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A PAIR OF BLUE EYES

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 By 1867 he had returned to Dorset to work as Hicks’s assistant and began his first (unpublished) novel, The Poor Man and the Lady.

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

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

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

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

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

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

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

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

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

Patricia Ingham
St Anne’s College, Oxford




CHRONOLOGY: HARDY’S LIFE AND WORKS

1840 2 June: Thomas Hardy born, Higher Bockhampton, Dorset, eldest child of a builder, Thomas Hardy, and Jemima Hand, who had been married for less than six months. Younger siblings: Mary, Henry, Katharine (Kate), to whom he remained close.

1848–56 Schooling in Dorset.

1856 Hardy watched the hanging of Martha Browne for the murder of her husband. (Thought to be remembered in the death of Tess Durbeyfield.)

1856–60 Articled to Dorchester architect, John Hicks; later his assistant.

late 1850s Important friendship with Horace Moule (eight years older, middle-class and well-educated), who became his intellectual mentor and encouraged his self-education.

1862 London architect, Arthur Blomfield, employed him as a draughtsman. Self-education continued.

1867 Returned to Dorset as a jobbing architect. He worked for Hicks on church restoration.

1868 Completed his first novel The Poor Man and the Lady but it was rejected for publication (see 1878).

1869 Worked for the architect Crickmay in Weymouth, again on church restoration.

1870 After many youthful infatuations thought to be referred to in early poems, met his first wife, Emma Lavinia Gifford, on a professional visit to St Juliot in north Cornwall.

1871 Desperate Remedies published in volume form by Tinsley Brothers.

1872 Under the Greenwood Tree published in volume form by Tinsley Brothers.

1873 A Pair of Blue Eyes (previously serialized in Tinsleys’ Magazine). Horace Moule committed suicide.

1874 Far from the Madding Crowd (previously serialized in the Cornhill Magazine). Hardy married Emma and set up house in London (Surbiton). They had no children, to Hardy’s regret; and she never got on with his family.

1875 The Hardys returned to Dorset (Swanage).

1876 The Hand of Ethelberta (previously serialized in the Cornhill Magazine).

1878 The Return of the Native (previously serialized in Belgravia). The Hardys moved back to London (Tooting). Serialized version of part of first unpublished novel appeared in Harper’s Weekly in New York as An Indiscretion in the Life of an Heiress. It was never included in his collected works.

1880 The Trumpet-Major (previously serialized in Good Words). Hardy ill for many months.

1881 A Laodicean (previously 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.
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This map is from the Wessex Novels Edition, 1895–6
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INTRODUCTION

On 20 October 1871, six months after the appearance of Desperate Remedies, his first published novel, Hardy wrote to the publisher William Tinsley: ‘Early in the summer I began, & nearly finished, a little rural story, but owing to the representation of critic-friends who were taken with D[esperate] R[emedies] I relinquished that, & have proceeded a little way with another, the essence of which is plot, without crime– but on the plan of D.R.’1 The ‘little rural story’, Under the Greenwood Tree, was in fact more complete than Hardy implied: two days previously, indeed, the manuscript had been returned to Hardy with a temporizing letter of non-acceptance from the publisher Alexander Macmillan.2 As with Desperate Remedies, it would eventually be offered to and accepted by Tinsley. The other story, with which Hardy had indeed proceeded but ‘a little way’, was A Pair of Blue Eyes (at this stage entitled ‘A winning tongue had he’): nine months later, when it was purchased by Tinsley for both serialization in Tinsleys’ Magazine and three-volume publication, it still consisted only of roughly sketched-out opening chapters and a general outline.3

Hardy’s conception of A Pair of Blue Eyes may certainly have changed during the course of composition, but it is none the less interesting that during the early conceptual stage he should have associated it so markedly with its sensational predecessor Desperate Remedies. While his insistence on the absence of crime precludes any specific definition of the new story as ‘sensation fiction’, A Pair of Blue Eyes – both as originally conceived and ultimately realized – does share a number of features with the sensation novels popularized during the previous decade by such authors as Mary Elizabeth Braddon and Wilkie Collins. The purest type of sensation novel has been defined as the ‘novel-with-a-secret’,4 and the plot of A Pair of Blue Eyes revolves entirely around secrets: most obviously Stephen’s class origins and Elfride’s previous relationships, but also the authorship of her romance and of her father’s sermons, Mr Swancourt’s courtship of Mrs Troyton, Knight’s sexual inexperience and so forth – to say nothing of the final secret, Elfride’s death, a neat inversion of the supposed-dead-but-not-so stock device. If such secrets do not reveal themselves to be the stuff of sensation fiction – characteristically some revelation of murder, bigamy, fraud or other villainy lying below the surface of seemingly respectable society – they are not without a threatening element, centred as they are in anxieties concerning social class, gender roles and sexuality.

