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TESS OF THE D’URBERVILLES



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, found employment with another architect, Arthur Blomfield, 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 By 1867 he had returned to Dorset to work as Hicks’s assistant and began his first (unpublished) novel, The Poor Man and the Lady.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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Tim Dolin

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 serialized in 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
	Parti 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 Laughingstock and Other Verses.

	1910
	Awarded Order of Merit, having previously refused a knighthood.

	191–13
	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.






 




This map is from the Wessex Novels Edition, 1895–6



BIBLIOGRAPHICAL NOTE

The following abbreviations are used for texts frequently cited in this edition.







	Biography
	Michael Millgate, Thomas Hardy: A Biography (Oxford and Melbourne: Oxford UniversityPress, 1982)

	Collected Letters
	Richard Little Purdy and Michael Millgate (eds.), The Collected Letters of Thomas Hardy, 7 vols. (Oxford: Clarendon Press, 1978–88)

	Cox
	R. G. Cox (ed.), Thomas Hardy: The Critical Heritage (London: Routledge and Kegan Paul,1970)

	Firor
	Ruth A. Firor, Folkways in Thomas Hardy (New York: A. S. Barnes and Co., 1962)

	Gatrell
	Simon Gatrell, Hardy the Creator: A Textual Biography (Oxford: Clarendon Press, 1988)

	Grindle and Gatrell
	Juliet Grindle and Simon Gatrell (eds.), Tess of the d’Urbervilles (Oxford: Clarendon Press,1983)

	Laird
	J. T. Laird, The Shaping of `Tess of the d’Urbervilles’ (Oxford: Clarendon Press, 1975)

	Life
	Thomas Hardy, The Life and Work of Thomas Hardy, ed. Michael Millgate (London: Macmillan, 1984)

	Literary Notebooks
	Lennart Björk (ed.), The Literary Notebooks of Thomas Hardy, 2 vols. (London: Macmillan,1985)

	Mitchell
	Sally Mitchell (ed.), Victorian Britain: An Encyclopaedia (New York: Garland, 1988)

	OED
	James A. H. Murray et al. (eds.), A New English Dictionary on Historical Principles, 10 vols (Oxford: Oxford University Press,1884±1928)


	Personal Notebooks
	Richard H. Taylor (ed.), The Personal Notebooks of Thomas Hardy (New York: Columbia University Press, 1979)


	Personal Writings
	Harold Orel (ed.), Thomas Hardy’s Personal Writings: Prefaces, Literary Opinions, Reminiscences (New York: St Martin’s Press, 1966)



	Purdy
	Richard Little Purdy, Thomas Hardy: A Bibliographical Study (Oxford: Clarendon Press, 1954)




INTRODUCTION

(New readers are advised that this Introduction makes the detail of the plot explicit.)

When Tess of the D’Urbervilles appeared in early December 1891, its ‘scandalous notoriety’ among some readers and impassioned popularity among others made Hardy financially secure and confirmed his stature as one of the major writers of the nineteenth century.1 The passage of the United States Copyright Bill had guaranteed an income from the American serialization in Harper’s Bazar and from the subsequent book publication without risk of piracy, and Hardy’s publishers scrambled to reprint the novel. Readers, reviewers and the author himself responded to the heroine as if she were a real person capable of change through time. To one correspondent who wrote in her praise, he answered: ‘I am so truly glad that Tess the Woman has won your affections. I, too, lost my heart to her as I went on with her history.’2 The sharply divided reactions to the book focused on the heroine and on the claim made by Hardy’s ‘exasperating’ (and exasperated) subtitle (A Pure Woman), which he had added at the last minute to proofs of the three-volume first edition. In his autobiography, Hardy reported that the Duchess of Abercorn’s dinner guests had been ‘almost fighting across her dinner-table over Tess’s character’. Those who thought the ‘little harlot’ deserved hanging were put in one group; those who pitied her as a ‘poor wronged innocent’ sat in another, together with the Duchess.3

Even before the novel was printed, the rejection of the manuscript on moral grounds by three publishers in a row guaranteed that it would be born into controversy. Accepted in censored form by the Graphic, a family magazine, Tess was dismembered, with three key episodes removed and published separately in two sketches (see Appendix V). These changes necessitated further bowdlerization; and in one scene the heroine’s modesty was rescued at the last minute by the Graphic editor, who insisted that she be transported in a wheelbarrow along a flooded lane, rather than carried in Angel’s arms. Having been forced earlier by publishers to adapt The Woodlanders and A Group of Noble Dames, and frustrated by this ‘piecemeal mode of parturition’, Hardy reacted by turning Tess into a vehicle for attack on ‘the censorship of prudery’. Already in his 1890 article on ‘Candour in English Fiction’, he condemned popular magazines and lending libraries for excluding subjects (especially sexuality and childbirth) deemed incompatible with ‘social forms and ordinances’.4 In the serial version of Tess, which ran from July to December 1891, and yet more so in the subtly revised volume editions, Hardy deliberately and combatively obscured the question of Tess’s purity. As can be seen in Tim Dolin’s history of the text, through successive revisions Hardy complicated motives and compounded contradictions in Tess’s relation to her ‘cousin’ Alec D’Urberville. He complained repeatedly about the mangling of the plot to satisfy ‘the Young Girl’ reader of the Graphic, which obliged him to substitute a mock marriage for ‘the seduction pure & simple of the original MS’.5 The serial version none the less described Tess not as a simple victim, but as a girl made ‘pliable’ by her economic dependence on Alec. The textual evidence indicates that throughout his revisions Hardy intended the tension between Alec’s violation of Tess and her physical compliance to remain unresolved.6 Hardy inserted many traces pointing to Tess’s involvement: she confesses she ‘ought to have seen sooner’ the import of Alec’s attentions; she has stayed on at his estate perhaps a month before deciding she would not become his ‘creature’ any longer (XII). In letters Hardy named her ‘mistake’ a ‘fall’, yet he maintained the ‘paradoxical morality’ that Tess was ‘essentially pure – purer than many a so-called unsullied virgin’.7

Conservative readers were not convinced by his claim. Mowbray Morris, who had already rejected the manuscript for serial publication by Macmillan’s Magazine as having ‘rather too much succulence’, returned to the attack in the Quarterly Review; there he mocked Tess’s behaviour as implausible and immoral, compared Hardy’s descriptions of Tess to ‘a slave-dealer appraising his wares’ (an insight that coincides with more recent accusations of voyeurism), and concluded that he had told ‘a coarse and disagreeable story in a coarse and disagreeable manner’.8 Similarly, R. H. Hutton in the Spectator, although he declared Tess to be perhaps the most powerful of Hardy’s novels, found the heroine’s case weak in those moments of her life when she might be supposed to have had control: her failure to tell Angel of her past, her reluctance to persist in seeking aid from his parents and her surrender to Alec’s importunities and offers of aid to her family at the end. ‘Though pure in instinct, she was not faithful to her pure instinct’, he concluded.9 To such readers, Tess was a text like the vermilion letters painted by a Methodist enthusiast on blank walls around the countryside: too ‘hot’ for comfort.

