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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 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
	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.













BIBLIOGRAPHICAL NOTE

The following abbreviations are used for frequently cited sources:




	Barnes
	William Barnes, A Glossary of the Dorset Dialect with a Grammar of its Word Shapening and Wording, 2nd edn (1886; rpt. Guernsey: Toucan Press, 1970)



	Biography
	Michael Millgate, Thomas Hardy: A Biography (Oxford: Oxford University Press, 1982)



	Brady
	Kristin Brady, The Short Stories of Thomas Hardy: Tales of Past and Present (Basingstoke: Macmillan, 1982)



	Collected Letters
	Thomas Hardy, The Collected Letters of Thomas Hardy, ed. Richard Little Purdy and Michael Millgate, 7 vols. (Oxford: Oxford University Press, 1978-88)



	DNB
	Dictionary of National Biography, ed. Leslie Stephen, 63 vols. (London: Smith, Elder, 1885-1900)



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



	Kay-Robinson
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	Lea
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	Literary Notebooks
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	Smith
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	Studies
	Thomas Hardy, Thomas Hardy’s ‘Studies, Specimens &c.’ Notebook, ed. Pamela Dalziel and Michael Millgate (Oxford: Clarendon, 1994)



	Udal
	John Symonds Udal, Dorsetshire Folk-Lore, 2nd edn. (1922; rpt. Guernsey: Toucan Press, 1970)



	Wilson
	Keith Wilson, Thomas Hardy on Stage (Basingstoke: Macmillan, 1995)



	Wright
	J. Wright, English Dialect Dictionary, 6 vols. (1898–1905; rpt. Oxford: Oxford University Press, 1970)



	The following abbreviations are used for particular printings of Hardy’s stories:



	1879 HW
	1879 printing of ‘The Distracted Preacher’ in Harper’s Weekly



	1879 NQM
	1879 printing of ‘The Distracted Preacher’ in New Quarterly Magazine



	1880 HW
	1880 printing of ‘Fellow-Townsmen’ in Harper’s Weekly



	1880 NQM
	1880 printing of ‘Fellow-Townsmen’ in New Quarterly Magazine



	1883 LM
	1883 printing of ‘The Three Strangers’ in Longman’s Magazine



	1883a HW
	1883 printing of ‘The Three Strangers’ in Harper’s Weekly



	1883 G
	1883 printing of ‘The Romantic Adventures of a Milkmaid’ in the Graphic



	1883b HW
	1883 printing of ‘The Romantic Adventures of a Milkmaid’ in Harper’s Weekly



	1884 EIM
	1884 printing of ‘Interlopers at the Knap’ in English Illustrated Magazine



	1888 MM
	1888 printing of ‘The Waiting Supper’ in Murray’s Magazine



	1888 BM
	1888 printing of ‘The Withered Arm’ in Blackwood’s Edinburgh Magazine



	1888 WT
	Wessex Tales: Strange, Lively, and Commonplace (London: Macmillan, 1888)



	1896 WT
	Wessex Tales: Strange, Lively, and Commonplace (London: Osgood, McIlvaine, 1896)



	1912 WT
	Wessex Tales: Strange, Lively, and Commonplace (London: Macmillan, 1912)



	1913 CM
	A Changed Man, The Waiting Supper, and Other Tales, Concluding With The Romantic Adventures of a Milkmaid (London: Macmillan, 1913)






INTRODUCTION

The narratives collected in this first and in the second Penguin volume of the short fiction of Thomas Hardy number slightly above a third of the more than fifty stories he published between 1874 and 1900. When making the difficult decisions about what to include, I have attempted to draw together stories that are both engaging for readers and representative of different phases in Hardy’s career as a writer of short narrative. I have also chosen two early uncollected stories that are not widely available. And in keeping with the aim of this Penguin series to convey a sense of each work as ‘the creation of its own period’, I have ordered the stories chronologically, based on the time of their first publication.1 The texts in this volume date from 1874, when Hardy’s first prose narrative appeared (I am bypassing his 1865 sketch, ‘How I Built Myself a House’), to 1888, the year in which he published his first collection of short fiction, Wessex Tales. During this period, when his name became associated with such major novels as Far From the Madding Crowd, The Return of the Native, The Mayor of Casterbridge, and The Woodlanders, Hardy was simultaneously in the process of establishing himself as a writer of first-rate short fiction. For in spite of his cynicism about the poor market for stories – he told his friend Florence Henniker that ‘publishers are as a rule shy of them, except those that are written by people who cannot write long ones successfully’2 – Hardy came gradually to use them as important vehicles for experimenting with new ideas and techniques: since no single story would receive the extended attention from reviewers that was given to a novel, Hardy could take extra risks with the short narratives, and he sometimes did.

‘Destiny and a Blue Cloak’, Hardy’s first story and a relatively minor one, is still a revealing starting point for an examination of the short fiction. Hardy mailed it to The New York Times five days before his first marriage in September 1874, at a time when he was working hard to make a living in London by his writing alone.3 ‘Destiny’ does not aspire, however, to the technical sophistication of Far From the Madding Crowd, which had just been published in England with great success, and instead looks backward to the melodramatic plotting and stereotypical characterizations of Desperate Remedies (1871), the book Hardy wrote deliberately in the mould of the sensation novel, a popular genre during the 1860s. Indeed, the story’s emphasis on Agatha Pollin’s moments of shuddering and shivering suggests a self-conscious use of that genre’s conventions, which included titillating sexual details inadmissible in a standard romance plot. In this relatively simple story, we see Hardy rehearsing a technique he would use habitually in his later stories, that of foregrounding bodily feelings in order to explore the complicated dynamics of a sexual relationship. In ‘Destiny’, Hardy uses this device, not to depict the courtship of the two romance protagonists, which is quintessentially conventional, but to dramatize the repulsion felt by young Agatha Pollin toward the sexual overtures of the ‘aged youth’ Farmer Lovill. Most grotesque is the scene in which Agatha’s white chemise is a representation of her nascent sexuality, while Lovill’s walking-stick is the phallic embodiment of his unwanted sexual desire for her. His rescue of her chemise when it is being swept toward her uncle’s mill-wheel, as he is seen ‘hooking and crooking [his stick] with all his might’, becomes emblematic of his ultimate possession of her person, for it is in response to this incident that he begins to think of her in sexual terms: in another passage full of double entendre, we are told that ‘Farmer Lovill retired [from this scene], lifting his fingers privately, to express amazement on a small scale, and murmuring, “What a nice young thing! Well, to be sure. Yes, a nice child – young woman rather, indeed, a marriageable woman, come to that; of course she is.”’4 This play on literal and figural representations of sexuality is crude and obvious, but it also looks forward to the more symbolically charged use of strawberries and roses in Alec D’Urberville’s harrassment of Tess – not to mention the notorious assault with a pig’s pizzle in Arabella’s first encounter with Jude. ‘Destiny’ anticipates, indeed, several prominent scenarios and ideas in Hardy’s later work. Most obviously, Lovill is a dry run for Lord Mountclere, the ancient bridegroom in The Hand of Ethelberta, published a year after ‘Destiny’ (this similarity may be a reason why the story was never collected in volume form). In addition, the wheel-of-fortune-like revolving fates of Agatha and Frances Lovill look forward to similar structural elements in the plotting of ‘Fellow-Townsmen’ and ‘The Withered Arm’ – as well as in The Mayor of Casterbridge (1886) – and the possibility of becoming infatuated with a stranger is more thoroughly explored in ‘An Imaginative Woman’ (1894). The idea of Oswald being attracted to the ‘name’ of Frances while seeing the ‘face’ of ‘Agatha’ is likewise a simpler version of the splitting in ‘On the Western Circuit’ (1891) between the passionate language of Edith Harnham and the youthful body of her illiterate servant Anna.

