these things?

I think the answer comes when we return to what Hardy did when he prepared to write the novel. He reread his Bible, and where he made markings in the 1860s, he now made markings in 1894 just as he was beginning Jude. The key parts of the Bible which influenced Hardy were the Book of Job, along with Ecclesiastes, and Paul’s Epistles to the Corinthians, and together they confirmed for Hardy that the two things outside the letter of the law were suffering and mercy.

‘Pain has been, and pain is: no new set of morals in Nature can remove pain from the past and make it pleasure… And no injustice, however slight, can be atoned for by her future generosity.’25 Irrespective of how the causes are interpreted and the laws formulated, the stubborn fact remains that people suffer. Jude longs to find a confidant in the musical composer ‘for he must have suffered, and throbbed, and yearned’. The word ‘suffer’ is used twenty-four times in the novel. In a November 1895 letter, Hardy wrote to Gosse: ‘As for the story itself, it is really sent out to those into whose souls the iron has entered, & has entered deeply, at some time of their lives’, and on the same day to Florence Henniker: ‘The tragedy is really addressed to those into whose souls the iron of adversity has deeply entered at some time of their lives, & can hardly be congenial to self-indulgent persons of ease & affluence.’26 The biblical theme also connects with the classical theme, to which Hardy alludes, that it is better not to be born. But here the paradox of this apparently anti-religious novel is that Hardy found increasing inspiration in biblical sources.

The key influence on the theme of suffering was Job. Hardy wrote ‘1868 – 71’ next to Job 12: 4, and he returned to Job when he revised Jude. Where in his first manuscript and serial versions he had opposed Jude’s cursing to Job’s submission, in the first book edition he paralleled Jude’s suffering to Job’s, and inserted Job’s speeches into Jude’s last words: ‘Wherefore is light given to him that is in misery, and life unto the bitter in soul?’, one passage among many which Hardy marked in his Bible. Eliphaz, an adviser of Job, tries to dismiss the problem of unjust suffering and defend to Job the letter of God’s justice: ‘Remember, I pray thee, who ever perished, being innocent?… they that plow iniquity, and sow wickedness, reap the same’ (4: 7 – 8); and Job replies: ‘Teach me… to understand wherein I have erred. How forcible are right words! but what doth your arguing reprove?’ (6: 24 – 5; Hardy marked the last question in his Bible). Thus Hardy increased the parallels of Jude and Job in the first book edition. From the earliest manuscript versions, he had already incorporated several parallels of Jude and the Jesus of the passion scenes. One difference is that Jude will die at age 30, without getting his public years; and that he will die in his familiar Capernaum (trapped in the place Jesus left). ‘What a poor Christ he made’, Jude says at one point, forgetting that ‘poor Christ’ is not necessarily an oxymoron.

It was because of his raw emphasis on suffering that Hardy rejected the biblical notion which he had accepted as late as Far from the Madding Crowd, that suffering is a training of the soul, a purgatorial refinement, a testing and maturing of the spirit. At least Hardy rejected its superficial versions, for example, the ‘devotional motto that all was for the best’. There is a cheap way of saying this, and an earned way; but Hardy was also very wary of the earned way. He put St Paul’s theory of purgatorial testing, ‘saved as by fire’, into the mouth of the minister who remarries Sue and Phillotson; and Hardy clearly disassociates himself from the self-punishment Sue takes on in order to repent of what she decides is her sin. Whatever one’s view of the ultimate validity of the spiritual development principle, it is easy to see how the principle can become a new letter of the law, a new rationalization, a new justification of suffering, a new way of saying what Job’s advisers keep telling him, that if he is suffering, it must be his fault: in other words, a new letter of the law that ‘happy is the man whom God correcteth’, as Job’s legalizing adviser puts it (5: 17). And Job keeps responding: I am suffering, period; there is no explanation. In insisting on this dimension of Job, Hardy is not unlike someone very different, Kierkegaard, with his notion of the absolute absurdity of Job’s pain.