Once Hardy had reintegrated into the book the censored scene in which Alec carries Tess off into the wood of The Chase and the sequence depicting the baptism and death of Tess’s infant, the structural implications of the debate over Tess’s purity became more apparent in the narrative. Paradoxically, by describing the dismemberment and reassembly of his manuscript in terms that suggested the violation of a body, Hardy’s ‘Explanatory Note’ conveyed the impression that the frankly sexual elements of his novel had been the victim of an atrocity, thus reinforcing the implication that Tess herself had been violently assaulted. When Hardy had restored the ‘true sequence of things’, defenders of Tess’s purity could experience the powerful chain of images to which Tess is linked as yet another victim. The restored scene in Chapter XI, where Tess sleeps amid the leaves of the woods, while the narrator reflects on her ‘feminine tissue … doomed to receive’ the ‘coarse pattern’ of Alec’s lust, and the image in Chapter LVIII of her sleeping body stretched out for sacrifice on the altar at Stonehenge now clearly bracketed recognizable parallels: the horse Prince pierced at night on the road, the legend of the white hart first spared then killed in the forest, the field animals cornered and killed at harvest, the wounded pheasants left to die in a wood and the peasant girls to whom mailed knights of old ‘had dealt the same wrong’.10 The scenes selected for illustration in the serial (about half of which were printed in Harper’s Bazar and the U S edition of the novel) had included three of these moments; they had already highlighted moments of Alec’s aggression, such as their first encounter, when he forces a strawberry into her mouth. The drug Alec pours down Tess’s throat making her sputter and gasp in the 1891 edition also implies that he then rapes her in her sleep. The narrator meditates that the cottagers just awakening at that hour had not ‘the least inkling that their sister was in the hands of the spoiler’ (XI).11 Alec himself admits ‘I did wrong’ and offers to ‘pay to the uttermost farthing’ (XII). Such imagery and language have provided the foundation for readers’ defences of Tess’s purity of intention and the perception that ‘the Woman’s Tragedy’ is due to ‘the tyranny of man … and of social circumstance’.12

Tess has provoked and tantalized readers then and now, in part perhaps because she seems to exceed the boundaries of the language that describes her. In an often-quoted comment, Hardy wrote on 29 October 1891: ‘I am glad you like Tess, though I have not been able to put on paper all that she is, or was, to me.’13 From Tess as naive teenager subject to economic blackmail by her shiftless parents and by an unscrupulous rake; to the proud, angry child-mother of a sickly infant; the reserved yet sensuous woman whose passion for a minister’s son sweeps away her resolve not to marry; the abject, self-mutilating sufferer of her husband’s prudish rejection; and finally the murderess whose passions break through in a brief moment of fulfilment – the seven phases of Tess’s life shape a figure who seems to defy any classification. Physically as well, she conjoins different ‘phases’ of her childhood with ‘bouncing’ womanliness. This heterogeneity was precisely the objection raised by Ellen Moers, who in a 1960s review misguidedly complained that Tess is a patchwork of ‘cultural stereotypes’: ‘Earth goddess, modern woman, doomed bride of balladry, prostitute, Victorian daughter, unwedmother, murderess, and princess in disguise: Hardy’s Tess is surely the all-purpose heroine.’14

The complexity of Tess and of the determining event in her brief life exemplify some of Hardy’s most powerful strategies in the novel: ambiguous definition and multi-layered characterization, the highlighting of interpreters as those who shape meaning, and resistance to narrative conventions about the relationship between events and endings. Each of these strategies is centred on the representation of Tess herself, but each also proliferates into other aspects of the novel. In the winter of 1890, probably when he was thinking about the ‘phases’ through which his heroine passed, Hardy reflected that he was ‘more than ever convinced that persons are successively various persons, according as each special strand in their characters is brought uppermost by circumstances’.15 No doubt Angel overvalues his own flawed vision when he harshly proclaims to Tess after her wedding-night confession why he cannot forgive her: ‘You were one person; now you are another’ (XXXV). Yet in a larger sense that Tess explains in her eloquent letter pleading for his return to her from Brazil, ‘What was the past to me as soon as I met you? It was a dead thing altogether. I became another woman, filled full of new life from you’ (XLVIII). Hardy’s focus on this principle of growth informs his resistance to insular categories and many of his breaks with established plot conventions.

The same drive toward ambiguity and complication visible in Hardy’s treatment of Tess’s violation announces itself even in minor issues of naming. From the first sentence, the narrator offers two names for Tess’s birthplace – the Vale of Blakemore or Blackmoor; in the same scene, the antiquarian Parson Tringham salutes Jack Durbeyfield with an ironic second appellation, ‘Sir John D’Urberville’. In turn, we learn that Alec’s family has usurped the D’Urberville name and crest to displace their original name of Stoke, which might be too well remembered in association with his father’s profits in a dubious trade (and which may remind us of his glowing cigar, or of the steam-driven threshing machinery that forces Tess to work ceaselessly). A forger of his mother’s signature and a self-conscious performer, Alec appears unannounced in a farmhand’s smock amid the burning couch-grass of the Marlott vegetable plots to work with a pitchfork next to Tess, to whom he leeringly names himself the ‘old Other One’; ever generous, even toward the man who represents the ‘tragic mischief in her life, Tess replies, ‘I never said you were Satan’ (L).

Above all Tess herself eludes naming, though she courageously assumes her own identity, the ‘poor wounded name’ of the epigraph from Shakespeare. Hardy actually considered giving her his own name – in which case the novel would have been entitled ‘Tess of the Hardys’. Mocking, teasing or benighted, the men in her life insistently rebaptize her with names such as ‘Coz’, ‘my pretty’ (like the names of two cows), ‘Artemis’ or ‘maidy’. She steadily replies, ‘Call me Tess.’ Having become Mrs Angel Clare in name only, and forced to rely on arduous field labour at a starve-acre farm, she sheds her husband’s surname, reverting to simple ‘Tess’ in order to protect his reputation. In the end Angel (whom his father considers ‘misnamed’) finds her only after a postman hits upon the link between Durbeyfield and D’Urberville, and only after he himself has become simply ‘Angel’.

This difficulty of naming has for Hardy epistemological significance. In the period when he was drafting Tess, Hardy read Plato’s Cratylus and noted somewhat optimistically: ‘A very good way of looking at things would be to regard everything as having an actual or false name, and an intrinsic or true name, to ascertain which all endeavour should be made … The fact is that nearly all things are falsely, or rather inadequately, named.’16 It is not surprising therefore that he refers to the idealist philosopher Immanuel Kant when addressing the question raised by the ‘faithfully presented’ on the title-page: ‘We don’t always remember as we should that in getting at the truth we get only at the true nature of the impression that an object, etc., produces on us, the true thing in itself being still beyond our knowledge, as Kant shows.’17 Appearances and impressions deceive: ‘Nature is an arch-dissembler … nothing is as it appears.’18

The inadequacy of labels and the uncertainty of ‘intrinsic’ meaning provoke a proliferation of interpretations. If the blind Mrs D’Urberville reads with assurance the bodies of her birds to discern their names, diet and state of health, other readings are far less secure. Of the stone pillar at Cross-in-Hand, the narrator notes coolly that it marks ‘the site of a miracle, or murder, or both’, then twice returns to the ‘differing accounts’ given of its ‘history and purport’ (XLIV–XLV); Tess shivers with the ‘petite mort’ at a shepherd’s account of an execution there. Similarly, when the cock crows on Tess’s wedding day straight in the face of Angel, it appears to different dairy-folk to identify him as a cuckold (though the dairyman does not say so outright), to augur the suicidal despair of the milkmaids who loved him in vain or more prosaically to indicate a change of weather. Readers may find an augury that Angel will deny Tess repeatedly, as Peter does Christ.

Equal uncertainty surrounds one of the most threatening omens to foreshadow the destiny of Hardy’s heroine, the legend of the D’Urberville coach.19 Tess’s mother Joan introduces the motif in a wishful aphorism, ‘ ‘tis well to be kin to a coach, even if you don’t ride in en’ (iv). The legendary coach, in which an abduction and a murder were supposed to have taken place, parodically becomes the fashionable dog-cart in which Alec forces his kisses on Tess. A few years later, with a shiver of fear Tess seems to recognize the dilapidated conveyance in which the bridal couple go to church as an uncanny echo from her past, but Angel does not explain to her the legend, or whether seeing the coach signifies death or commission of a crime (or both). On the eve of the Durbeyfield household’s removal from Marlott, Alec appears as a pale rider in a white mackintosh at the very moment when Tess ‘fancied it was a carriage and horses’. Like the fourth horseman of the Apocalypse, he announces the beginning of the end for Tess. When he retells the legend finally, however, the ultimate question, who killed whom, has been lost from memory: ‘in the struggle he killed her – or she killed him – I forget which’ (LI). Such mocking reversibility of responsibility in a murder challenges the assumption that moral judgements can be fixed absolutely and for all time.