A plot revolving around concealment requires a number of discoveries – or near discoveries – of the hidden. In A Pair of Blue Eyes these often take the form of ‘spying’, both intentional and unintentional: Elfride’s ‘perplexing’ glimpses of Stephen with his mother at Endelstow House and with his father near the church; Elfride’s overhearing of Mr Swancourt’s kiss in the garden; Stephen’s observation of Knight and Elfride on the cliffs and in the Belvedere; and, most ominously, Mrs Jethway’s perpetual shadowing of Elfride. As sinister spy Mrs Jethway combines elements of sensation fiction’s villain and detective figures and indeed it is through her that the narrative most closely approximates the sensational. Initially introduced as ‘A woman with red and scaly eyelids and glistening eyes’, she vows to avenge her son’s death, whispers nocturnal threats in Elfride’s ear and writes her catalystic letter to Knight before being violently reduced to the bodily fragmentation of an unidentified corpse in the novel’s most horrific scene. Significantly, Mrs Jethway was a relatively late addition: her name is absent from the ‘Names of the Persons’ in both the manuscript and the serial text. She, along with her sensation-fiction trappings, was perhaps introduced as ‘filler’ as Hardy, writing a serial for the first time, tried desperately to meet deadlines and find sufficiently dramatic material to maintain his readers’ interest.

Of course, the use of melodramatic characters and incidents is not exclusive to sensation fiction. Mrs Jethway would be equally at home in the pages of most romances. It may have been the self-conscious emphasis on plot that caused Hardy to link the new novel with Desperate Remedies, but it is of course common enough for romance narrative to revolve around coincidences and ‘doublings’ as improbable as those that provide the structuring principle here: the repetitions of chess games, excursions to Windy Beak, brushes with death on tower and cliff, flights to London, visits to Knight’s chambers, encounters in the Luxellian vault and so forth. Moreover, when Hardy arranged and classified his fiction for the ‘definitive’ Wessex Edition of 1912–13 he placed A Pair of Blue Eyes as the first volume of the ‘Romances and Fantasies’, and described the novel’s action as exhibiting ‘the romantic stage of an idea which was further developed in a later book’5 – i.e. Tess of the d’Urbervilles, which replays much of the Stephen – Elfride – Knight plot in ‘realistic’ mode.

With striking self-reflexivity the opening scene in the manuscript and serial versions of A Pair of Blue Eyes begins ‘Elfride Swancourt is reading a romance’ (see Appendix III). The scene effectively aligns Hardy’s text with the one his heroine so eagerly peruses: the insistence that Elfride’s emotions would never again be ‘wound to any height by circumstances which never transpired’ points to the commencement of her own romantic adventures and their termination, like those delineated in her crimson-covered three-decker, in death. Her heart will continue to oscillate ‘between hope and fear’, with fear ultimately prevailing, but the causes will henceforth lie in personal experience rather than in identification with fictional characters. As that experience develops she of course defines it in relation to fiction, deliberately seeking to live out a romance plot first with Stephen, who attracts her as much by his personal mystery as by his handsome face, and then with Knight, her supposed ‘knight in shining armour’. Like the implied female readers of Hardy’s own text, she hopes ‘for a kindly ending to the story’, but Stephen reverses romance stereotypes, proving to be the son of a labourer rather than a prince in disguise, while Knight’s unknightly behaviour results in his metaphorical death (‘Her hero died’) followed by her own literal one.

Hardy presumably omitted this scene from later editions because he thought that, like the author of the book Elfride is reading, he ‘had, somewhat indiscreetly, too plainly revealed the sorrow that was impending’. Certainly A Pair of Blue Eyes depends very heavily upon its surprise ending, anticipated in post-serial texts only by Elfride’s grandmother’s untimely death after her runaway marriage to the actor. Perhaps, too, in 1873 Hardy did not wish to identify his story too closely with the genre of romance: Elfride’s romantic predilections would be sufficiently signalled by her authorship of The Court of Kellyon Castle; a romance of the fifteenth century without having to locate A Pair of Blue Eyes from the outset within a genre which the critical orthodoxy of Hardy’s day considered distinctly inferior to ‘realistic’ fiction.6

In truth, A Pair of Blue Eyes is as much a ‘novel of character and environment’ as a romance. In his later years Hardy himself had difficulty classifying the novel, moving it from one to the other of the first two Wessex Edition categories before finally deciding to return it to its original position as the first of the ‘Romances and Fantasies’ (rather than the last of the ‘Novels of Character and Environment’).7 His indecision is understandable: while the novel’s plot is highly artificial, character in fact determines events rather than vice versa. It may be schematic plotting which makes Stephen’s mentor a relation of Mrs Troyton and brings him to Endelstow, but the unhappy conclusion is clearly the consequence of Knight’s sexual fastidiousness and of the way in which Elfride’s self-effacing innocence causes her to magnify her apparent guilt and so fail to exploit Knight’s feelings for her own advantage (see III,II–IV).

As with all of Hardy’s fiction, specific categorization is difficult, elements from different genres having been constantly blended together. This in itself does not constitute a flaw; what emerges as problematic is Hardy’s reluctance as a novice writer to embrace elements from supposedly ‘inferior’ genres. The result in A Pair of Blue Eyes is ponderously self-conscious narratorial commentary, such as the opening chapter’s prefatory paragraphs, which begin: ‘It may be premised of the persons named in the preceding list that the aim and meaning of their appearance upon earth – what in its highest sense they came into the world to do; if much, if little, or whether to be only lookers-on, and to do nothing at all – will receive but a faint analysis.’ Fortunately, the Spectator (28 June 1873) reviewer’s description of the passage as ‘somewhat affected’ led Hardy to omit it and others like it from later editions, though much of the ostentatious pointing up of obvious parallels remains, including the narratorial commentary that follows Knight’s third chess victory: ‘Elfride, the difference between your condition of mind now, and when you purposely made blunders that Stephen Smith might win!’