If suffering is the first thing that is outside the law, the second thing is mercy, which is very close to the Pauline vision. In a November 1895 letter, Hardy said to Florence Henniker: ‘Though not a novel with a purpose, I think it turns out to be a novel which “makes for” humanity – more than any other I have written: an opinion that will probably surprise you’; and the next day he wrote that Jude promoted ‘the inculcation of Mercy, to youths & girls who have made a bad marriage, & to animals who have to be butchered’.27 Charity for Hardy was, of course, not just a Christian notion. In his revisions, for example, he changed the phrase, ‘Christian charity’, to ‘natural charity’ and ‘charity, Christian or heathen’.

There are curious moments of charity, or mercy, in Jude the Obscure, minor moments when the law you expect to be enforced is suspended, and in the interval something kinder enters, a mercy of some kind. When young Jude loses his job with Farmer Troutham, Aunt Drusilla relents and says ‘There! don’t ye look so deedy’ (and she quotes Job); the policeman, ‘to do that official justice’, overlooks Jude’s unsafe driving while reading his books; the Shaston circus people rousing to the defence of Phillotson’s ‘natural charity’ are reminiscent of similar generous types in Dickens’s Hard Times; Jude and Sue have many moments of joy together as they go from town to town making their Christminster tea-cakes. There are moments of human spontaneity, of joy and natural vitality (simple things like Jude springing up ‘like the natural boy’ just after the passage about not wanting to grow up), moments of communication and humour, which make this novel continuously invigorating in spite of its tragedy. There are constant chance exceptions to the various letters of the law. Jude and Sue’s spontaneous kiss, rather than some metaphysical challenge, hastens the destruction of Jude’s religious faith which has become ‘materialized in the fact’, in the letter of the law which would condemn such.

These moments of mercy, where we might say that Hardy has mercy on the reader, or that life has mercy on Jude, build into the late Pauline dialogue of the book. Jude says to Sue: ‘But is there anything better on earth than that we should love one another?’, with which Sue legalistically argues: ‘It depends on the sort of love; and yours – and ours – is the wrong.’ Here the stakes are laid out most clearly, one religious notion of love which imposes requirements, and another religious notion of love which is outside requirements. In Jude’s penultimate conversation with Sue, she compliments him and says: ‘Every successful man is more or less a selfish man. The devoted fail… “Charity seeketh not her own.”’ And Jude replies: ‘In that chapter we are at one, ever beloved darling, and on it we’ll part friends. Its verses will stand fast when all the rest that you call religion has passed away!’

Hardy attacked the ways that religion, and any other system, can become a letter of the law that kills; and yet he repeatedly returns to the Pauline formula which makes Charity supreme as the norm by which all else is measured. In seducing Jude the , Arabella violates charity; in leaving Jude, Sue violates charity; in taking Sue back, Phillotson violates charity; in multiple ways the Church, the class structure, the educational system and the economic system violate charity. And we fail in charity in not reaching out to the Judes of this world. Suffering and mercy are Hardy’s two great principles, and they stand as his great late Victorian alternatives to the Letters that Kill.
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A NOTE ON THE HISTORY OF THE TEXT

The stages of the writing of Jude the Obscure can be well documented. On the basis of the materials available, we can see the stages of the text, from the ur-Jude discernible in the manuscript to late revisions Hardy made in his copy of the Wessex Edition perhaps as late as 1925. The physical materials we have are: the manuscript at the Fitzwilliam Museum, Cambridge; the serial publication in Harper’s magazine; the proofs for the first book edition published by Osgood, McIlvaine; the first edition itself; and subsequent editions. Some of these materials are complicated: the manuscript shows various kinds of corrections, as do the proofs. So we need to separate out the various stages of the development of the novel.

The first and earliest stage can be gleaned from the few fragments still discernible in the deleted ms., under the deletions made in black ink. In this version of the story, Sue, not Mr Phillotson, is the one Jude first seeks in Christminster.1 Her childhood history includes the death of her parents and her being adopted by a Provost of a Christminster college. Phillotson’s first name is ‘Luke’, while Little Father Time is named ‘Ancient’. The last sentence focuses on Arabella’s triumph over Sue: ‘“She’s never found peace since she left my man’s arms”, said Arabella triumphantly.’