As all these comparisons suggest, ‘Destiny and a Blue Cloak’ serves as an early testing ground for Hardy’s interest in the sexual politics of the romance plot. Pamela Dalziel has suggested that the story is ‘a statement on the social marginalization of women’, for ‘[i]n no other work of Hardy’s is the paucity of options for women more bleakly presented than in “Destiny”’5 Yet the story must also be seen as disturbingly contradictory, for it does not contain even indirect criticism of the attitudes that create such marginalization, typified in Oswald’s initial greeting to Agatha ‘in the free manner usual with him toward pretty and inexperienced country girls’. Hardy’s distinctly male narrator is no different from Oswald in this respect, for he too, though sympathetic with the individual, condescends toward women as a group: when Agatha is parted from Oswald, the narrator describes her as wandering about, ‘weav[ing] thoughts of him that young women understand so well’, and after her engagement to Lovill, she secretly writes to Oswald ‘with all the womanly strategy she [is] capable of’. This assumption of an essential female instinct or mode of behaviour, also characteristic of Hardy’s later narrations, may be linked to ideas about female sexuality proposed in 1871 by Charles Darwin (whom Hardy admired) in The Descent of Man.

Following ‘Destiny’, Hardy did not publish another story until two years after the 1875 appearance of The Hand of Ethelberta, perhaps because he spent the intervening time travelling in Europe, moving house to several different places in Dorset and beginning the massive project of self-education that was to take palpable form in the Literary Notebooks. In any case, ‘The Thieves Who Couldn’t Help Sneezing’, published while Hardy was living at Sturminster Newton in 1877, obviously did not require much of Hardy’s creative energy or concentration, and its interest lies more in its modest charm than in any close connections to his later work – except, perhaps, in its preoccupation with class. A children’s story, ‘Thieves’ adapts the fairy-tale figure of the boy who outwits evil or powerful forces in the adult world. Thus fourteen-year-old Hubert defends his yeoman class by triumphing over both the common thieves who steal his horse and a wealthy Baronet, whose family subject him to a series of indignities. When they mockingly offer him snuff, a stimulant used chiefly by upper-class men and associated with social niceties of which Hubert has no knowledge,6 he responds in whimsical retaliation by using it simultaneously to reveal the hiding place of the thieves and to prove his cleverness and honesty. With this double focus on issues of morality and class, the story portrays a rite of passage that links virility, not with snuff and noble birth, but with the yeoman’s integrity and resourcefulness – characteristics that link Hubert with several of Hardy’s heroes, especially Diggory Venn of The Return of the Native, the novel that began its serialization only a month after the publication of ‘Thieves’.

While Return was appearing during most of 1878, Hardy also published two more short stories: ‘The Impulsive Lady of Croome Castle’, which was later to be collected in A Group of Noble Dames as ‘The Duchess of Hamptonshire’, and ‘An Indiscretion in the Life of an Heiress’, revised from the manuscript of Hardy’s unpublished first novel, The Poor Man and the Lady. After his move back to London in March, however, Hardy devoted most of his energies to research for The Trumpet-Major, set on the Dorset coast during the Napoleonic period, and this location may have reminded him of the lively stories he had heard about smuggling along the same coastline during the 1830s. For ‘The Distracted Preacher’, first published in April 1879, is adapted from several oral sources, including some from Hardy’s family. In 1871, he had written a personal note about his grandfather’s smuggling:


The spirits often smelt all over the house, being proof, & had to be lowered for drinking. The tubs… were brought at night by men on horseback, ‘slung,’ or in carts. A whiplash across the window pane would awake my grandfather at 2 or 3 in the morning, & he would dress & go down. Not a soul was there, but a heap of tubs loomed up in front of the door. He would set to work & stow them away in the dark closet aforesaid, & nothing more would happen till dusk the following evening, when groups of dark long-bearded fellows would arrive, & carry off the tubs in two & fours slung over their shoulders.7


This attention paid to evocative particulars from oral accounts – note the word ‘slung’, a dialect term for the way in which the barrels were placed on the horse’s flanks – can be found as well in ‘The Distracted Preacher’, which lists the places where the preventive-men searched for the contraband liquor and carefully initiates the reader into a complex vocabulary of smuggling.

Not coincidentally, this narrative – Hardy’s first full-scale effort in the short story and the earliest work collected in Wessex Tales (the version reprinted here) – is also the first of the short narratives to contain the kind of regional content that was later associated with his ‘Novels of Character and Environment’ and with his fictional microcosm of ‘Wessex’. Indeed, the story’s courtship plot dramatizes the moral and political differences, not only between the Methodist chapel and the Church of England, but also between an urban middle class and a rural artisan class. Told chiefly from the perspective of a Methodist minister from the Midlands, the story depends for its interest and humour on his naïveté and on his simultaneous attraction to and repudiation of the illegal activities carried out by Lizzy Newberry and her fellow south-coast smugglers. A tension between the values of the characters’ two contrasting worlds never leaves the story, a fact that is reflected even in its textual history: while revisions between 1879 and 1888 made Lizzy’s marriage with the minister more plausible,8 Hardy added a note to the 1912 Wessex edition of Wessex Tales that offers what was, for him, the more historically accurate and the preferable ending: marriage to her cousin Owlett and emigration to America. Hardy had previously yielded, he explained, to the narrow requirements for fiction in magazine publication, but was later willing to offer his generally urban readers – at least in a note – an ending that challenged unquestioning acceptance of middle-class respectability. Even in the pre-1912 version, moreover, Lizzie’s final negation of her former self (it is hard to imagine her living in the Midlands and writing a tract against her own past) cannot help but disappoint the reader and so calls the story’s conventional ending into question: satisfaction of Stockdale’s desire suppresses the vitality of Lizzy, so appealing both to himself and to the reader. Stockdale’s fulfilment also runs parallel with, as John Goode has pointed out, ‘the decline of the livelihood of the smuggling community brought about by the increasing violence of the state’.9 In both versions, then, the story has a metafictional dimension: given the social and moral tensions it provokes, there is no easily satisfying closure, no romance formula that will reconcile the shallow and moralistic values of Stockdale with the economic, political and cultural differences that mark Lizzy Newberry’s fragile rural community.