Later editions removed the apostrophic element from this and other interjections in an attempt to create a more consistent tone by increasing the distance between the narrator and Elfride. The tone remains uneven, however, to the discomfort of many twentieth-century readers. Rosemarie Morgan has attempted to explain this unevenness as a deliberate stratagem on Hardy’s part, arguing that the discrepancy between his seemingly sympathetic portrait of Elfride and the narrator’s location of her within an essentialist and largely negative commentary on womanhood is an attempt ‘to placate the Grundyists’ by superimposing on the narrative a censorial voice.8 It seems more probable, however, that Hardy, as a young, novice writer attempting to prove himself both a man of letters and a man of the world, reiterated what he took to be sophisticated ‘wisdom’ with respect to womankind. The narrator may or may not articulate Hardy’s own views,9 but in any case it is not especially surprising that ‘he’ – the voice is clearly gendered male – should prefigure the Victorian readers who alternately sympathized with and condemned Elfride. After all, the narratorial voice could also be said to be inconsistent with respect to Knight, who at one point is presented as markedly superior to both Stephen and Elfride because of his scrupulous honesty (‘the thoroughness and integrity of Knight illuminated his features with a dignity not even incipient in the other two’), only to be subsequently criticized for harshness and wrongheadedness, defined as products of that same honesty (see III,VII–VIII). The apparent inconsistency may simply be the result of Hardy’s not having quite made up his own mind as he hurriedly produced copy for each serial instalment or, indeed, of his having created characters whom Victorian readers (himself included) were likely to consider commendable as well as culpable.

Certainly Elfride does emerge as both the most stereotypical of women and the progenitor of those Hardy heroines who seek to transcend the bounds of conventionality – and are simultaneously celebrated and punished for their audacity. The opening chapter – even after the excision of the romance-reading scene – presents Elfride as emotional and childish, her presence ‘no more pervasive than that of a kitten’. It is her youthfulness and inexperience which are emphasized in the early scenes, though as daughter caring for her bedridden father and mistress of the house entertaining his guest she is already enacting traditional womanly roles.10

Her interactions with Stephen, however, create a more complicated representation: initially awed by him, she quickly takes up a more dominant position, observing, ‘You are not critical, or experienced, or – much to mind’. Her self-assertion increases in proportion to his self-effacement. As his lack of a gentleman’s experience gradually reveals itself in his odd manner of holding chess pieces, his non-standard Latin pronunciation and his inability to ride, Elfride increasingly takes control of the situation, allowing him to win at chess, appearing and disappearing at will during their excursion to Windy Beak and ruling his heart ‘with absolute despotism’. After the secret of Stephen’s origins is discovered it is she who breaks to her father the news of their wish to marry, arguing ‘gallantly’ in her attempts to counter his opposition.

In effect, traditional male – female roles have been reversed: the woman is assertive, the man passive. Elfride’s assumption of the dominant role occurs only by default, however: she is not presented as inherently ‘masculine’ or even domineering, but as an impulsive, high-spirited young woman, flattered by the adoration of a handsome, unthreatening young man. She admits to loving Stephen because he is ‘so docile and gentle’, attributes which he himself recognizes as ‘not quite the correct qualities for a man to be loved for’. Stephen is in fact consistently defined in conventionally ‘feminine’ terms: Elfride says his face is ‘pretty’, just like hers, while the narrator points out that the two share a cherry-red Cupid’s bow mouth and delicate pink cheeks. Susceptible to ‘feminine’ blushes and tears, Stephen is said to have ‘a plastic adaptability more common in woman than in man’ and to be emotionally constituted ‘rather after a feminine than a male model’.

Patricia Ingham has argued that in early Hardy works, including A Pair of Blue Eyes, the categories of woman (usually ‘lady’) and ‘poor man’ are not always discrete and that woman becomes a vehicle of metaphor for the socially disadvantaged male.11 The identification of Stephen with the ‘feminine’ effectively aligns him with marginalized womankind and indeed in the early stages of the narrative his marginalization is substantially greater than Elfride’s. Class thus emerges at this stage as a more significant social factor than gender.

The engagement with issues of class continues after the introduction of Knight who, in spite of his surname, proves to be less chivalrous towards Elfride than the plebeian Stephen – surnamed ‘Smith’ – whom Knight consistently treats with patronizing condescension. Elfride herself is explicitly criticized by the essentializing narrator for her newly ascendant snobbishness and, indeed, her hegemonic notions of masculinity as she begins ‘to sigh for somebody farther on in manliness’ than Stephen:

Directly domineering ceases in the man, snubbing begins in the woman; the trite but no less unfortunate fact being that the gentler creature rarely has the capacity to appreciate fair treatment from her natural complement. The abiding perception of the position of Stephen’s parents had, of course, a little to do with Elfride’s renunciation. To such girls poverty may not be, as to the more fibrous masses of humanity, a sin in itself; but it is a sin, because graceful and dainty manners seldom exist in such an atmosphere. Few women of old family can be thoroughly taught that a fine soul may wear a smock-frock, and an admittedly common man in one is but a worm in their eyes.

Yet this criticism of social bigotry is sharply undercut by the narrative itself: Elfride’s eventual marriage to Lord Luxellian serves to ‘correct’ her grandmother’s and mother’s imprudent matches and to reaffirm hegemonic class structures. It was the reviewer for the 2 August 1873 Saturday Review – almost certainly Hardy’s friend and mentor Horace Moule, in some respects the ‘original’ of Knight12 – who noted approvingly, ‘In place of an unreal and nonsensical picture of passion defying the social barriers of actual life, the novel conveys (without the appearance of intending it) a powerful representation of what those barriers are in fact, and of what, though perhaps in a modified degree, they are likely to remain.’