These open-ended readings of images and events underscore the central way that the body of Tess invites and defeats readings. Dressed by her mother to obscure her youth, Tess is misread by Alec, who also underestimates her pride and independence. Angel cons ‘the characters of her face as if they had been hieroglyphics’, hoping to detect that her ‘no’ means ‘yes’ (XXVIII). Her melancholy expression puzzles him, ‘as one deciding on the true construction of a difficult passage’, for he cannot grasp her as a being separate from himself (XXXIV). After their mutual confession Angel believes (erroneously, the narrator tells us), ‘her heart was not indexed in the honest freshness of her face’ (XXXV). Although Tess herself seems to read character intuitively, she attracts contradictory and deceptive readings, as Patricia Ingham has argued, not only from Angel and Alec but also from the narrator, who refutes yet reimposes ‘men’s language’ as a measure of her identity.20

One of Hardy’s master themes, then, is the questioning of stereotypes, classifications and conventions that dictate interpretations of human character. Several passages in the nove on condescending social classifications in ‘The Dorsetshire Labourer’. For Tess, Hardy borrowed the discussion of ‘the supposed real but highly conventional Hodge’, a condescending nickname for typical rural workfolk. The falsity of any stereotype of Hodge arises in part from the extension of educational opportunities, the transformation of working conditions by new technologies and the displacement of traditional artisans, when old forms of tenancy lapse. As conditions shift, so do identities.

‘Hodge’, in fact, is above all in this novel the woman worker, Tess, who becomes the touchstone to test schematic misreadings. Freshly arrived at the dairy, Angel must learn ‘to read human nature’ and to differentiate the workers at Dairyman Crick’s farm from ‘The conventional farm-folk of his imagination – personified by the pitiable dummy known as Hodge’. Upon closer acquaintance with the men and women at Talbothays dairy, Angel’s conventional image becomes ‘disintegrated into a number of varied fellow-creatures’ (XVIII).21 Angel’s slow apprenticeship in discrimination starts with his attunement to a ‘fluty’ note in Tess’s voice, when she explains how she separates her body from her thoughts as she contemplates the stars. Yet as he distinguishes her from the young women with whom she works, he projects on to the figure before him idealized types of women, such as Artemis, Demeter or the virtuous woman of King Lemuel. Thus he remains the prisoner of gender and class assumptions. Proudly, to his accusation on their wedding night that she is only ‘an unappre-hending peasant woman’, she responds, ‘I am only a peasant by position, not by nature!’ (XXXV). The tragic distance between Angel and Tess, which springs from his unconscious adherence to the prejudices of his milieu, can close only when he is ready to accept her with all that she has done and been, as an individual, and that moment arrives only when she has surrendered herself to death.

For Hardy the problem of constructing a portrait, a character or a novel merges with the themes of displacement and death, for to fashion an image risks fixing the complex, mutable richness of the individual. Among the many motifs that point us toward this fear of killing into art, the effigy, as an art of the dead or absent (especially in criminal law), evokes the ambiguous status of a representation that marks identity. The effigies in the family vaults at Kingsbere-sub-Greenhill represent the legacy of D’Urberville traits, which we gradually learn include pride, exploitation of the poor and weak, and impulsive, at times criminal, violence. When Tess finally reaches the abbey church at Kingsbere, she discovers those effigies have been defaced by the action of time and civil war, just as the name has been worn away to Durbeyfield. The effigies’ power to represent their originals has been mutilated; their implied reincarnation in Tess can only be partial. Dispersed throughout the phases of her life, the images of the past assume spurious, legendary, mocking forms, such as that of her ‘cousin’ Alec.

The complex issue of shaping Tess’s identity, which the narrator needs to name yet unname, becomes paradigmatic for the creative paradox of description and characterization. To some extent, Hardy suggests, generalization is necessary to all observation: ‘The art of observation … consists in this: the seeing of great things in little things, the whole in the part – even the infinitesimal part.’22 From a distance, the narrator presents an anonymous yet distinctive woman binding sheaves at Marlott, who ‘seduces casual attention’ because she ‘never courts it’, before he announces: ‘It is Tess Durbeyfield, otherwise D’Urberville, somewhat changed – the same, but not the same.’ The theme of sameness in difference is indeed the crux of the aesthetic problem and of Tess’s life. Tess has become ‘a stranger and an alien here, though it was no strange land’ (XIV). Workers may be subsumed into the general by their tasks, when their labour is communal rather than individualized. An ‘alien observer’ visiting Talbothays might recondense into a singular Hodge the dairy-folk as they stoop in a serried line to weed a field (XXII). Tellingly, women are subsumed more into the type than men are: ‘A field-man is a personality afield; a field-woman is a portion of the field; she has somehow lost her own margin, imbibed the essence of her surrounding, and assimilated herself with it’ (XIV).

Often these momentary narrative generalizations assume a remote angle of vision that makes Tess representative. Assuming the long view, the narrator suggests that Tess, having disguised herself by snipping her eyebrows and putting on her oldest clothing, has come to seem ‘a figure which is part of the landscape; a field-woman pure and simple’ (XLII). This tendency to essentialize ‘feminine traits’ was intensified in the first edition of the novel, which introduces phrasing such as ‘feminine’ curiosity or ‘feminine’ hope. Indeed, for some feminist critics one of the more problematic features in the narrator’s voice has been its reductive impetus to define Tess as the quintessence of her sex, more ‘woman’ than the other milkmaids, ‘a whole sex condensed into one typical form’ (XX), or a ‘portion of one organism called sex’ (XXIII). In this ‘condensation’, for example, Penny Boumelha finds ‘the ideological elision of woman, sex, and nature’ that shapes the tragic pattern of Hardy’s work. As Boumelha also observes, however, there is a heightened consciousness of such stylization of womanhood that ‘throws into question the ideological bases’ of the novel’s polarities.23

As a result, the narrative tension between differentiation and generalization has provoked theoretical speculation about the significance of contradictions in the narrative voice. Early readers objected to an inconsistency of register, particularly to vocabulary such as ‘photosphere’ or ‘vitalization’ held to be inconsistent with the character of Tess, understood as a focalizer or as the consciousness circumscribing the narrative. Some recent readers have argued that this inconsistency is, as it were, consistent with a more general focus in the novel on the instability of meaning. Is there more than a single narrative voice – one deeply engaged with Tess’s own perceptions, empathetic and located strategically close to her, and another more detached, more critical and pessimistic, as Simon Gatrell maintains?24 Or is there a mosaic of voices each of which adapts to the local needs of a passage? Michael Millgate has argued that Hardy’s ‘method is not to blend together the disparate constituents of the fiction but to leave them – individual, identifiable – in permanent suspension’.25

Peter Widdowson holds that Hardy’s focus on differentiation and misrepresentation ‘exposes characterization itself as a humanist-realist mystification’.26 Casting Hardy as a modernist, he suggests that in Tess Hardy deliberately juxtaposed multiple registers in cubist fashion, fracturing the plane of vision to ‘defamiliarize’ or estrange the plot. He points to Hardy’s 1890 observation:



Art is a disproportioning – (i.e., distorting, throwing out of proportion) – of realities, to show more clearly the features that matter in those realities, which, if merely copied or reported inventorially, might possibly be observed, but would more probably be overlooked. Hence ‘realism’ is not Art.27



In this view, inconsistency can be understood as a tool of the vraisemblable, as a way to foreground ‘the features that matter’ in the representation of ‘realities’.