In April 1880, when Hardy was still living in London and while the serialization of The Trumpet-Major continued, he published ‘Fellow-Townsmen’, another story that takes place on the south coast of England, but in emphasis and tone it is radically different from ‘The Distracted Preacher’, whose remote setting in time and place served as a distancing framework that was both nostalgic and ironic. ‘Fellow-Townsmen’ takes place during 1845–66, when the extension of the railway to southern England was completed, and in the only town on the south coast of England where the chief livelihood was manufacturing. In keeping with this shift to what is, for Wessex, an urban or ‘town’ setting, the protagonist Barnet is a figure of sophistication and alienation, and his story is the frustrated pursuit by a middle-aged man of a lost past. Much more internalized than ‘The Distracted Preacher’, ‘Fellow-Townsmen’ dwells on the continuing misery of its hero and finally dramatizes the extent to which he himself has created his unhappy predicament. For although events sometimes seem to work against Barnet, he ultimately fails to secure what he desires because he withdraws too readily from complicated situations. Crucial to such a reading is the story’s closure, which shows him subverting the conventional ‘happy ending’ of the romance plot: Barnet proposes to Lucy within minutes of seeing her after a twenty-one-year gap and then just as impulsively leaves her without a trace.

Changes made to the beginning of the story for 1888 Wessex Tales (the copy-text used here) emphasize Barnet’s neurotic tendencies. The periodical version, instead of showing the two men in a phaeton comparing their lives, had opened with Barnet slamming the door on his wife after making a nasty discovery about her; he then had made his way to the apartment of his friend Downe. The revised version presents the argument between Barnet and his wife as part of a steady deterioration in their marriage, rather than the result of a single discovery, and increases the explicitness in the first dialogue between Barnet and Lucy Savile about the sexual nature of their past relationship. Thus the later Barnet is a victim as much of his own self-conscious indecisiveness as of circumstances – a fact that led J. Hillis Miller to align him with many of ‘Hardy’s most important characters’, for whom there always comes a moment when ‘lucid detachment’ replaces the desire for sexual fulfilment.10 It is perhaps not coincidental that ‘Fellow-Townsmen’ was written at a time when Hardy’s own marriage was becoming stressful and that Lucy has strong affinities with Eliza Bright Nicholls, whom Hardy had courted before he met his first wife. In any case, Hardy had a special affection for ‘Fellow-Townsmen’, which he told Florence Henniker in 1904 was preferable to the enormously popular ‘The Three Strangers’ because ‘there is more human nature in it’.11

When ‘Fellow-Townsmen’ appeared, Hardy was beginning his next novel, A Laodicean, but this work was interrupted by disruptions in his personal life: another trip to Europe; the decision, much against Emma’s inclination, to return to Dorset; and the serious and painful ailment, beginning in October 1880, that kept him in bed for several months. Early in his confinement, however, Hardy received a letter from the eminent critic Leslie Stephen suggesting that he ‘write an exceedingly pleasant series of stories upon your special topic. I mean prose idyls of country life – short sketches of Hodge & his ways, wh. might be made very attractive & would have a certain continuity so as to make a volume or more at some future date’.12 Perhaps in response to these encouraging words, Hardy began to produce stories with increasing rapidity: in December 1881, after he had moved to Wimborne in Dorset, he published ‘Benighted Travellers’ (‘The Honourable Laura’ in A Group of Noble Dames) and ‘What the Shepherd Saw’, followed in December 1882 by ‘A Legend of Eighteen Hundred and Four’ (called ‘A Tradition of Eighteen Hundred and Four’ in the 1894 Life’s Little Ironies). Like the novels of this period (A Laodicean in 1881 and Two on a Tower in 1882), these stories are not the best Hardy wrote, but their melodramatic settings display an interest in theatrical effects that dates back at least to his 1879 stage adaptation of Far From the Madding Crowd, and they may have prepared Hardy for the impressive accomplishment of ‘The Three Strangers’, published in March 1883. This much anthologized story has always attracted readers by its ingenious shaping and its attention to dramatic irony – attributes that also made it readily adaptable for the stage. Indeed, Hardy’s comment of 1911 to J. M. Barrie about The Three Wayfarers, his 1893 one-act play based on the story – he called it ‘that little melodramatic thing of mine’13 – may well have been an instance of false modesty. For Hardy involved himself in its productions even during the last few years of his life, and he strategically placed the story at the beginning of Wessex Tales, where it stood as a point of entry into the fictional world of Wessex, a place that would receive increasingly precise and complex definition in Hardy’s subsequent work.

This regional appeal in ‘The Three Strangers’ derived from its detailed attention to language, rituals and music that even in 1883 marked a lost way of life. The christening feast in the remote cottage of Shepherd and Shepherdess Fennel offers a vivid impression of Dorset country life, and the story’s narrative voice, both elegiac and instructional in its tone, draws the reader into the 1820s, a period of severe economic depression, when a man could still be hanged for stealing a sheep in order to feed his hungry family and where in a few places – including Bere Regis, not far from the Fennel cottage – there was serious unrest. This local history stands as a backdrop to the story’s events, as do Hardy’s personal memories, some based on anecdotes he heard from his parents and grandparents. To the end of his life, Hardy told stories of the hangings that he and his relatives had witnessed – Timothy Sommers’s predicament must be seen in this context – and he often lamented the loss of a whole class of village artisans, who were forced by economic circumstances to move to cities or to emigrate.14 Though Sommers is not hanged, it must be remembered, he is forced permanently to leave his native place and way of life. Like Lizzy Newberry in ‘The Distracted Preacher’ – staged in 1911 along with The Three Wayfarers15 – Sommers must forsake the familial and social world that made him so resourceful and resilient. Thus Hardy’s obsessive concern with dialect and social rituals in these two stories – as well as in their dramatic productions – is a reflection of his interest, historical and personal, in a rural culture that was slipping away even before he was born. In both narratives, the comic and dramatic elements are enabled and modified by this elegiac framework.