With the advent of Knight, however, the battle of the classes takes second place to the battle of the sexes. It has frequently been remarked that Elfride’s role is reversed in her new relationship, that she moves from being the dominant partner to the subordinate, and one certainly cannot imagine Elfride standing alone in the midst of a field at Stephen’s command as she does at Knight’s. Even so, the shift does not occur without a certain amount of struggle on her part. Previously she had ventured with impunity into the (male) sphere of public speech, secretly writing her father’s sermons for him, but once she enters the literary market-place, Knight, representing patriarchy at its most rigid, exposes the female identity behind the male pseudonym and effectively ‘puts her in her place’, invoking male romance writers only to insist that the female writer’s proper domain is the recording of ‘domiciliary experience’ and the ‘murmuring of delicate emotional trifles’. Significantly, what Elfride most objects to is being called ‘silly’ and she spiritedly undertakes to explain her motives, an act which epitomizes the paradox of her character: she is (conventionally) concerned about male opinion but (unconventionally) willing to enter into intellectual debate with an unidentified male opponent. The victory in this first battle is Knight’s; Elfride is effectively silenced as an author, vowing never again to risk condemnation through publication. Knight of course applauds her decision, insisting that the best thing to hear about a woman is not that she has taken to writing but that she has married – and then to hear about her no more. After such self-revelation with respect to Knight’s views of women and sexuality the unhappy course of the courtship comes as no surprise.

Foreshadowing of a more metaphorical kind figures in the tower episode. Ignoring conventional notions of womanly decorum, Elfride decides to walk on the parapet. Her unpremeditated act, literally placing her above the church, symbolizes her instinctive attempt to rise above the constraints imposed upon her by patriarchal society and its institutions. Her fall, however, suggests the futility of challenging the established system of male authority. Unsurprisingly, it is Knight who is responsible for this fall: his comments perturb her, shaking her confidence and causing her to stumble. Once she has fallen he seizes her ‘as in a vice’ and ‘completely overpower[s]’ her with his words – a sign of things to come. Elfride none the less attempts to maintain some semblance of independence by objecting first to being carried down the tower and then to taking his arm as they walk towards the vicarage, but Knight characteristically overrules her on both occasions, making her feel ‘like a colt in a halter for the first time’.

This power dynamic repeats itself during the chess match. Elfride contravenes conventional womanly norms by being aggressively competitive, only to find herself ‘ignominiously overcome’.13 The language is explicitly the language of warfare – Knight is ‘the enemy’ – with a suggestion of the sexual, as when Knight begins ‘to press her hard’ and ‘mercilessly appropriat[es]’ her queen.

The only disruption of this pattern of female advance and defeat occurs during the famous cliff-hanging episode, when Elfride successfully steps outside of traditional female roles to become the heroic rescuer. In this instance, her entry into the realm of the ‘masculine’ is not intentional; she has it thrust upon her. Moreover, Knight has to be rendered completely helpless – like the romance damsel in distress – before Elfride can herself take on an active, knightly role. Significantly, it is a force anthropomorphized as female – Mother Nature – which reduces Knight to this state of victimization, and it is only within this ‘female’ natural world that Elfride is able to prevail. Distanced from the male-dominated worlds of literary production, established religion and militaristic games, Elfride is also distanced from social constraints: her resourceful mode of action is highly unconventional and borders indeed on the immodest, in that it requires the removal of all her undergarments and leaves her clothed only in a thin, clinging-wet dress. None the less, Elfride does triumph and is not subjected to any form of censure at the hands of either Knight or the narrator.

As earlier with Elfride and Stephen, the gender roles have been reversed. When Elfride returns to offer Knight a hope of rescue the narrator remarks: ‘It was a novelty in the extreme to see Henry Knight, to whom Elfride was but a child, who had swayed her as a tree sways a bird’s-nest, who mastered her and made her weep most bitterly at her own insignificance, thus thankful for a sight of her face.’ Any advantage Elfride has gained is quickly lost, however; her assertive act paradoxically plummets her into the ultra-submissive role she will maintain throughout the remainder of her relationship with Knight. On seeing him safe she rushes into his arms and reflects: ‘To remain passive, as she remained now, encircled by his arms, was a sufficiently complete result – a glorious crown to all the years of her life. Perhaps he was only grateful, and did not love her. No matter: it was infinitely more to be even the slave of the greater [Knight] than the queen of the less [Stephen].’ Knight in turn thinks Elfride is ‘as small as an infant’, his choice of simile indicating his refusal to recognize either her womanhood or her sexuality and emphasizing his ability continually to overwhelm her ‘with sentiments of her own smallness’. Henceforth she willingly becomes the child he has always thought her, docile, submissive, self-effacing and disturbingly similar to the Victorian womanly ideal: ‘She never held an idea in opposition to any one of his, or insisted on any point, showed any independence, or held her own on any subject. His lightest whim she respected and obeyed as law . . .’ The spirited, unconventional woman disappears, figuring only momentarily in the tearful yet defiant plaint with which Elfride confronts Knight’s rejection: ‘Am I such a – mere characterless toy – as to have no attrac – tion in me, apart from – freshness? Haven’t I brains?… Have I not some beauty?’