Hardy’s understanding of realism in representation is indeed remarkably modern. Responding to J. M. W. Turner’s watercolours exhibited in 1889 at the Royal Academy, Hardy pondered the ‘strange mixtures’ of light and objects through which the artist approximated the effect of the real. ‘Art’, he reflected, ‘is the secret of how to produce by a false thing the effect of a true.’28 Narrative structure was to be a critical tool for achieving the desired effect. One of his letters about Tess explains that he had violated strict notions of unity, precisely in order to achieve an effect of realism. In response to criticism of an apparently unnecessary detail, Hardy disagreed: ‘It would take too long to explain why such apparently irregular modes of narrating are often to be countenanced for reasons of vraisemblance. The truth is that in artistic matters, literary & other, you often best keep the rules by occasionally breaking them.’29

Social scripts, Hardy felt, dictated literary scripts. Weak writers of ‘rigidly good family and rigidly correct education’, he argued, ‘mostly treat social conventions and contrivances – the artificial forms of living – as if they were cardinal facts of life.’30 In Hardy’s view, these artificial forms, which he called the ‘doll’ of English fiction, must be ‘demolished’.31 To do so, he turned to ‘apparently irregular modes of narrating’ that disrupted genre conventions with their precepts of unity of plot and uniformity of tone. Throughout his career Hardy played with the ironic splicing of literary modes, perhaps most obviously in his first published novel, Desperate Remedies (1871), and in his most blatantly feminist novel, The Hand of Ethelberta (1876).

The juxtaposition of romance and melodrama, of comedy and tragedy, creates an effect of discontinuity in form that forces us to reinterpret both character and plot, as we have imagined them in anticipation. In the Talbothays courting days of Angel and Tess, for example, Hardy immerses the couple in transformative mists that encourage their mutual idealization, then disrupts the mood suddenly when they return to the house, where Dairyman Crick is expostulating to old Deborah Fyander for not washing her hands. The sharp narrative turn dissipates the romantic tone and shatters the illusions of any London folk among the readers who might be ignorant of the ‘slovenly ways’ of some milkers. Similarly he follows up a passionate moment in their idyll with a plebeian chapter in which the entire work force goes out to clear a field, because in the dairy’s excellent milk a ‘twang’ of garlic has been discovered. The twang of the real briefly interrupts the transcendent movement of romance; it offers an unheeded warning to Angel and to Tess as well. Et in Arcadia ego – I too am in Arcadia, says Death.

Hardy achieves a similar effect of interrogation by repeating an image of expansive joy in the very different circumstances of alcoholic release. As she crosses the threshold of the Var valley to begin work in the dairy at Talbothays, Tess’s reviving hopes mingle with the sunshine in ‘an ideal photosphere’, preparing us for the ‘luminous gloom’ (XX) of affection that will temporarily envelop and protect her from the wolves of fear and shame that menace her engagement to Angel Clare (XXXI). The couple’s perception of a phosphorescent gleam that illuminates them both is not so very different, it would seem, from the ‘sort of halo, an occidental glow’, that comes over her mother Joan Durbeyfield at the alehouse, enabling her to shut out pressing needs and to see in her defective husband an ideal lover (III). Drink has transformed the villagers sitting there, so that ‘their souls expanded beyond their skins, spreading their personalities warmly’ and gilding their surroundings (IV). At the market town of Chaseborough too, after an evening of drink and dance, ‘however terrestrial and lumpy’ to the uninebriated eye the workfolk might be, to themselves they seemed to soar, ‘themselves and surrounding nature forming an organism of which all the parts harmoniously and joyously interpenetrated each other’, their shadows surrounded by a beatific halo (X).32 Violence, however, immediately follows the scenes of drunken release. And the transfiguration of Angel and Tess by love will have its own gothic sequel in the honeymoon at Wellbridge, when Angel in his conscious hours ruthlessly rejects his wife and in his unconscious hours mourns over her enshrouded body as if she were dead.

It is no accident that this ecstatic rendition of pastoral love should be so shot through with notes of dark admonition, or that the currents of eros and thanatos should converge under an irresistible law. To John Addington Symonds Hardy wrote in 1889: ‘All comedy, is tragedy, if you only look deep enough into it. ‘33 Despite Tess’s clinging to principle, to her vow not to marry after her violation by Alec, she is carried forward by her desire for happiness, by Angel’s insistent coaxing and by the surroundings that ‘impregnate’ them both. She attempts to tell him her experiences, in the face of his condescension, ‘loving satire’, and interruptions. But she is swayed to accept the silence he presses on her by her appetite for joy, ‘as the tide sways the helpless weed’ (XXX). As weeks pass she delays a decision. ‘In reality, she was drifting into acquiescence … every wave of her blood, every pulse singing in her ears, was a voice that joined with nature in revolt against her scrupulousness’ (XXVIII). The drive toward joy, which Freud would call the ‘pleasure principle’, and the desire to preserve this moment of happiness, of ‘perpetual betrothal’, prevent her from speaking as she yields to the tides of life.

Yet here too, in this ‘flux and reflux’, Hardy converts the language of ecstasy into a premonition of loss to come. The imagery of Tess’s surrender turns subliminally against her happiness, threatening her with submersion as if she were Ophelia: ‘Her feelings almost filled her ears like a babble of waves, and surged up to her eyes’ (XXXI). As the water rises, squirts through the weirs and booms in a ‘multitudinous intonation’, Tess fatalistically is ‘carried along … without the sense of a will’; ‘she accordingly drifted into that passive responsiveness to all things her lover suggested’ (XXXII).34 Self-annihilation looms ahead, whether through the suppression of her most significant experience, or through an honest declaration whose price will be her happiness.

Hence the feelings that lift Tess also drown her. Her instinct for self-preservation impels her toward candour and toward self-destruction. Hardy elaborates a Keatsian duality in the courtship, in which ‘the thread of her life was so distinctly twisted of two strands, positive pleasure and positive pain’ (XXVIII). Tess takes refuge from Angel’s entreaties in a willow thicket where she lies moaning on a bed of spear-grass, her ‘palpitating misery broken by momentary shoots of joy’ (XXVIII). The seesawing mixture of pleasure and pain tears her, and alienates her from those who cannot understand her dilemma. The mixture of misery and joy, dark and light, seems the inevitable extension of the uncultivated twilit garden in Chapter XIX, strangely reminiscent of Hieronymus Bosch with its dazzling but malodorous weeds, thistle-milk and slug-slime, the air filled with floating pollen, where the two are first brought together by the thin music of Angel’s harp.

If the imagery of a green world that suffuses the Talbothays romance is idyllic, it is also anti-romantic. Where opposites touch they become entangled or suspended momentarily in equilibrium, but not (as Coleridge would have it) reconciled. Tess’s oscillation between joy and agony draws on bitter references to romantic poetry, especially to Wordsworth and Coleridge. From the outset, Wordsworth’s lyrical ballad about ‘nature’s holy plan’ provokes a sharp rejoinder, in light of the vulnerability of the weak to the Darwinian struggle for survival. Fecundity does not guarantee the survival of the individual, as the Malthusian Tess early comes to understand in contemplating her parents’ improvidence. The pathos of Tess’s younger siblings – left without a father, a home, or any source of food and clothing – inspires the narrator to comment on the ‘ghastly satire’ in Wordsworth’s lines ‘Not in utter nakedness/But trailing clouds of glory do we come’. More subliminal cues refer us as well to Coleridge’s ‘Dejection: An Ode’, whose narrative line here is turned inside out, with the imagery of ‘Joy the luminous cloud’ as ‘A light, a glory, a fair luminous cloud/Enveloping the earth’ preceding Angel’s desiccating intellectual reflections on his situation in a grief that is ‘void, dark and drear’. The brief moment of fulfilment that the couple enjoy, when they take refuge from the police after the murder of Alec, offers its own comment on the term ‘pure’ in Coleridge’s line, ‘Joy that ne’er was given,/Save to the pure, and in their purest hour’.