‘The Romantic Adventures of a Milkmaid’, written at Wimborne during roughly the same time as ‘The Three Strangers’ and published in summer 1883, is a story that Hardy considered for dramatic adaptation,16 but in plot structure and style it is more closely allied with the fairy-tale qualities found in ‘Thieves’ than with the regional specificity of the two early stories staged in Hardy’s lifetime. For in spite of precise details about Margery Tucker’s life and class-standing as a milkmaid during the 1840s, the story’s impact does not depend on historical circumstances (its setting was changed from Dorset to Devon for the 1913 A Changed Man, with little effect on the plot). Indeed, this text – which combines elements from ‘Red Riding Hood’, ‘Cinderella’ and the ballad of ‘The Daemon Lover’ – has strangely mythic overtones and does not easily satisfy the requirements of a reader looking for realistic narrative (this may be the reason why the story was more popular in the United States, where ‘romance’ was a respected genre, than in Britain). Yet it is precisely the incongruous combination of varied plots that gives the story its complexity: in the characterization of Baron von Xanten, the wicked wolf whom Red Riding Hood meets in the woods is also the Prince Charming who dances with Cinderella at the ball, and these opposing roles are brought together by his affinities with the suicidal, self-obsessed Byronic hero and with the figure of the daemon lover, who entices the vain and ambitious wife away from her domestic world.17 In conflating these characterizations, the story exposes hidden elements in the structure of many romances: sexual attraction involves imaginative projection on the beloved, and class barriers can make such desire both more tempting and more tenuous. So the characters cannot be said to ‘fall in love’, but rather are caught up in fantasies that are ‘romantic’, with all the accompanying connotations of self-delusion. In this context, it should be remembered that the chapter in Far From the Madding Crowd describing Sergeant Troy’s self-dramatizing attentions to the tomb of Fanny Robin – whom, when alive, he had exploited and neglected – is called ‘Troy’s Romanticism’. Though the title ‘Romantic Adventures of a Milkmaid’ may have led some readers to expect a titillating story, the narrative cynically uncovers some of the psychic mechanisms underlying sexual attraction, and it does so for both the female and the male characters: anticipating the destructive dynamic in the courtship of Tess Durbeyfield and Angel Clare, it shows how a rural milkmaid might make a ‘demi-god’ of a suitor above her in class, while he might see her, equally falsely, as a figure of pastoral simplicity and naturalness.

In contrast to Tess, however, the story places greater emphasis on female weakness, and the instability of its sexual politics is most apparent in the changes Hardy made for publication in 1913 A Changed Man. In the 1883 version (the copy-text for this volume), Margery staunchly refuses to go with the baron on his yacht because she wants to remain loyal to Jim, and she shares responsibility with von Xanten for ending their relationship, though her strength afterwards seems to come only from the competing erotic focus of the baby: at least superficially, the marriage plot has subsumed the romance plot. In the 1913 version, however, Margery is made more ambivalent, even at the end of the story, in her feelings about Jim Hayward; the baron is made both more explicit about his sexual interest in Margery and more daemonic; and in the conclusion, which makes his death a certainty rather than a possibility, Margery confesses to Jim that she was disappointed by von Xanten’s failure finally to take her on his yacht. These changes move the story in the direction of an alternative ending that Hardy described, the year before his death, in the margin of his copy of A Changed Man:


the foregoing finish of the Milkmaid’s Adventures by a re-union with her husband was adopted to suit the requirements of the summer number of a periodical in which the story was first printed. But it is well to inform readers that the ending originally sketched was a different one, Margery, instead of returning to Jim, disappearing with the Baron in his yacht at Idmouth after his final proposal to her, & being no more heard of in England.18


This ending conforms with the plot of ‘The Daemon Lover’ and anticipates Hardy’s 1893 story, ‘The Fiddler of the Reels’, where the mysterious Gypsy’s diabolical control over the sexuality of the heroine is absolute. It is also significant that in both ‘Romantic Adventures’ and ‘Fiddler’ the enchanting powers of the seducer are linked to his racial or cultural otherness. Baron von Xanten’s foreignness may be a Gothic touch, but it also allies this story, so often read only in terms of pastoral contrasts between simple and sophisticated, with a xenophobic discourse, pervasive at the end of the nineteenth century, that linked the sexually dangerous with the alien. At another level, however, the Baron is not antithetical to Margery’s world, for crucial to both endings is the intense homosocial bond formed between him and Jim Hayward. Thus while Margery’s marriage is the fulfilment of a commonplace contract into which she has been coerced, the baron willingly makes his promise to Jim in a ceremony of mystical import: the milkmaid may have ‘adventures’ (note the ironic attribution to her experience of a word usually applied to male heroic quests), but it is the men who together decide her sexual fate. In both versions, then, an allusion by Hayward to his bond with the baron closes the narrative: ‘however he might move ye [’ee in the 1913 version], he’ll never come. He swore it to me: and he was a man of his word.’

Masculine fulfilment is the main focus of ‘Our Exploits at West Poley’, a children’s story completed after Hardy moved to Dorchester in 1883, but not published until ten years later. In this fairy-tale propounding middle-class virtues, the young protagonist learns to balance caution and energy, thus becoming a prosperous farmer. The same maturity and happy fate, however, are not granted to the heroes of the next few narratives Hardy wrote, including the magnificently tragic Michael Henchard of The Mayor of Casterbridge, the novel begun early in 1884, and the pathetically self-defeating Charles Darton of ‘Interlopers at the Knap’, a story published in May of the same year and collected in 1888 Wessex Tales (the copy-text for this edition).19 The story begins, significantly at Christmas, with Darton’s quest for a wife as he finds his way, like the wise men, through an unknown landscape. Yet neither the appealing Sally Hall, who nervously awaits him, nor the beautiful Helena Hall, who had earlier rejected him and who appears to him in Sally’s dress as though a figure from a dream, finally brings him happiness. For after choosing the newly widowed Helena over the self-protective and magnanimous Sally, Darton, like Mr Barnet of ‘Fellow-Townsmen’, then regrets losing the woman he had rejected. Sally, however, is a different figure from Lucy Savile and elects never to marry. Having discovered that Darton is not the hero she thought him to be, she settles into a satisfying life in her old home on her prosperous farm; thus she, not Darton, enjoys the happy fate of the protagonist in ‘Exploits’.