The next stage is represented in the fair ms. that remains after the black ink deletions and corrections. The ms. contains strong anti-religious language later toned down, for example Jude’s ‘doubt if I am even a Christian’, his attack on Sue’s ‘senseless mysticism which has led you on to a sickening degradation’, his statement, ‘Supernaturalism, supernaturalism, what vices & crimes you’ve to answer for.’ The ms. also has strong anti-marriage language also later toned down, for example Sue’s definition of marriage as manufactured ‘by chaining people together’and the passage, ‘for a man and woman who don’t love each other to live on intimate terms is adultery’. Jude  (in the early pages ‘Jack’ with various surnames) speaks of ‘legalized prostitution’and the ‘code which makes cruelty a part of its system’.

In the ms., Sue is a warmer and less nervous character than in later versions; she is ‘affectionate’, passionate rather than nervous, tender rather than an epicure, with an ‘arch’ humour; she comes forward ‘impulsively’ to be kissed, rushes into Jude’s arms ‘with an uncontrollable impulse’ and speaks in ‘hurt’ not ‘cut’tones; ‘the bare woman was revealed, her face flushed with gladness’.

Arabella is a little more humanized: ‘I wish I had never come back from Aldbrickham. ’Tis horrid to have no place of one’s own’, a remark changed to something more callous in later versions, as for example the serial’s ‘’Tis horrid to have not enough young men to play ’em off against one another.’

Phillotson, replacing Sue as Jude’s early focus, would be written into the early chapters of this version, only after the first eleven chapters of the cancelled version were completed.2 In the ms., he is a more simple, beaten man, whose ‘convictions were nearly thrashed out of him’ by his experience with Sue.

According to Hardy’s preface to the novel, ‘the narrative was written… at full length, as it now appears, from August 1893 onwards into the next year; the whole, with the exception of a few chapters, being in the hands of the publisher by the end of 1894’. At the end of the manuscript, Hardy appended the date ‘March. 1895’ by which time the ‘few chapters’ were finished. In July 1894, Hardy had finished at least through II, V, since Part II, I – V were mailed to the publisher in that month (according to a note in ms.).

The next stage can be discerned in the serial version. We cannot say that all of the serial is later, however, than all of the ms., because Hardy continued to work on the serial at the same time that he was finishing the ms.

Hardy had entered into a serial publication agreement with Harper’s in December 1893. In April 1894, Hardy proposed to Harper’s that the serial be withdrawn because of the direction the story was taking, but he was turned down. Agreeing to bowdlerize, Hardy reported in September 1894 that he had ‘the serial story in hand’. Since the serial began publication in December 1894 and Hardy dated the conclusion of his ms. ‘March. 1895’, it would appear that through March he was revising the first twenty-one chapters to be published in serial form, while also finishing and revising the remaining ms. for book publication. Committed then to finishing the ms. while bowdlerizing it from beginning to end, Hardy needed to keep in mind which were serial revisions and which were final ms. revisions. So he made the serial revisions in blue (and some green), and kept reminding himself with notes in the ms. that such revisions were ‘for serial publication only’. In February 1895, Hardy wrote Grant Allen: ‘I wish I could send you the real copy of the story I have written for Harper’s, as the form in which it is appearing there is a conventionalized one, in several points’; and to Sir George Douglas in March: ‘don’t read it in the Magazine, for I have been obliged to make many changes, omissions, & glosses. It will be restored to its original shape in the volume.’ ‘At the end of the summer at Max Gate he was “restoring the MS. of ‘Jude the Obscure’ to its original state”.’3

The serial version was published in Harper’s New Monthly Magazine (December 1894–November 1895) in London and New York, and the first instalment entitled The Simpletons but thereafter Hearts Insurgent.

The serial is famous especially for Hardy’s bowdlerizing of his original sexual references. The sexual relation of Sue and Jude is omitted, and they are merely cousinly friends; their children are adopted. The serial approaches the question of marriage between the two cousins only when Sue’s religious conversion makes that marriage impossible for her. Thus, Sue’s motive for clinging to Jude is weakened, the radical liberalism of Phillotson’s letting her go to Jude is omitted, the full motive for her anguish at the children’s death is muted, her extreme self-punishment for having left Phillotson is puzzling and the full horror of her return to Phillotson is diminished. It is also somewhat mysterious why Jude would marry Arabella, why Jude and Sue aroused such scandal and why Phillotson’s motives in remarrying are sordid. The serial finds it hard to justify the novel’s plot.