Ironic juxtapositions and sharp shifts in tone quickly catch the eye of a reader. Participating in a Shakespearean tradition that sets high romance against the farce of clowns, such ruptures become naturalized as one aspect of tragic irony. More profoundly disturbing, but less patent on the surface, are romantic plots that are dismembered, inverted and dispersed across the narrative, like the legend of the D’Urberville coach. The novel is thick with such ironic allusions to Milton, medieval romance, romantic poetry, opera, country songs and folklore.

Many details in the narrative awaken the ghostly trace of familiar fairy tales, mixing Christian with pagan, including verbal touches like the description of the twilit garden whose sticky blights ‘though snow-white on the apple-tree trunks, made blood-red stains on her skin’ (XIX). Characteristically, however, these motifs are both rearranged and turned into grotesque inversions of conventional plots. Some echoes may not have been conscious, for instance one sinister reminder of a miller’s daughter in Grimm. When Tess submits to Joan’s pleas and embellishments, saying ‘Do what you like with me, mother’, her surrender to emotional blackmail and commodification by her feckless parents casts her in the role of this classic fairy-tale heroine, able to preserve her purity even while submitting to violence and exile. Grimm’s miller, who has traded his daughter to the devil in exchange for immense wealth, asks her, ‘Help me in my need.’ The daughter responds, ‘Do with me what you will’, and the father cuts off her hands. Miraculously preserved by a guardian angel, the girl leaves home, marries a king, and bears a child whom she baptizes ‘Sorrowful’, a name whose universality rings out in the baptism of Tess’s dying infant. Unlike the miller’s daughter, whose mutilated body is ultimately restored, Tess learns that ‘once lost always lost’ is the rule for chastity. Scattered and reordered, these motifs fracture the conventional pattern of female suffering and redemption.

Of another embedded fairy tale, ‘Sleeping Beauty’, which was repeatedly rewritten by Victorian adapters such as Christina Rossetti, Dinah Mulock Craik, Anne Thackeray and Jean Ingelow,35 Hardy was undoubtedly conscious, since he parodied its most conspicuous motifs. Having fallen asleep while driving the family cart to market, Tess is awoken not by a prince but by the death of her horse Prince, sole support of the higgler’s family. One of her names in the manuscript, Rose-Mary, may evoke the Grimms’ name for Sleeping Beauty, ‘Briar Rose’, at the moment when she is pricked by the roses that Alec, a pseudo-aristocrat, has offered her – an ill omen that displaces the traditional prick by a needle or spindle that marks the sexual rite of passage of a fairy-tale heroine. After beginning work on the D’Urberville estate, the exhausted Tess falls asleep once again – overcome by fatigue and drugged by spirits that he pours ‘unawares’ down her throat (a detail in the first edition that Hardy would later omit). Sleep is followed inexorably by violence, as the sexual motifs in the tale are brought to the foreground.

The power of fairy-tale plots to shape people’s dreams (and vice versa) is made patent by Joan Durbeyfield’s hope that Tess would restore the family fortunes by marrying a gentleman: ‘It would have been something like a story to come back with’ (XII). Even had Alec offered marriage to the ‘farm girl’ with the manners of a ‘princess’, however, Tess might well have responded with a refusal rather than ‘a crude snatching at social salvation’. She rejects the trite social solution to her story just as Hardy in his essay ‘Candour in English Fiction’ rejects the ‘regulation finish’ that ‘they married and were happy ever after’.36

Her true Prince is, of course, Angel, and Tess’s willingness to wait indefinitely for Angel conforms to the requirements of the fairy-tale. Just as Perrault mocks his heroine for such implausible patience, an ironic attitude echoed by a number of Victorian women writers, Alec here sinisterly assures Tess that she waits in vain, and her struggle to conform to her own ideal ultimately fails. The plot of century-long female virtue rewarded by a happy ending has disintegrated. Legends inevitably erode: ‘So does Time ruthlessly destroy his own romances’ (XLIX).

While Tess’s tendency to fall asleep just before a catastrophe has often been noted, the transference of the sleep motif to Angel has been less fully commented on. Angel, whose unconscious submission to social convention and romantic ideals is responsible for his misreading of Tess, believes in the romance of a virginal maid whom he awakens by kissing, behind the screen of a willow thicket.37 Symbolically, Angel wrestles against the reality principle in his sleep, pummelling his travelling trunk, as he dreams it to be a crude farmer who has commented that Tess is comely enough but not a ‘maid’. Tess awakens him from this sleepwalking episode. On the second occasion, after their mutual confessions of prior sexual experience, Angel wraps Tess in her sheet, then carries her outdoors, across a narrow footbridge, to the overgrown ruin of the nearby Wellbridge Abbey-church, where he places her in the stone coffin of an abbot, kisses her, then falls into ‘the deep dead slumber of exhaustion’ (XXXVII). Again, Tess rouses him to protect him from the winter’s chill. Angel’s difficulty in distinguishing waking from sleeping corresponds to his more general difficulties of self-definition and understanding of the world.

A counterpart to women’s novels such as Jane Austen’s Northanger Abbey or George Sand’s Indiana that mock their heroines for reading life through the lens of fiction, Hardy’s novel presents Angel as prey to belief in the romantic plot. Angel’s return home to Tess is guided by his narcissistic recollection of their wedding day: ‘How her eyes had lingered upon him; how she had hung upon his words as if they were a god’s!’ (XLIX). His delusion that he is a prince charming who will awaken Tess sexually is exploded by her confession. Her ‘mishap’, he recognizes, should be the subject of satire, not of tragic suicide. But his awakening leaves him sleepwalking: although he is ‘no longer passion’s slave’, he is not yet ‘enfranchised’ (XXXV). The plot he is caught in is not the one he thought he was writing.

The anti-romantic thrust of Hardy’s narrative experimentation finds a comic representative in the story-telling voice of the farmer who runs the dairy at Talbothays. ‘Dairyman Crick’s stories had the peculiarity of seeming to be ended when they were not really so’ (XXI). While churning on a hot summer’s day, the dairyman tells the comic tale of Jack Dollop, a ‘ ‘hor’s-bird of a fellow’ who had once worked at the farm. Like the cream, which resists turning into butter (and like Tess herself, who wishes for a ‘perpetual betrothal’), Crick’s tale of milker Dollop thrives on delays. Doing all the voices with great vivacity, he recounts how the wily Dollop hid in the churn from the mother of a young milkmaid he had deceived, apparently eluding her. Crick pauses for comments before then continuing with the mother, who once she discovered the hiding place angrily winched the churn. Rattled about inside, Jack finally promised to make it right, ‘And so it ended that day.’ Dairyman Crick hints that his ending may be merely provisional, valid perhaps for but a day, since every narrative is a fragment extracted from the continuum of life.

Hardy, we recall, rejected the ‘regulation finish’ of conventional plots, the ‘denouement’ which he knew to be ‘indescribably unreal and meretricious, but dear to the Grundyist and subscriber’.38 Already spun out beyond its first apparent conclusion, the tale of Jack Dollop returns to haunt Tess, for his courting adventures were not really over. Several weeks later, the dairyman reports that Jack did not marry the girl he had wronged but a rich widow instead, whose income lapsed upon her remarriage. The simple story of the reformed rake receives a twist, turned into a perpetual ‘cat-and-dog’ domestic conflict, once the deceiver has been deceived.