In this secure and comfortable position, Sally feels no need to accept other marriage proposals either, including that of Japheth Johns, who seems in many respects to be the ideal opposite of his friend Darton (he is not unlike Diggory Venn). From the beginning, he appreciates Sally in ways that Darton does not, and with his neighbouring farm he is in a social and economic position to marry her. Even the biblical antecedents invoked by the names of Japheth (the son of Noah who received his father’s blessing to bear much fruit) and Sally (the diminutive for Sarah, the wife of Abraham who became the mother of patriarchs) suggest that a union between them would be appropriate and satisfying. What the story exposes, however, is the persistent reliance of the romance plot on the desire for such artificial symmetry and fulfilment: leading the reader in the direction of Barnet’s own ‘purely formal’ reasoning, which assumes first that anniversaries are propitious and then that they are unpropitious, the narrative finally refuses to demonstrate that such forms of magical thinking have any truth. Flying in the face of its own romance structure, the story ends with no marriage at all, and spinsterhood, conventionally presented as an image of failure and as the quintessentially unhappy closure, is the way of life elected by the heroine to preserve her sense of contentment.20 This post-biblical Sarah aggressively determines not to be the wife, or the mother, of a patriarch.

In the years following the appearance of ‘Interlopers’, which included the publication of Mayor (1886) and The Woodlanders (1887), as well as the move into Max Gate just outside Dorchester, Hardy experimented, with varying success, in several types of story. In March 1885, he published in the Detroit Post ‘Ancient Earthworks and What Two Enthusiastic Scientists Found Therein’, a mood piece set at Maiden Castle which he didn’t present to the British public until 1893 (as ‘Ancient Earthworks at Casterbridge’) because of its caricature of Edward Cunnington, a local antiquary.21 ‘A Mere Interlude’ and ‘Alicia’s Diary’, which appeared, respectively, in October 1885 and 1887, explore the kinds of extreme plot devices that would become typical of more successful stories written during the 1890s. The most sustained experiment of this period, however, was ‘The Waiting Supper’, a novella-length work published in Murray’s Magazine during January and February 1888 (the copy-text for this edition), but not collected until 1913 in A Changed Man – perhaps because of its similarities in plot to many other works: A Pair of Blue Eyes (1872), Far From the Madding Crowd and Two on a Tower, plus two major stories, ‘A Tragedy of Two Ambitions’ (1888) and ‘Barbara of the House of Grebe’ (1891). Like ‘Romantic Adventures’, ‘The Waiting Supper’ has a different closure in each of its two versions, neither of them a standard happy resolution. Indeed, with thirty and twenty-five years between versions for ‘Romantic Adventures’ and ‘The Waiting Supper’, these stories – given prominence in the title of the 1913 A Changed Man, The Waiting Supper, and Other Tales, Concluding with the Romantic Adventures of a Milkmaid – draw attention to the tenuousness of all endings, happy or otherwise.

‘The Waiting Supper’ echoes several texts about unconsummated love – George Crabbe’s ‘The Parting Hour’ and ‘Procrastination’ in his 1812 Tales, Matthew Arnold’s ‘Too Late’ (1852), Robert Browning’s ‘The Statue and the Bust’ (1855) – and presents a romance plot that fails, like that of ‘Fellow-Townsmen’, both because circumstances work against the lovers and because they are indecisive or passive. In the first version, Christine Bellston, finally given the opportunity to marry Nicholas Long after her long absent husband has been found drowned, argues with characteristic equivocation that in their old age such a move would not be ‘worth while’, and Nic, also repeating his own past pattern of melancholy withdrawal, ‘[falls] in with these views of hers to some extent’. Christine is certain that her husband is dead, and her reluctance to marry Nic is thus attributable to her customary complacency – as well as to a legitimate recognition that they are ‘perhaps happier than we should be in any other relation, seeing what old people we have grown’. The implication is that both partners have outlived the romance plot, making irrelevant its expectations for consummation and fulfilment. In the 1913 version, however, Hardy introduced substantive changes: the social differences originally dividing Christine and Nic were somewhat reduced; Nic was made less despairing after the news of Bellston’s return; and the only sign of Bellston’s arrival on the night of the prenuptial supper was the delivery of his portmanteau, not his actual appearance at the house. The evidence for Bellston’s death was also made uncertain: in the 1888 version, the watch found on the corpse has engraved on it ‘J. Bellston: 1838’, but in 1913 the inscription was changed to ‘the name of the maker of her husband’s watch, which she well remembered’, and the following exchange was added to the final dialogue between Christine and Nic:


‘I have strange fancies,’ she said. ‘I suppose it must have been my husband who came back, and not some other man.’

Nicholas felt that there was little doubt. ‘Besides – the skeleton,’ he said.

‘Yes… If it could not have been another person’s — but no, of course it was he.’


The 1913 version thus introduces the possibility, however remote, that Bellston is still alive. In the earlier version, Christine’s tendency toward retreat and procrastination seems the chief motivation for her actions; in the later version, however, the plot might be seen either as offering her some basis for her rationalization or as foregrounding her tendency to find reasons for her irrational position. ‘The Waiting Supper’ of 1913 thus adds an indeterminacy that puts the reader in an intriguing quandary, not knowing whether Christine or Nic is right. In either case, the narrative calls the standard romance plot into question. Love between these partners continues only because consummation – the consuming of the waiting supper – has been once again postponed, this time until death.