Recent feminist critics have also seen a glimpse of the more assertive Elfride in the woman who becomes Lady Luxellian. It is certainly true, as Patricia Ingham has pointed out, that Elfride marries ‘a man who socially, financially and even physically outshines’ Stephen and Knight14 and thus thwarts her former lovers’ belated attempts to possess her. But Unity’s narrative makes it clear that Elfride’s decision has little to do with personal desire; Elfride faints at the mention of Knight’s name and speaks of her engagement to Luxellian ‘in a sick wild way’. The most Unity can say is ‘at last I think she rather liked him [Luxellian]’. Unity’s insistence that Elfride’s home ‘was no home to her’ also emphasizes the absence of any real choice for the financially dependent Elfride: marriage was indeed the only viable means of escaping her father’s harshness.

While Elfride does seem at last to have been loved for herself by a man who, in true romance fashion, would have died for her, it is none the less she who dies. There is an element of victory in that death:15 Knight and Stephen, having earlier indulged in possessive squabbling about whether Elfride died for love of one or other of them, are effectively vanquished by the painful recognition that both have been supplanted. Even so, Elfride’s triumph is at the cost of her life.

Like the fallen woman with whom her tarnished reputation aligns her, Elfride is killed off, punished for her indiscretions rather than rewarded for her capacity to love, and it is difficult not to think that the high place she held in the regard of Victorian reviewers and readers had not a little to do with that death. As the generally unsympathetic reviewer in The Times (9 September 1873) remarked: ‘Mr Hardy’s heroine is undoubtedly fickle, but she is brought to a sad end, and so we are persuaded to forgive her, though all through the two years of love and love-making of which this novel is the record, she has acted with extraordinary folly and extraordinary deceit.’

The positive contemporary responses to Elfride can undoubtedly be attributed in part to the absence of any overtly threatening element in her representation. There is little to unsettle the most conservative reader in a heroine who ‘longs not to be a queen, but to lean and to be governed’ (Saturday Review), or who, if at times ‘a little petulant’, is ‘still eminently sweet and docile, hating to make unpleasantness or to inflict pain’ (Pall Mall Gazette, 25 October 1873). ‘Poor Elfride’ – to quote the narrator – is alternately reprimanded and sympathized with by reviewer and narrator alike, and always treated with condescension. It is not surprising that Coventry Patmore, author of the poem sequence The Angel in the House (1854–63), an ultra-conservative celebration of the conventional womanly ideal, should have liked A Pair of Blue Eyes,16 since Elfride’s unwomanly conduct is severely punished – the novel could, after all, have concluded with her happily married to Lord Luxellian – and none of the stereotypical Victorian notions about women or the relationships between the sexes is explicitly challenged. The subversive aspects of Elfride’s character are so obscured as to be rendered almost invisible by the narrator’s conventional commentary and by her own self-deprecating submission to Knight. Indeed for some reviewers Elfride becomes a part of their own essentialist narrative, a ‘typical’ woman faithfully presented: ‘for a typical woman, a conception as true as the execution is perfect, the palm remains with Elfride Swancourt’ (John Bull, 15 September 1877); ‘few will read this story without learning something of woman that they did not know before’ (Liverpool Weekly Albion, 15 September 1877); ‘[all is] told, or rather revealed, with such a wonderful insight into a woman’s nature’ (Spectator).17

Essentialist conceptions of gender also underlie several of the reviewers’ analyses of Stephen and Knight. The Spectator, for example, positioned Stephen’s ‘feminine faithfulness during absence to Elfride, his equally feminine self-devotion when he finds she loves another, with a mingling of the chivalry of the man’, alongside what are defined as Knight’s ‘strictly manly characteristics’:

Knight is no carpet-knight, but quite the reverse, – a lonely, unloving man, an acute, uncompromising critic, of severe rectitude, unable to conceive of purity and faithfulness in combination with timidity and vacillation, and therefore harsh and unjust. The union of his harshness and injustice with his deep and tender love, and of his fastidious and jealous exactingness – bred of sensitive refinement and an utter ignorance and seclusion from women – with his chivalrous desire to be lenient and gentle, are portrayed with admirable knowledge and art.

What is interesting – if predictable – is the extent to which such commentary echoes the narrator’s. Compare, for example, the first sentence of the above passage with the narrator’s description: ‘The moral purity of this man’s life was worthy of all praise; but in spite of some intellectual acumen, Knight had in him a modicum of that wrongheadedness which is mostly found in scrupulously honest people. With him, truth seemed too clean and pure an abstraction to be so hopelessly churned in with error as practical persons find it.’

Almost all the reviewers were sympathetic towards Knight, implicitly aligning themselves with a narrator who called him ‘as honourable a man as was ever loved and deluded by woman’ and absolved him of responsibility for his treatment of Elfride by exclaiming, ‘It was surely one of the cruelest contrivances of destiny that Knight should have been thus constituted’. There was the occasional dissenting voice, most notably the critic for the Saturday Review, who if he was indeed Moule was perhaps intentionally challenging any similarity between himself and Knight by insisting that the latter ‘is the least natural character in the book, and he inclines here and there unmistakably to priggishness’. But priggishness and excessive fastidiousness (John Bull) represent the extent of the contemporary reviewers’ criticism. There was no foregrounding of the questioning of Knight’s sexuality implicit in such comments as the narrator’s ‘Perhaps Knight was not shaped by Nature for a marrying man’, or even Knight’s own ‘I have feared to kiss you’. There was no speculation about the homoeroticism latent in Knight’s relationship with his protégé, even though the narrator states that Knight was for Stephen the man ‘whom once upon a time he had adored as a man is very rarely adored by another in modern times, and whom he loved now’. There was no suggestion of the Knight so offensive to feminist readers: the man who is ‘critic’ above all, repressing Elfride’s creativity and spirit.