The dairyman’s jocular account stands out because of its powerful impact on Tess. Listeners offer a variety of moral comments: Mrs Crick reflects that the widow ‘should have told him sooner that the ghost of her first man would trouble him’; assorted milkmaids suggest (depending on their character) the widow should have told the suitor at the last minute, refused him or knocked him down with a rolling-pin. Choking, Tess perceives her own impossible choice before her. ‘What was comedy to them was tragedy to her’ (XXIX). In this characteristic moment, Hardy turns a humorous narration inside out, making the sorrow embedded in the tale apparent. While the pregnant girl’s tears elicit laughter from the listeners, Tess, reminded of her own experience of violation by a rake, steps outside, overcome by faintness and distress. In 1888, Hardy jotted in his notebook (anticipating what he wrote to Symonds): ‘If you look beneath the surface of any farce you see a tragedy; and, on the contrary, if you blind yourself to the deeper issues of a tragedy you see a farce.’39 Commonplace as the observation is, it records a vision of the world that shapes many of the leitmotifs and narrative twists of Tess.

Even though she is remote from the nameless widow, Tess enters painfully into her dilemma, ‘this question of a woman telling her story’.40 Angel’s dismissiveness, the accident of a rug’s placement and her own passion for him prevent her from telling her own history before their wedding night, but she knows full well that the ghost of the past will trouble her. Later she senses that an ‘implacable past’ still engirdles her, and ‘Bygones would never be complete bygones till she was a bygone herself (XLV).

The question of a woman telling her own story, then, lies at the core of Tess’s own narrative. The experiences with Alec that Tess confides to her mother on her return are not recorded. Silently the narrative passes from what ‘was to be’ on the night in The Chase to daybreak several weeks later, when Tess is bearing not only the basket on her arm but the burden of her pregnancy. Again, when Tess writes out her story in a four-page letter to Angel, the envelope goes astray under a rug, and we do not hear the details that would explain why she was ‘more sinned against than sinning’. On her wedding night, the blank page of her story marks the unforgiving gap between the phase of her courtship and the phase entitled ‘The Woman Pays’: ‘Her narrative ended; even its re-assertions and secondary explanations were done’ (XXXV).

Tess’s unrecorded and unread story, like the tale told by Dairyman Crick or the tale of the white hart, repeatedly seems to be ended when it is not so. After the death and burial of the infant Sorrow, Tess sets off to try her hand at milking, and the narrator defiantly declares, ‘Let the truth be told – women do as a rule live through such humiliations, and regain their spirits’ (XVI). Thus begins ‘Phase the Third, The Rally’. Probably what shocked readers even more in Hardy’s radical recasting of narrative convention was the double violation of their expectations in the final phase, ‘Fulfilment’. For there, contrary to their desires for a ‘regulation finish’ (readers wrote asking him to let Tess live), and after her protracted struggle to resist his lust, Tess agreed to become the ‘Providence’ of her little sisters and brothers by returning to Alec as his mistress. Furthermore, if the murder of Alec is a ‘fulfilment’ of a kind, repaying his admitted wrongs to her, Tess’s return the same morning to Angel’s embrace undoes the priggish image of the cuckolded husband who had rejected her. Perhaps Tess had not forgotten Angel’s despair when he learned that Alec was still alive. In any case, the brief happiness she finds on her final pilgrimage from Sandbourne to Stonehenge, from tinselly modernity to a primordial past, baffled readers’ belief in the outcomes permitted to a heroine who had committed a fundamentally immoral act.

The narrative silence at the major junctures in Tess’s life, compounded by Angel’s inability to hear her reiterated insistence on telling her ‘history’, indicts Victorian censorship of her experiences. The original trauma of her defloration by Alec, enveloped in the vapours of night and drug, remains unassimilable, haunting her as she haunts the Marlott woods at dusk, when ‘the plight of being alive becomes attenuated to its least possible dimensions’ (XII). For in such a trauma, the mental wound, unlike a physical one, has come ‘too soon, too unexpectedly, to be fully known’.41 The silence itself stubbornly bears witness to the repressed wound that cries out, whose truth buried deep in darkness, sleep and ignorance remains unavailable for mourning and drives Tess forward toward her death. Each of Angel’s slighting gestures re-enacts her repression; each attempt to retell her story attempts to voice a history that is socially inaccessible. Gaps also insistently invade the space of their love-making, breaking Tess’s sentences into fragments and condensing her story into a single name: ‘I – I – am not a Durbeyfield, but a D’Urberville-’ (XXX). These breaks, like her dry sobs, mark the violence that cannot be told but will be re-enacted through a chain of repetitions that seems overdetermined by ancestry, character and the casual workings of a rural economy in decay. The trauma repeats itself unremittingly.

In our resistance to these silences, we may find one of the secrets to Hardy’s apparent ability to conjure a living heroine, even one larger than life. Tongue in cheek, Hardy acknowledged in his Preface to the Fifth Edition the contribution to the creative process made by readers’ ‘own imaginative intuition’ (Appendix I). As we undertake our writerly task of reconstituting Tess’s figure, we may return to consider her many other forms of expression: the counterpoint of her whistling to the bullfinches, her sublime recitation of the baptismal rites, her weeping empathy with the dying pheasants and her two eloquent letters to Angel. The voice of her letters, heard first as an anguished cry for help, then (in reverse order) as the awakening of Angel’s consciousness, takes on life by virtue of its reception. What it tells us is not a sequence of events, but a sequence of feelings, not ‘things done’, but ‘impulses’ and ‘things willed’. By her final words, Tess assumes control of events. Her execution will forestall any recriminations by Angel in the future. With the simple phrase ‘I am ready’, she gathers the strands of her life together.

Margaret R. Higonnet



Notes



1. Life, 255; Biography, 322–3.

2. Collected Letters, I, 249.

3. Life, 255; 258.

4. ‘Candour in English Fiction’, in Personal Writings, 129, 130.

5. Collected Letters, I, 246.

6. See Laird; Gatrell; and Patricia Ingham, Thomas Hardy (Atlantic Highlands: Humanities Press International, 1990), pp. 86–7.

7. Collected Letters, I, 251, 267.

8. ‘Culture and Anarchy’, Cox, 220–21.

9. Cox, 193.

10. The trail of blood is brilliantly traced by Tony Tanner, ‘Colour and Movement in Hardy’s Tess of the d’Urbervilles’, Critical Quarterly 10 (Autumn 1968), 219–39.

11. The allusion to ‘spoilers’ (Judges 2: 14) prepares the reader for Tess’s revenge on Alec, as Jael avenges her people on Sisera the spoiler (Judges 5: 24–30). Alec has already foreshadowed his own end by promising Tess: ‘I’ll never do it again against your will. My life upon it now!’ (VIII). See ‘A History of the Text’ on modifications in later editions to the scene in The Chase.

12. Unsigned review, Pall Mall Gazette, 31 December 1891, Cox, 182.

13. Collected Letters, I, 245.

14. Ellen Moers, ‘Tess as Cultural Stereotype’, in Twentieth Century Interpretations of ‘Tess of the d’Urbervilles’: A Collection of Critical Essays, ed. Albert J. La Valley (Englewood Cliffs: Prentice-Hall, 1969), pp. 99–100.

15. Life, 241.

16. Life, 226.

17. Life, 261–2.

18. Life, 182.

19. Hardy’s friend Horace Moule reported to the local antiquarian society on the legend of the Turberville ‘spectre-coach’, according to which ‘none can see this ghostly coach of the Turbervilles who have not Turberville blood in their veins’. Hardy inserted this tale relatively late into the manuscript (Michael Millgate, Thomas Hardy: His Career as a Novelist (Houndmills: Mac-millan, 1994), p. 4oon). Laird argues that the D’Urberville motifs in the serial versions and in the 1891 edition build up the sense of impending doom, hereditary recklessness and violence, and give Tess a romantic ‘aura’ (Laird, 114–16).

20. Ingham, Thomas Hardy, pp. 68, 72–3.

21. The novel also borrows information from ‘T2he Dorsetshire Labourer’ about women’s labour for the sections about hiring practices and technological change at Flintcomb-Ash and the description of moving on Lady-Day.