In addition, the serial omits Arabella’s pregnancy trick in favour of the ‘letter-from-fictional-lover’ trick. The serial also omits Arabella’s pulling Jude down on the sod, and playing with the egg in her bosom; several vivid details from the pig-killing episode; the undergraduate’s proposal that Sue live with him in London; the Training-School student’s seduction (in serial a ‘mishap’); Jude’s sleeping with Arabella later in the novel, and their cohabiting as part of Arabella’s remarriage plot; the physical nature of Sue’s distaste for Phillotson; Jude’s proneness to women and drink; Vilbert’s late move on Arabella while Jude lay dying. When Arabella is hungering for a man, the serial will let her ‘think’ about it, but not ‘dream’ about it. Phillotson is not allowed to undress in the window-leap scene. The ‘facts of life’ Sue wished she had told Father Time are not about sex.

The next stage of the novel can be discerned in the proofs for the first book edition published by Osgood, McIlvaine. ‘About the end of August… he sent off the restored copy to the publishers.’ Proofs quickly arrived and are dated between 2 September and 1 October 1895. Hardy wrote to William Archer in October 1895: ‘on the first of November the book will be out as written originally.’ But Hardy in fact added changes to the original ms., including revisions in some of the changes made for the serial. The proofs include first proofs (missing, however, for the first half of the novel) and second proofs or revises.4

In the proofs, then, we can discern the next stage of the novel. This version adds not only to the serial but also to the ms. in strengthening the sexual material. Arabella’s unbuttoned gown and bodice is portrayed. Sue is now a more sexual being, Jude’s ‘lover’; they kiss now instead of clasp. The sexual problem between Sue and Phillotson is clearer, Phillotson sees Sue’s premarital sex as a liberal education and Jude sees himself as her ‘seducer’. In this more sexually frank context, Phillotson is made more devious and repellent, more calculating and ‘evasive’, a characterization developed fully in the revisions to the proofs; the proofs add a third child to increase the horror. Similarly, the proofs begin the complication of Sue’s character, now ‘vivacious’ rather than ‘affectionate’, ‘in a nervous quiver’ rather than passionate, and her ‘natural elusiveness’ changed to ‘the elusiveness of her curious double nature’. This complication will be completed in the alterations made to the proofs.

However, though the proofs restore the sexual material, they mute some of the anti-religious sentiments which had persisted from ms. to serial. If in ms. and serial Jude had ‘been doing what Job was afraid to do’, now Jude’s complaints are likened to the biblical complaints of Job. Jude’s ‘grin of bitterness’ in ms. is now a ‘grin of some sort’. Also into this version Hardy puts his title and part epigraphs, for example, ‘The letter killeth’ and the Esdras quotation which reinforce religious parallels; the Milton quotation which attacks the letter of marriage law but from a religious source; the Esther quotation for Part Sixth is admittedly ironic (but see Introduction, above).

In this version, Hardy also divides the story into six parts, with their epigraphs, and associates the parts with a special place. He also moves the long description of Shaston to the beginning of Part Fourth.

The next stage can be discerned in the alterations which Hardy made to the proofs and revises (though, again, the original proofs for the first half are missing). This version continues the change of Sue into a more skittish, nervous, creature, with a forced manner, more theatrical with a ‘tragic contralto note’ and knowing her attractiveness, ‘with aberrant passions’. A second important change is further to complicate Phillotson, led by ‘his own physical wishes’, but with a repressed sexual excitement and ‘amative patience’, ‘for desire was renascent in him’, who now acts ‘advisedly’.

Subsequent stages of the novel are easier to trace since they correspond to the published editions of the novel.

These include the first book edition, published by Osgood, McIlvaine in November 1895 with a new title, Jude the Obscure, and postdated 1896: a one-volume edition, reflecting the phasing out of the more expensive three-volume format used for several of Hardy’s earlier novels. The book was published as the eighth volume of Osgood, McIlvaine’s Wessex Novels, the first complete collected edition of Hardy; it was also published by Harper and Brothers in America with Americanized spelling and other minor variants. The book edition shows that some minor changes were made to the corrected proofs. This is the version reprinted in this edition.