Knight as villain of the piece, justly chastened at the conclusion of the narrative, is clearly a late-twentieth-century phenomenon. Yet he does exist, not only in the Knight who cruelly rejects Elfride but also in the Knight who, like the narrator, sees ‘a mass of generalities’ about womankind rather than an individual woman. It is the latter Knight who packs women ‘into sentences like a workman’ and attempts to contain Elfride by categorizing her, transforming her ascension of the tower parapet, for instance, into an example of the ‘Artless Arts’ – to quote the title of his proposed paper on the subject – practised by all teenage girls. Predictably, he falls in love with Elfride ‘by ceasing to [look at her]’. After leaving Endelstow he believes that he has ‘fallen in love with her soul’, when in fact he has fallen in love with his perception of her soul: removed from her physical presence it is even easier for him to mould her into a mythical being of his own making.

It is difficult to believe that Hardy, who was to reincarnate Knight twenty years later as the almost entirely unsympathetic Angel Clare of Tess of the d’Urbervilles, could have sympathized with Knight, even if his narrator clearly does. But the young man of the 1870s did not necessarily have the same views as the middle-aged man of the 1890s.18 The issue is in any case complicated by the fact that Knight, like so many of the characters in A Pair of Blue Eyes, is partially based on an actual person. Like Knight, Moule was a reviewer. Hardy’s feelings for Moule, who moved in London literary circles and was a published poet, would seem to have resembled the young Stephen’s for his mentor: a mixture of gratitude and hero-worship. Moule did not teach Hardy Latin by correspondence, but he helped him with his Greek, frequently lent him books and liberally dispensed advice.19 That advice – like Knight’s – was not necessarily sagacious, nor was it always welcome, as when Moule recommended that Hardy should give up reading Greek plays and concentrate on his architectural career. It was also condescendingly delivered, or so at least Moule’s comments to Hardy on A Pair of Blue Eyes itself would suggest: ‘Why would you put Spenser Hugo Luxellian a Lord & not Spenser Hugo, Lord Luxellian… You understand the woman infinitely better than the lady – & how gloriously you have idealized here & there, as far as I have got. Yr slips of taste, every now and then, I ought to say point-blank at once, are Tinsleyan.’20 Hardy must have felt himself disparaged by this allusion to his publisher’s being not of the first rank, and his increasing resentment of such patronization is suggested by Stephen’s response to Knight, while the conflict between this resentment and the years – at least seventeen years – of friendship may account for the ambivalent representation of the mentor figure in Hardy’s fictional text.

Knight does not of course resemble his ‘original’ in all particulars. Moule was evidently not sexually fastidious – he is said to have had an affair with a young woman of ‘doubtful reputation’ – though the homoerotic element in the Knight–Stephen relationship seems to have been present in Moule’s friendship with Hardy, even if the latter failed to identify it as such.21

Hardy never acknowledged a connection between Knight and Moule; indeed in his later years he often sought to dissociate the novel’s fictional characters from himself and his intimate circle, acknowledging only that the ‘original’ of Elfride was Emma Gifford, whom he had married in 1874, the year after the publication of A Pair of Blue Eyes. In July 1913, eight months after Emma Hardy’s death, Hardy wrote: ‘The character of the heroine is somewhat – indeed, rather largely – that of my late wife, & the background of the tale the place where she lived. But of course the adventures, lovers, &c. are fictitious entirely, though people used sometimes to ask her why she did this & that – naming incidents in the story that I invented.’22 Hardy’s insistence on the absolute fictitiousness of Elfride’s adventures – to say nothing of her lovers – is somewhat disingenuous. Dealing with the pressures of serial publication, he drew extensively upon his recent courtship experiences in St Juliot, the Cornish hamlet where Emma Gifford lived with her sister and brother-in-law, the Reverend Caddell Holder, rector of the parish. Like Stephen, Hardy had been sent by his architect employer to do preparatory work for the restoration of the parish church. Hardy’s cryptic notebook entry for 7 March 1870 suggests the extent to which Stephen’s late February arrival at Endelstow was based on actual events:

The dreary yet poetical drive over the hills. Arrived at St. Juliot Rectory between 6 and 7 [somewhat later probably]. Received by young lady in brown, (Miss Gifford, the rector’s sister-in-law). Mr Holder gout. Saw Mrs Holder. The meal. Talk. To Mr Holder’s room. Returned downstairs. Music.23

During the next few days Hardy’s work on the church – like Stephen’s – was mingled with excursions to local points of interest and the pleasures of an incipient romantic attachment. The progress of that attachment after Hardy’s return to Cornwall in August continued to provide material for the future novel, as Emma Gifford ‘showed him some of the neighbourhood’: ‘I rode my pretty mare Fanny and he walked by my side… We sketched and talked of books’.24

While the elopement in A Pair of Blue Eyes was probably not based on an actual event, Emma Gifford and Hardy could certainly have discussed such a means of proceeding. In spite of Hardy’s insistence that the course of his own courtship ‘ran… without a hitch, and with much encouragement from all parties concerned’, it is clear that Mr Gifford responded to the notion of a stonemason’s or even a small builder’s son marrying into his family in much the same outraged terms as does the fictional Mr Swancourt.25 Pride, combined with an intense sense of personal privacy, presumably led Hardy to deny this similarity, as well as the resemblance between himself and Stephen Smith – and indeed between his own family and the Smiths.26