‘The Withered Arm’ – first published, like ‘The Waiting Supper’, in January 1888 – also interrogates the romance plot, this time by passing over its expected focus on events leading up to the conventional closure of marriage. Concentrating instead on the disastrous aftermaths of two courtships (in one case abandonment and an illegitimate child, in the other an unhappy childless marriage), the work forcefully condemns both the sexual double standard and economic exploitation of the labouring classes. Rhoda Brook, its betrayed milkmaid, is thus significantly different from Margery (or from Tess Durbeyfield in the novel which Hardy was to publish three years later) because she is portrayed more than twelve years following a sexual encounter. Her story, then, is at least as much about her relationship with her child and with the wife of her child’s father as it is about her connection with the man himself; and the dynamic in this complex network of domestic and extra-domestic relationships is so intense that the story exceeds the boundaries of realism. As Suzanne R. Johnson has argued, ‘Hardy uses the fantastic as a means of avoiding the domestic, and essentially bourgeois ideology of social realism.’22 This ‘fantastic’ element was controversial even before the story was published. Four days after it was rejected by Longman’s Magazine in September 1887 for its grimness and its perceived inappropriateness for magazine-reading girls,23 Hardy sent it to William Blackwood, trying this time to make the grimness marketable. Alluding in one letter to its ‘Blackwood flavour’, he suggested in another that ‘It is of rather a weird nature – but as the taste of readers seems to run in that direction just now perhaps its character is no disqualification.’24 After its publication in Blackwood’s Edinburgh Magazine, and before its appearance a few months later in 1888 Wessex Tales (the copy-text for this edition), Hardy recommended ‘The Withered Arm’ to friends for its ‘creepy’ or ‘weird’ qualities, which he insisted were linked to the story’s origin in ‘fact’.25 As he explained in his 1896 preface to Wessex Tales, Since writing this story some years ago I have been reminded by an aged friend [his grandmother] of ‘Rhoda Brook’ that, in relating her dream, my forgetfulness has weakened the facts out of which the tale grew. In reality it was while lying down on a hot afternoon that the incubus oppressed her and she flung it off, with the results upon the body of the original as described. To my mind the occurrence of such a vision in the daytime is more impressive than if it had happened in a midnight dream. Readers are therefore asked to correct the misrelation, which affords an instance of how our imperfect memories insensibly formalize the fresh originality of living fact – from whose shape they slowly depart, as machine-made castings depart by degrees from the sharp hand-work of the mould.

This notion of ‘fact’, it should be noted, is diametrically opposed to conventions of realism, for when Leslie Stephen, whom Hardy greatly admired, criticized the story’s ambivalent shifting between supernatural and naturalistic elements, Hardy made only perfunctory changes to its wording and later commented that Stephen’s letter was ‘a dull and unimaginative example of gratuitous criticism’.26 Important for Hardy is an overlapping of the commonplace and the weird, figured in the story’s contrast between prosaic settings (the dairy, the road, the Lodge home, Casterbridge) and the eerie places associated with the heath (Rhoda’s home, Conjuror Trendle’s cottage). As Romey T. Keys has argued, the use of Egdon Heath, already established in Hardy’s fiction as a ‘special domain’ of the Uncanny, locates the story precisely ‘at the intersection of reason and reverie’.27

Yet these extravagant details also have strong connections with the actualities of Dorset history, for an important aspect of this narrative is its setting in the late 1820s or early 1830s, and it continually establishes parallels between the exploited situations of its fallen woman and of its rural workers. Rhoda is not only the mother of Farmer Lodge’s illegitimate son, but also a milker on a farm whose dairyman must pay Lodge nine pounds a year for the use of each of its eighty animals. In a sense, Lodge owns all of the female bodies in the story: Rhoda, the labouring woman whom he violated, made pregnant and abandoned; Gertrude, the genteel woman whom he married and neglects; the other milkmaids, both ‘regular and supernumerary’, who milk his cows for small wages; and the cows, which reproduce and lactate for his profit. The narrator’s concluding focus, therefore – which takes the form of a speculation on Rhoda’s ‘sombre thoughts… beating inside that impassive, wrinkled brow, to the rhythm of the alternating milk-streams’ – stands as a succinct allusion to the triple conflation of Rhoda’s sexual, maternal and economic roles. Rhoda’s unnamed child, moreover, is an extension of his mother’s exploitation: in order to eat, he breaks laws that protect the property of farmers like his father, and he dies – significantly, he is the age his mother was when she bore him – wearing the smockfrock that is emblematic of his oppressed class.28

The distinctive and confident use of regional and oral history in ‘The Withered Arm’ coincides with an important stage in Hardy’s development as a writer of short fiction. For at roughly this point he began to think of his stories, not only as cash-yielding, ephemeral works for the popular periodical press, but also as parts of bound volumes which, like his novels, would be reviewed in prestigious journals. He was also beginning to think about ‘Wessex’ as a consistent and overarching setting for all of his fiction, and both concerns seem to have contributed to Hardy’s decision, less than two months after the publication of ‘The Withered Arm’, to collect his best stories in a volume. On 29 February 1888, Hardy sent to Macmillan ‘The Three Strangers’, ‘The Withered Arm’, ‘Fellow-Townsmen’, ‘Interlopers at the Knap’ and ‘The Distracted Preacher’ to discover if the company ‘would be willing to publish them as collected’, noting that ‘[s]ome well-known critics have often advised me to reprint them, informing me that they are as good as anything I have ever written (however good that may be)’. This query, which cautiously but definitively put the stories at the level of the widely recognized novels, received a positive response within a week,29 and Wessex Tales (in two volumes) was published in early May. From this point onward, Hardy wrote most of his stories with an eye to book publication and, as will be demonstrated by the selections in the second volume of this Penguin edition, he increasingly made short fiction the vehicle for an exploration of controversial techniques and ideas. The publication of Wessex Tales was thus a watershed in Hardy’s fiction-writing career: the volume that established him as a writer of serious short fiction also announced, for the first time in a published title, the official name of his fictional microcosm. Wessex Tales, in sum, proclaimed the importance of ‘Wessex’ for Hardy’s stories and the centrality of the stories in Hardy’s imaginative world.
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27. Romey T. Keys, ‘Hardy’s uncanny narrative: a reading of “The Withered Arm”’, Texas Studies in Literature and Language 27 (1985), 116.

28. Anne Alexander (Thomas Hardy: The ‘Dream-Country’ of His Fiction (London: Barnes & Noble, 1987), pp. 169–70) was the first to note this correlation in age. For fuller discussions of the story’s historical elements, see John Rabbett, From Hardy to Faulkner: Wessex to Yoknapatawpha (New York: St Martin’s Press, 1989), pp. 14–15, 20–21 and 138; and Roger Ebbatson, ‘“The Withered Arm” and history’, Critical Survey 5 (1993), 131–5.

29. Collected Letters, I, 174–5.


FURTHER READING

Only two books have been devoted exclusively to Thomas Hardy’s short fiction: Kristin Brady, The Short Stories of Thomas Hardy: Tales of Past and Present (London: Macmillan, 1982), a close reading of the four story collections, and Martin Ray, Thomas Hardy: A Textual Study of the Short Stories (Aldershot: Ashgate, 1997), a detailed history of the collected narratives. Many books on Hardy’s fiction omit significant mention of the stories, but the following are valuable exceptions: J. Hillis Miller, Thomas Hardy: Distance and Desire (Cambridge: Harvard University Press, 1970); Michael Millgate, Thomas Hardy: His Career as a Novelist (New York: Random House, 1971); Simon Gatrell, Hardy the Creator: A Textual Biography (Oxford: Clarendon, 1988); John Goode, Thomas Hardy: The Offensive Truth (Oxford: Basil Blackwell, 1988); John Rabbett, From Hardy to Faulkner: Wessex to Yoknapatawpha (New York: St Martin’s Press, 1989); T. R. Wright, Hardy and the Erotic (New York: St Martin’s Press, 1989); Roger Ebbatson, Hardy: The Margin of the Unexpressed (Sheffield: Sheffield Academic Press, 1993); Gayla R. Steel, Sexual Tyranny in Wessex: Hardy’s Witches and Demons of Folklore (New York: Peter Lang, 1993); and Keith Wilson, Thomas Hardy on Stage (Basingstoke: Macmillan, 1995).