22. Life, 262.

23. Penny Boumelha, Thomas Hardy and Women: Sexual Ideology and Narrative Form (Totowa, N.J.: Barnes and Noble, 1982), pp. 122–3. See also Ingham, Thomas Hardy, p. 73; and Mary Childers, ‘Thomas Hardy, the Man Who “Liked” Women’, Criticism 23 (1981), 219–39.

24. Gatrell, 101. Gatrell finds further contradictions within the detached narrator, when he makes ironic, non-authoritative narratorial interventions (p. 104).

25. Millgate, Thomas Hardy: His Career as a Novelist, p. 278.

26. Peter Widdowson, ‘“Moments of Vision”: Postmodernising Tess of the d’Urbervilles; or, Tess of the d’Urbervilles Faithfully Presented by Peter Widdowson’, in New Perspectives on Thomas Hardy, ed. Charles P. C. Pettit (Houndmills: Macmillan, 1994), p. 97. See also Kathleen Blake, ‘Pure Tess: Hardy on Knowing a Woman’, Studies in English Literature 22 (1982), 689–705.

27. Life, 239.

28. Life, 226.

29. Collected Letters, I, 274.

30. Life, 222.

31. Collected Letters, I, 250.

32. The Chaseborough dance scene elaborately expands this experience of luminous haze, in which the elements blend and bodies meet: see Appendix V.

33. Collected Letters, I, 190. See Life, 224.

34. In the Fifth Edition of 1892, this image reappears in Chapter LV (see note 5). Hardy thus connects the different forms of her suicidal self-division.

35. See U. C. Knoepflmacher, ‘Repudiating Sleeping Beauty’, in Girls, Boys, Books, Toys, ed. Beverly Clark and Margaret Higonnet (Baltimore: Johns Hopkins University Press, 1998).

36. Personal Writings, 127–8.

37. Like Perrault’s prince, who notices that Sleeping Beauty was dressed like his grandmother, Angel on the wedding night recognizes similarities between Tess and her granddames in the portraits built into the wall of Wellbridge Manor; it is he, however, who has created the decollete effect in order to set off the jewels he gives her.

38. Collected Letters, I, 195; Personal Writings, 130.

39. Life, 224.

40. See Margaret R. Higonnet, ‘A Woman’s Story: Tess and the Problem of Voice’, in The Sense of Sex: Feminist Perspectives on Hardy, ed. Margaret R. Higonnet (Urbana: University of Illinois Press, 1993), pp. 14–21.

41. Cathy Caruth, Unclaimed Experience: Trauma, Narrative, and History (Baltimore: Johns Hopkins University Press, 1996), p. 4.

FURTHER READING

Bayley, John, An Essay on Hardy (Cambridge: Cambridge University Press, 1973)

Bernstein, Susan David, ‘Confessing and Editing: The Politics of Purity in Hardy’s Tess’, in Virginal Sexuality and Textuality in Victorian Literature, ed. Lloyd Davis (Albany: State University of New York Press, 1993)

Boone, Joseph A., Tradition Counter Tradition: Love and the Form of Fiction (Chicago: University of Chicago Press, 1987)

Boumelha, Penny, Thomas Hardy and Women: Sexual Ideology and Narrative Form (Totowa, NJ.: Barnes and Noble, 1982)

Bronfen, Elisabeth, Over Her Dead Body: Death,Femininity, and the Aesthetic (New York: Routledge, 1992)

Casagrande Peter J., Tess of the d’Urbervilles: Unorthodox Beauty (New York: Twayne, 1992)

Claridge, Laura, ‘Tess: A Less than Pure Woman Ambivalently Presented’, Texas Studies in Literature and Language 28 (1986), 324–38

Elbert, Monika, ‘Malinowski’s Reading List: Tess as Field Guide to Woman’, Colby Library Quarterly 35.1 (1999), 49–67

Garson, Marjorie, Hardy’s Fables of Integrity: Woman, Body, Text (Oxford: Clarendon Press; New York: Oxford University Press, 1991)

Gatrell, Simon, Thomas Hardy and the Proper Study of Mankind (Houndmills: Macmillan, 1993)

Goode, John, Thomas Hardy: The Offensive Truth (Oxford: Blackwell,1988)

Hennelly, Mark, ‘The “Original Tess”: Pre-Texts, Tess, Fess, Tesserae, Carnivalesque’, Thomas Hardy Yearbook 25 (1998), 26–68.

Higonnet, Margaret R. (ed.), The Sense of Sex: Feminist Perspectives on Hardy (Urbana: University of Illinois Press, 1993)

Ingham, Patricia, Thomas Hardy (Atlantic Highlands: Humanities Press International, 1990)

Jacobus, Mary, ‘Tess: The Making of a Pure Woman’, in Tearing the Veil: Essays on Femininity, ed. Susan Lipshitz (London: Routledge and Kegan Paul, 1978), pp. 72–92

Kramer, Dale (ed.), The Cambridge Companion to Thomas Hardy (Cambridge: Cambridge University Press, 1999)

— (ed.), Critical Essays on Thomas Hardy: The Novels (Boston: G. K. Hall, 1990)

—, Thomas Hardy: ‘Tess of the d’Urbervilles’ (Cambridge: Cambridge University Press, 1991)

Law, Jules, ‘ “A Passing Corporeal Blight”: Political Bodies in Tess of the D’Urbervilles’, Victorian Studies 40.2 (1997), 245–70

Miller, J. Hillis, Fiction and Repetition: Seven English Novels (Cambridge, Mass.: Harvard University Press, 1982)

Millgate, Michael, Thomas Hardy: His Career as a Novelist (1971; Houndmills: Macmillan, 1994)

Page, Norman (ed.), Oxford Reader’s Companion to Hardy (Oxford: Oxford University Press, 2000)

Pettit, Charles P. C. (ed.),New Perspectives on Thomas Hardy (Houndmills: Macmillan; New York: St Martin’s Press, 1994)

Poole, Adrian, ‘Men’s Words and Hardy’s Women’, Essays in Criticism31 (1981), 328–45

Riquelme, John Paul (ed.), Tess of the d’Urbervilles: Complete, Authoritative Text with Biographical and Historical Contexts, Critical History, and Essays from Five Contemporary Critical Perspectives (Boston, Mass.: Bedford, 1998)

Springer, Marlene, Hardy’s Use of Allusion (Lawrence: University Press of Kansas, 1983)

Tanner, Tony, ‘Colour and Movement in Hardy’s Tess of the d’Urbervilles’, Critical Quarterly 10 (Autumn 1968), 219–39

Widdowson, Peter, ‘Tess of the d’Urbervilles’ (New York: St Martin’s Press, 1993)

— (ed.), Tess of the d’Urbervilles (New Casebooks) (Houndmills: Mac millan; New York: St Martin’s Press, 1993)

Williams, Melanie, ‘ Tess of the D’Urbervilles and the Law of Provocation’, in Law and Literature, ed. Michael Freeman and Andrew Lewis (Oxford: Oxford University Press, 1999), pp. 167–90



See also books listed in the Bibliographical Note.

A HISTORY OF THE TEXT

In early December 1891, Tess of the D’Urbervilles was published in a three-volume edition of 1,000 copies by Osgood, McIlvaine and Co. Hardy had been occupied with the novel for more than four and a half years – since at least mid 1887, when he signed a contract for a serial story with Tillotson and Son, the newspaper fiction syndication bureau based in Bolton, Lancashire.1 During that time it underwent a complex metamorphosis. The phases of Tess’s composition and publication can be traced through the manuscript (British Museum), the serial versions of the novel and its ‘dismembered’ parts, the Life and Hardy’s correspondence. After the first edition of 1891 (used as the copy-text here) Tess went through further substantial changes, particularly for the one-volume edition of 1892 (‘Fifth Edition’); the 1895 Osgood, McIlvaine ‘Wessex Novels’ edition; the 1900 Harper Paperback Edition; the 1902 Macmillan Uniform Edition; and the 1912 Macmillan Wessex Edition. The most significant textual variations both leading up to and following the publication of the first edition are discussed in broad terms in a later section (‘The 1891 Tess’) and in further detail in the explanatory notes. Readers looking for more-complete accounts of the novel’s composition, publication and revision should consult Juliet Grindle and Simon Gatrell’s 1983 critical edition and J. T. Laird’s The Shaping of ‘Tess of the d’Urbervilles’ (see ‘Bibliographical Note’).