It is true that Stephen is both considerably younger and more handsome than Hardy was in 1870, but in other respects he is markedly similar – in his inexperience, insecurity, impressionability, and especially in his family and class background. Certainly his education is of much the same kind and quality as Hardy received, and Michael Millgate has persuasively argued that the exchanges of dialogue among the members of the Smith family are closely reflective of the characteristic tone and content of such exchanges within Hardy’s family circle and ultimately derived, like similar passages in Desperate Remedies and Under the Greenwood Tree, from the abandoned manuscript of Hardy’s unpublished first novel, The Poor Man and the Lady.27 Stephen’s father certainly shares much of Hardy’s father’s passivity, while his mother, like Jemima Hardy, clearly dominates the household. The resemblance of fiction to fact was in any case sufficient to cause Jemima Hardy to complain about her son’s excessive use of local, hence potentially identifiable, material.28

What is difficult to understand – even after taking into account the pressures of writing for serial publication – is Hardy’s public exploitation of his family background and of his courtship just at the time when these were so directly in conflict, when knowledge of that background had become the courtship’s principal stumbling-block. More remarkable still was Emma Gifford’s active participation in the compositional process: she not only supplied phrases and ‘copy’ but also wrote out portions of the manuscript. Although the explanations Millgate puts forward – that Hardy was being defiantly honest in the face of the Gifford family’s hostility and Emma Gifford defiantly loyal in her determination to marry ‘down’ – may not seem entirely adequate, it is not easy to offer alternatives.29 What does seem clear is that her involvement in A Pair of Blue Eyes was at the most fundamental level a direct expression of her encouragement of her fiancé’s commitment to the financially risky business of authorship.30

Hardy always retained a strong personal feeling for A Pair of Blue Eyes, which was evidently related to its autobiographical component, especially to the memories of his courtship it evoked and in a sense incorporated and reinforced. As early as April 1877, when urging publication of a one-volume edition of the novel, he declared: ‘There are circumstances in connection with A Pair of Blue Eyes which make me anxious to favour it, even at the expense of profit, if I can possibly do so.’31 Those ‘circumstances’ were still motivating him more than forty years later. A Pair of Blue Eyes was the only prose work in the Mellstock Edition (1919–20) to be significantly revised, and in January 1920 Hardy told a friend:

I am reading over proofs for a reprint of a novel suggested by an experience I had exactly 50 years ago – in its bare outline I mean – ‘A Pair of Blue Eyes’. The people shadowed forth in the story being now all, alas, dead, I am able to give lights here & there on the locality, &c., which I had to obscure when the book was written.32

Resonating in these melancholy remarks is Hardy’s distressed response to Emma Hardy’s death in 1912 and his subsequent composition and publication of ‘Poems of 1912–13’, so poignant and powerful in their remorseful recollection of the young Emma Gifford at the time of their first meeting in the romantic wilds of Cornwall.

Hardy also had a more purely professional and practical interest in A Pair of Blue Eyes as one of the more lastingly popular of his novels. He told Henry Macbeth-Raeburn, the illustrator for the Wessex Novels edition (1895–6), that it had ‘always been a selling book’ and would for that reason be published early in the series33 – fourth, in fact, after Tess of the d’Urbervilles, Far from the Madding Crowd and The Mayor of Casterbridge. Writing to Lord Northcliffe in October 1918, Hardy affected surprise at a newspaper article in which Elfride was described as one of the best of his heroines,34 but he well knew that both Elfride and the novel as a whole had been widely admired ever since the book’s first appearance and that Alfred Tennyson, as well as Patmore, had declared it to be his favourite novel.35 Northcliffe himself replied that he could recite ‘the story of A Pair of Blue Eyes backwards’.36

The novel’s publication history certainly bears witness to its popularity in the late nineteenth century and early twentieth century, and it seems to have been affected less than most of the other fiction (Far from the Madding Crowd, Tess and Jude apart) by the mild slump that Hardy’s sales suffered during the 1930s. More recently it has clearly emerged as the most widely read of the Hardy novels still conventionally categorized as ‘minor’, to the point that an unsolicited testimonial by Andrew Cowan in the 29 October 1995 Sunday Times gave high praise to its ‘startlingly contemporary’ qualities and recommended it to general readers and examination-boards alike as ‘no less “improving”’ than Tess or Jude ‘and a great deal more entertaining’.

By ‘improving’ Cowan would seem to be referring to the text’s literary qualities rather than its moral framework, but conservative readers such as Tennyson and Patmore would have admired the novel in part for the surface conventionality which prevents the ‘poor man’ from winning the ‘lady’ and the erring heroine herself from living – happily ever after or otherwise. Such readers might have had a different opinion of A Pair of Blue Eyes if they had recognized the radical implications of Stephen’s successful rise into the middle class or identified Elfride as a precursor of the more overtly unconventional heroines – from Bathsheba Everdene to Sue Bridehead – through whom Hardy would subsequently question his society’s hegemonic conceptions of gender.
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A NOTE ON THE HISTORY OF THE TEXT

The text of this edition is based upon the three-volume first edition of A Pair of Blue Eyes published by Tinsley Brothers in 1873. Typographical errors have been corrected, but otherwise the edited text follows the wording and punctuation of the 1873 edition. Readers are therefore presented with the text as written by the novice author during the early 1870s, when Hardy was in his early thirties, rather than – as has been the case with all recent editions of the novel – as revised by the elderly, established novelist and poet during the early decades of the twentieth century.