A few general essays on the stories have appeared: Irving Howe, ‘Anote on Hardy’s stories’, Hudson Review 19 (1966), 259-66; Alexander Fischler, ‘Theatrical techniques in Thomas Hardy’s short stories’, Studies in Short Fiction 3 (1966), 435-45; Norman Page, ‘Hardy’s short stories: a reconsideration’, Studies in Short Fiction 11 (1974), 75-84; A. F. Cassis, ‘A note on the structure of Hardy’s short stories’, Colby Library Quarterly, 10th ser. (1974), 287-96; Maire A. Quinn, ‘Thomas Hardy and the short story’ in Budmouth Essays on Thomas Hardy: Papers Presented at the 1975 Summer School, ed. F. B. Pinion (Dorchester: Thomas Hardy Society, 1976), pp. 74-85; J. B. Smith, ‘Dialect in Hardy’s short stories’, Thomas Hardy Annual 3 (1985), 79-92; and Norman D. Prentiss, ‘The poetics of interruption in Hardy’s poetry and short stories’, Victorian Poetry 31 (1993), 41-60.

A few other essays deal prominently with the short fiction: James F. Scott, ‘Thomas Hardy’s use of the gothic: an examination of five representative works’, Nineteenth-Century Fiction 17 (1963), 363-80; Simon Gatrell, ‘The early stages of Hardy’s fiction’, Thomas Hardy Annual, no. 2, ed. Norman Page (London: Macmillan, 1984), pp. 3 - 29; and Michael Rabiger, ‘Hardy’s fictional process and his emotional life’, Alternative Hardy, ed. Lance St John Butler (New York: St Martin’s Press, 1989), pp. 88-109.

There is also a selection of essays about some individual stories from this edition. On ‘Destiny and a Blue Cloak’, see Pamela Dalziel, ‘Hapless “Destiny”: an uncollected story of marginalized lives’, Thomas Hardy Journal 8 (1992), 41-9. On ‘Fellow-Townsmen’, see Toby C. Herzog, ‘Hardy’s “Fellow-Townsmen”: a primer for the novels’, Colby Library Quarterly 18 (1982), 231-40. On ‘The Three Strangers’, see William Van O’Connor, ‘Cosmic irony in Hardy’s “The Three Strangers”’, English Journal 47 (1958), 248-54 and 262; James L. Roberts, ‘Legend and symbol in Hardy’s “The Three Strangers”’, Nineteenth-Century Fiction 17 (1962), 191-4; Keith Wilson, ‘Hardy and the hangman: the dramatic appeal of “The Three Strangers”’, English Literature in Transition 24 (1981), 155-60; and Francesco Marroni, ‘“The Three Strangers” and the verbal representation of Wessex’, Thomas Hardy Journal 8 (1992), 26-39. On ‘The Romantic Adventures of a Milkmaid’, see George Wing, ‘Tess and the romantic milkmaid’, Review of English Literature 3 (1962), 22-30; Geoffrey Doel, ‘The supernatural background to “The Romantic Adventures of a Milkmaid” by Thomas Hardy’, Somerset and Dorset Notes & Queries 30 (1978), 324-35; Michael Benazon, ‘“The Romantic Adventures of a Milkmaid”: Hardy’s modern romance’, English Studies in Canada 5 (1979), 56-65; and Simon Gatrell, ‘Topography in “The Romantic Adventures of a Milkmaid”’, Thomas Hardy Journal 3 (1987), 38-45. On ‘The Waiting Supper’, see Annie Escuret, ‘Une nouvelle de T. Hardy: “The Waiting Supper”’, Cahiers victoriens et édouardiens, No. 8 (1979), 39-52. On ‘The Withered Arm’, see Romey T. Keys, ‘Hardy’s uncanny narrative: a reading of “The Withered Arm”’, Texas Studies in Literature and Language 27 (1985), 106-23; Roger Ebbatson, ‘“The Withered Arm” and history’, Critical Survey 5 (1993), 131-5; and Suzanne R. Johnson, ‘Metamorphosis, desire, and the fantastic in Thomas Hardy’s “The Withered Arm”’, Modern Language Studies 23 (1993), 131-41.

Hardy’s own perspectives on the stories or on ideas and images within them can be found in several published sources: The Collected Letters of Thomas Hardy, ed. Richard Little Purdy and Michael Millgate, 7 vols. (Oxford: Oxford University Press, 1978-88); The Life and Work of Thomas Hardy, ed. Michael Millgate (Basingstoke: Macmillan, 1984); The Literary Notebooks of Thomas Hardy, ed. Lennart A. Björk, 2 vols. (London: Macmillan, 1985); The Personal Notebooks of Thomas Hardy, ed. Richard H. Taylor (Basingstoke: Macmillan, 1979); Thomas Hardy’s Personal Writings: Prefaces, Literary Opinions, Reminiscences, ed. Harold Orel (1966; Lawrence: University Press of Kansas, 1969); Thomas Hardy’s ‘Studies, Specimens &c.’ Notebook, ed. Pamela Dalziel and Michael Millgate (Oxford: Clarendon Press, 1994). The definitive biography of Hardy remains Michael Millgate’s Thomas Hardy: A Biography (Oxford: Oxford University Press, 1982).


A NOTE ON THE HISTORY OF THE TEXTS

In a series that aims to offer the fictional texts of Thomas Hardy ‘as [his] readers first encountered them, in a form of which he in general approved, the version that his early critics reacted to’ (General Editor’s Preface), no simple or single decision about choice of copy-text can be made to cover all of the short fiction. For unlike most of the novels, many of Hardy’s stories did not achieve book publication immediately after their appearance in magazines, and there was sometimes a considerable gap (up to thirty-two years) between the periodical printing of a story (the version first encountered by Hardy’s readers) and its appearance in book form (the version of which he generally approved and to which the early critics responded); neither choice, in short, necessarily fulfils all three requirements. Given this difficulty, I have decided in principle to privilege the first texts Hardy approved for reviewers (for the history of Hardy’s collections of short stories, see Appendix I) over those that first appeared to the public eye and so to use as copy-text the first volume edition rather than the magazine publication. For the book printings often included the insertion (or restoration) of details and passages that were too adventurous for periodicals and thus might be considered, if not the texts that are closest to Hardy’s original intentions (a concept that has been questioned by recent textual critics), at least the versions he preferred at the point when they would receive their first formal reviews. Before the appearance of Wessex Tales in 1888, there was no documented critical reception of most of the stories.