COMPOSITION AND PUBLICATION



On 16 March 1887, Tillotson’s offered Hardy 1,000 guineas for a story of ‘the same length as The Woodlanders’.2 Hardy duly agreed, and on 29 June an agreement was signed stating that Tillotson’s would purchase ‘the exclusive serial right of Publication together with the right of supply to America of Advance Sheets.’ In return four instalments were to be delivered ‘on or before the Thirtieth day of June 1889; and the remainder by weekly instalments, until completed’.3 The route to volume publication was not so simple.

Having settled the contract with Tillotson’s Hardy turned his attention to other work: poetry; the slowly evolving Dynasts; and short stories, the writing and publishing of which would parallel his novel writing throughout the 1880s and 1890s. Notwithstanding these commitments, Hardy had begun Tess by February 1889 (or so he wrote to Tillotson’s),4 drawing upon impressions and ideas he had gathered on a visit to two of the novel’s principal scenes of action, ‘The Valley of the Great Dairies’ on the river Froom and ‘The Valley of the Little Dairies’ in the Vale of Blackmoor,5 at the end of the previous September.

Hardy could not meet the 30 June deadline for the first four instalments, and sometime after February he negotiated a later date. By mid July he could report that the promised novel would be entitled ‘The Body and Soul of Sue’;6 and by late July or early August he was working intensively on it.7 Only a few weeks later he had progressed far enough to sketch out a short (and circumspect) summary of the story and announce a new title. In a letter to James Osgood, who was overseeing from London the American serial publication in Harper’s Bazar (as part of Tillotson’s syndication arrangements), he wrote:



The title I have thought of is

‘Too late, Beloved!’

They tell me it is a very good magazine title, if not good in itself.

I can hardly describe the story in brief. The heroine of the narrative is a young country girl, a milkmaid, who is, however, a lineal descendant of one of the oldest county families in the kingdom – of Norman blood and name. But this is only by the way – her personal character & adventures being, of course, the immediate source of such interest as the tale may have. I should say that her position is based on fact.8



On 9 September 1889 Hardy despatched ‘a portion of the MS’ of ‘Too Late Beloved’ (note the change of punctuation from his working title) – ‘equal to about one-half of the novel.9 This was quickly set in type and the first proofs pulled before anyone at Tillotson’s actually read what Hardy had written. Not surprisingly they ‘were distinctly taken aback’ when they did read it (this was a firm with strong Nonconformist roots), and they immediately asked for substantial changes, suggesting ‘that the story should be recast and certain scenes and incidents deleted entirely’.10 Hardy strenuously objected to these suggestions, and Tillotson’s promptly refused to publish, even at the risk of having to pay out the contracted fee. Hardy, however, was content for the contract to be cancelled, and the publishers returned the manuscript, proofs and three prepared illustrations. He and Tillotson’s remained on amicable terms, moreover, with Hardy writing ‘The Melancholy Hussar’ for them almost immediately, and in February 1890 signing an agreement to write another serial (which became ‘The Pursuit of the Well-Beloved’).11

The reason for Hardy’s decision not to accept the Tillotson changes, and the thinking behind the puzzling series of negotiations he subsequently entered into concerning the unfinished manuscript, remain open to speculation. As Juliet Grindle and Simon Gatrell point out, ‘Hardy had a long record of willingness to alter his texts to suit the sensibilities of serial publishers’,12 so he must have had good reason to refuse on this occasion. It is generally agreed that only the financial success of Tess (still two years away) freed Hardy from dependence upon the considerable added income that serial publication usually provided. And he had resigned himself early in his career to the inevitability of bowdlerization for middle-class periodicals. If he became an expert self-bowdlerizer, this was in order to forestall the censorship of editors and ensure that he himself did not develop habits of unthinking self-censorship. As he grew older Hardy increasingly drew his readers’ attention to these conditions, deliberately producing one text for serial consumption and quite another for volume publication, and openly remarking upon the enforced ‘dismemberment’ or ‘mutilation’ of his manuscripts and their subsequent ‘restoration’.13 In other words, Hardy was perfectly prepared to compromise with the serials if he felt that he could preserve some ‘original’ version of the text for reconstitution as the volume edition.14 In this way, financial pragmatism was reconciled with artistic principle. Grindle and Gatrell argue that because Tess was unfinished when it was submitted to Tillotson’s, and because Hardy was ‘more closely involved as a writer with his heroine than with the central figure of any of his earlier books’, he felt unwilling ‘to agree to destroy his original conception for the sake of financial gain’.15 But Tillotson’s demands also put him in the position of not only having to change what he had already written but being compelled to adapt the remainder of the story to their strict requirements as he was completing it.

Just as importantly, as far as both the money and the principle were concerned, Hardy knew that he could afford to wait, finish the manuscript and proceed with the self-imposed process of bowdlerization with which he felt more comfortable. This was because in late October 1887, late February 1888 and again in February 1889, Arthur Locker of the Graphic had written to him requesting a serial novel. Hardy declined all of these offers, preferring to ‘wait for some future opening’ in this popular illustrated weekly.16 As he told Locker in February 1888,



I find it would be impossible for me to enter into any arrangement at present, owing to my uncertainty as to the time at which I shall finish the undertakings I mentioned in my last letter. But I never forget an editor’s offer, & I shall be sure to write to you as soon as I feel courage enough to commit myself anew.17



When Tillotson rejected Tess, therefore, and Hardy allowed the contract to be dissolved, Locker’s repeated offers must have been in his mind: he knew that he had a certain buyer for the serial rights.

What Hardy did next may also be explained by this same desire to remain firmly in control of the novel and the process of its temporary ‘dismemberment’ and to justify his own role as a bowdlerizer for the middle-class family serials. Hardy wrote to Locker in October or November 1889 shrewdly offering to ‘substitute a serial story for the short one’ he had arranged with them – that is, ‘A Group of Noble Dames’ – while adding that ‘as the date at which I could send in the short one suits you I will consider that as settled’.18 Rightly confident of securing the contract, he proposed beginning the serial in January 1891, which Locker, when he responded immediately with the expected offer, pushed back to July 1891.19 With a good portion of the work already completed, this gave Hardy more than eighteen months to finish Tess.

When, having secured the breathing space he needed, Hardy was finalizing terms with Locker, however, the unfinished manuscript was being read by Edward Arnold with a view to publication in the monthly Murray’s Magazine. Hardy had written to Arnold in late September or early October 1889 (this letter has been lost), offering the story and suggesting terms. In reply, Arnold had written that both ‘Mr. Murray and I are most anxious to secure your novel if possible’, but that ‘£50 a month is more than we are in the habit of paying’. Arnold also asked to see the manuscript before deciding, and Hardy must have sent it off shortly before he wrote to Locker. On 15 November he heard back from Arnold, who regretted that the novel was ‘not, in our opinion, well adapted for publication in this magazine’ on the grounds of its ‘frequent and detailed reference to immoral situations’.20

A couple of days after receiving the manuscript back from Arnold, and having secured the contract with the Graphic, Hardy sent it out again, this time to Mowbray Morris at Macmillan’s Magazine, who likewise advised in a reply of 25 November that ‘it would be unwise for me to publish it in my magazine’. Morris’s long letter finds no ‘theological offence’ in Tess, but adds:



But there are other things which might give offence, OEBPS/html/images/9780141439594_TessDurbervilles_PUB.jpg
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