Next, the 1896 Tauschnitz continental edition shows some minor revisions.

Next, the 1903 Macmillan Uniform edition, based on the 1895 first edition, corrected some inaccuracies, and bowdlerized the pig’s pizzle scene a little. However, Arabella is changed from a ‘female human’ to a ‘female animal’.

Next, for Macmillan’s Wessex Edition of 1912, Hardy revised a copy of the Uniform edition to provide printer’s copy and thus kept the 1903 changes. In addition, there is some return to the warmer Sue of the ms. version. Though Sue is ‘perverse’, and with a ‘troublousness’ rather than ‘tearfulness’ in her tones, she shows more passion in her ‘close and long kiss’ of Jude, owns that she likes being kissed, is no longer ‘cold’, can say ‘I do love you’, and her physical revulsion to Phillotson is tempered. Arabella is made more sensuous (if that is possible): her ‘low, fierce tone’ is now a ‘low, hungry tone’, she lights a cigarette ‘with ministering archness’, her ‘fierceness’ becomes ‘covetousness’. Phillotson is made a trifle more manipulative, as he decides to act under a heartless code now called ‘artificial’ rather than ‘cultivated’.

Various stylistic and historical corrections are made, as will be evident in the notes. St Luke’s Church, where Sue’s father had worked in Christminster, is changed to St Silas’s Church, the same church to which she returns late in the novel.

Subsequent stages, or editions with minor changes, include Harper’s 1912 ‘Autograph Edition’ (New York), based on the revised Wessex Edition, and Harper’s 1921 Anniversary edition.

In addition, Hardy made two corrections in his copy of the 1912 Wessex Edition, now in the Dorset County Museum. On the front flap is written (but the date is barely legible): ‘Corrections (not sent anywhere Sept 1925[?]).’

All of the variations described here have been signalled in the notes to this edition.

The present edition, in line with the general policy of the Penguin Classics Hardy, prints the first volume edition (1895). Only obvious errors are silently emended; original punctuation and accidentals are retained. The 1912 Postscript is included as Appendix I.

Notes

1. This was first made clear by Patricia Ingham, ‘The Evolution of Jude the Obscure’, Review of English Studies, n.s. 27 (1976), 27 – 37, 159 – 69.

2. Ibid, p. 161.

3. Life, 279, 287 – 8; Collected Letters, II, 63, 68 – 9, 70; Life, 286.

4. See S. Gatrell, Hardy the Creator, A Textual Biography (Oxford: Oxford University Press, 1988), pp. 157 – 64, 254 – 5.
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PREFACE

The history of this novel (whose birth in its present shape has been much retarded by the necessities of periodical publication) is briefly as follows. The scheme was jotted down in 1890, from notes made in 1887 and onwards, some of the circumstances being suggested by the death of a woman1 in the former year. The scenes were revisited in October 1892; the narrative was written in outline in 1892 and the spring of 1893, and at full length, as it now appears, from August 1893 onwards into the next year; the whole, with the exception of a few chapters, being in the hands of the publisher by the end of 1894. It was begun as a serial story in Harper’s Magazine at the end of November 1894, and was continued in monthly parts.

But, as in the case of Tess of the D’urbervilles, the magazine version was for various reasons abridged and modified in some degree, the present edition being the first in which the whole appears as originally written. And in the difficulty of coming to an early decision in the matter of a title, the tale was issued under a provisional name – two such titles2 having, in fact, been successively adopted. The present and final title, deemed on the whole the best, was one of the earliest thought of.

For a novel addressed by a man to men and women of full age; which attempts to deal unaffectedly with the fret and fever, 3 derision and disaster, that may press in the wake of the strongest passion known to humanity, and to point, without a mincing of words, the tragedy of unfulfilled aims, I am not aware that there is anything in the handling to which exception can be taken.

Like former productions of this pen, Jude the Obscure is simply an endeavour to give shape and coherence to a series of seemings, or personal impressions, 4 the question of their consistency or their discordance, of their permanence or their transitoriness, being regarded as not of the first moment.

T. H.

August 1895
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