The exceptions to my general rule will be the stories that were not collected until 1913 in A Changed Man or not at all in Hardy’s lifetime. For the former, I have reprinted the magazine version because a considerable gap in time (and substantive textual changes) intervened between magazine and volume publication, and to assimilate the revisions of 1913 would necessitate - in opposition to this edition’s offering the stories ‘as Hardy’s readers first encountered them’ (my emphasis) - an inclusion of details that came only in association with the 1912 Wessex Edition. For the uncollected stories, ‘Destiny and a Blue Cloak’ and ‘The Thieves Who Couldn’t Help Sneezing’, the magazine printing is the only version. ‘Destiny’ first appeared in The New York Times on 4 October 1874, pp. 2-3, under the heading ‘CURRENT LITERATURE’. ‘Thieves’ was published in the 1877 Father Christmas: Our Little Ones’ Budget, edited, under the pseudonym of ‘Miss N. D’Anvers’, by Nancy R. E. Meugens. This Christmas annual for children was published under the auspices of the Illustrated London News.

The copy-text for ‘The Distracted Preacher’ is 1888 Wessex Tales, published by Macmillan on 4 May. The story had first appeared as ‘The Distracted Young Preacher’ in the New Quarterly Magazine for April 1879, and, in five instalments from 19 April to 17 May 1879, in the American periodical Harper’s Weekly. Martin Ray speculates that the American serialization ‘is an earlier version…, perhaps set from proofs, which Hardy later further emended before the story appeared in the New Quarterly Magazine’.1 The textual history of ‘Fellow-Townsmen’ runs parallel to that of ‘The Distracted Preacher’: it appeared in the New Quarterly Magazine (April 1880) and Harper’s Weekly (five instalments from 17 April to 15 May 1880), and its American publication seems to have represented an earlier version. Harper & Brothers also published it in book form. The story was then revised and collected in 1888 Wessex Tales, the copy-text for this edition. ‘The Three Strangers’ first appeared in the March 1883 Longman’s Magazine and an almost identical version was published in two instalments (3 and 10 March 1883) in Harper’s Weekly; it then was collected in 1888 Wessex Tales (the copy-text used here). ‘The Romantic Adventures of a Milkmaid’ first appeared in the special Summer number of the 1883 Graphic (the copy-text for this volume), which marked the beginning of Hardy’s association with a journal that published some of his most controversial works, including the short-story collection A Group of Noble Dames, and Tess of the D’Urbervilles. Simon Gatrell notes that the extra Summer and Christmas numbers of the Graphic ‘were more substantial than the normal weekly copies, and Hardy showed his professional versatility in meeting happily the demand for a tale of a length somewhere between the usual short story and the novel’.2 The novella-length ‘Romantic Adventures’ appeared almost simultaneously in seven instalments from 23 June to 4 August in Harper’s Weekly, and Harper & Brothers also published it, before the serialization was completed, in volume form. Richard Little Purdy notes that ‘Romantic Adventures’ was ‘widely pirated… and more frequently and cheaply reprinted in America through many years than perhaps any other work of Hardy’s’.3 Hardy did not collect ‘Romantic Adventures’ in volume form until the 1913 Macmillan printing of A Changed Man, in which he placed ‘a dozen minor novels that have been published in the periodical press at various dates in the past’ (Prefatory Note). ‘Interlopers at the Knap’ first appeared in the May 1884 English Illustrated Magazine and then was collected in the 1888 first printing of Wessex Tales, which serves as the copy-text for this volume. ‘The Waiting Supper’ appeared in the January and February numbers of Murray’s Magazine for 1888, which provides the copy-text for this volume, and in Harper’s Weekly for 31 December 1887 and 7 January 1888. On Christmas Day 1890, Hardy then published in the Dorset County Chronicle, without acknowledging the source, a conflation of the closing scenes from ‘The Waiting Supper’, which he entitled ‘The Intruder, A Legend of the “Chronicle” Office’. After that, ‘The Waiting Supper’ did not appear again - perhaps because of its similarities to other Hardy stories and novels - until A Changed Man. For ‘The Withered Arm’, a period of only about four months intervened between its periodical publication in the January 1888 Blackwood’s Edinburgh Magazine and the 1888 Wessex Tales, used here as copy-text.4

This edition follows exactly the chosen copy-texts, with minor exceptions. First, because the stories come from a variety of sources, I have standardized in the following instances: words with ‘ise’ and ‘or’ spellings have become ‘ize’ and ‘our’, respectively (e.g. ‘recognize’ and ‘honour’); single quotation marks have been used, and punctuation at the end of a quotation has been moved outside the quotation marks, except in dialogue; M-dashes have become N-dashes, and 2M-dashes have become M-dashes; hyphens have been removed from such words and phrases as ‘today’, ‘tomorrow’, ‘tonight’, ‘goodbye’ (or ‘goodby’), ‘good morning’, ‘good afternoon’, ‘good evening’ and ‘good night’, as well as from place names (e.g. Maiden Newton); in order to remove inconsistencies, hyphens have been added where necessary to ‘turnpike-road’, ‘broad-arrows’ ‘harbour-road’, ‘lime-burner’, ‘country-road’, and ‘new-comer’, but removed from the first part of ‘master-lime-burner’ and from ‘mantelpiece’, ‘dairymaid’ and ‘bedroom’; there is no full stop after titles such as ‘Mr’; punctuation appears in roman type after a word in italic, but remains in italic within a phrase or sentence in italic; ellipses have been standardized to three periods; and ‘gray’ has become ‘grey’. I have also silently corrected typographical errors. In ‘The Romantic Adventures of a Milkmaid’, the word ‘Chapter’ has been deleted (as it is from 1913 CM) from each numbered heading. Other typographical features of a particular publication (such as the use of ‘THE END’) have also been removed from all the stories.

Notes

1. Ray, p. 58.

2. Gatrell, 71.

3. Purdy, 48-9.

4. Three of the stories in this volume have been produced for the BBC: ‘The Distracted Preacher’ (John Hale, 1969), ‘Fellow-Townsmen’ (Douglas Livingstone, 1973) and ‘The
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