Included in the Notes are examples of the most significant revisions made by Hardy during the course of half a century, from the alterations in his holograph manuscript to the corrections marked in his study copy of the Mellstock Edition. A Pair of Blue Eyes was first published in Tinsleys’ Magazine in eleven monthly instalments, from September 1872 to July 1873.1 The surviving manuscript (in the Berg Collection, New York Public Library) consists of only three serial instalments, corresponding to Volume I chapters I–VIII and Volume II chapters II–V; its revisions were primarily stylistic, though a few were designed to distance somewhat the fictional text from Hardy’s personal background and courtship experiences, as in the alteration of Mr Smith’s occupation from master-mason to mason and of the Swancourt residence from a rectory to a vicarage (see Introduction and Notes). Faced for the first time with the pressures of writing for serial publication, Hardy probably had neither the time nor the opportunity for major revisions at the manuscript stage: indeed, the fact that both the manuscript and the serial text omit Mrs Jethway from the Names of the Persons and make no early reference to Elfride’s Luxellian ancestry indicates that when he began the novel he had not yet fully thought through its plot.

Hardy read proof for most if not all of the Tinsleys’ Magazine serialization – the manuscript includes his directions as to where the proofs for each instalment should be sent – and while the proofs have not survived collation of the surviving manuscript and the serial text suggests that he made very few substantive revisions at this (again necessarily hurried) stage. The revision of the serial text for Tinsley’s 1873 three-volume edition was more extensive: Hardy omitted the opening scene (reprinted in Appendix III), increased the financial independence of the Smiths by removing any reference to the assistance of Knight and Lord Luxellian in educating Stephen and modified some of the more strident examples of social criticism (see for example, I,X note 2).

The most significant of the revisions carried out for the one-volume edition published by Henry S. King in 1877 would seem to have been dictated by criticism of the novel. The Spectator reviewer’s comments (see I, I note 2 and III,IX note 2) evidently resulted in the deletion of several passages of self-conscious narratorial commentary and in the abridgement of the ‘Pennie’s the Jewel that beautifies a’’ chapter, while it may have been Hardy’s own family’s objections which led to the omission of Mrs Smith’s remark that asking your relations to a party is useful because they ‘count up for a show, and you haven’t the trouble of complimenting ’em’. The 1877 text also attempts to confine its local references to Cornwall by eliminating Mrs Smith’s references to Binegar fair (Somerset) and Benvill Lane (Dorset), while specifically identifying St Kirrs as a ‘Cornish town’.

Hardy paid substantially more attention to details of place when preparing A Pair of Blue Eyes for its 1895 publication as Volume four of the Osgood, McIlvaine Wessex Novels edition. In keeping with the general ‘Wessexization’ of the fiction for this edition,2 places were given Hardy’s standardized ‘Wessex’ names and distances between locations were altered to conform more closely to the actual. Equally significant were the numerous revisions intended to reduce the social distance between Stephen and Elfride (presumably dictated by Hardy’s self-consciousness about the novel’s autobiographical elements): thus, for example, Stephen looks forward to the day when he will be ‘better known’ rather than ‘better educated’, his father is again described as a master-mason (as in the manuscript) and is said to be better off financially than the Swancourts, his mother becomes the descendant of a well-to-do yeoman family and both parents use fewer dialect forms in their speech. Other substantial revisions include the reduction of explicit articulations of social criticism (as voiced by Mrs Swancourt in the Rotten Row scene) and of narratorial sympathy for Elfride, as well as the introduction of qualifying phrases to suggest that Mrs Jethway’s apparent presence aboard the Juliet is a figment of Elfride’s disordered imagination.

Hardy thoroughly revised A Pair of Blue Eyes for its 1912 publication as Volume ten of the Macmillan Wessex Edition, tightening his prose style, eliminating much of the compositorially imposed punctuation of earlier editions and attempting to sort out inconsistencies with respect to such factual matters as Stephen’s and Elfride’s age. Several of the patterns of revision established in the 1895 edition were continued: the Smiths’ financial independence was re-emphasized and their use of dialect further decreased, while minor alterations again served to reduce narratorial sympathy for Elfride, undercut the more sensational aspects of the Juliet scenes, and increase the correspondence between the fictional and the actual with respect to location. In 1912 Hardy was also less constrained by conventional Victorian notions of decorum and felt able for the first time to state explicitly that Elfride’s death was the result of a miscarriage.

Freedom of another kind was granted later in 1912 by the death of Emma Hardy, in some respects the original of Elfride (see Introduction). In 1919 Hardy told a friend that before republishing A Pair of Blue Eyes (as Volumes sixteen and seventeen of the Macmillan Mellstock Edition) he would ‘correct the topography a little – the reasons which led me to disguise the spot when the book was written in 1872 no longer existing, the hand of death having taken care of that’.3 When the Mellstock A Pair of Blue Eyes appeared the following year the topography had been duly ‘corrected’: the church’s location now corresponded more closely to the situation of St Juliot, the vicarage once again became a rectory (as in the manuscript) and specific references to ‘Lyonnesse’, Cam Beak and Tintagel situated the action explicitly and precisely. Various other details were also altered: Hardy continued to reduce the amount of dialect spoken by the Smiths and again attempted to sort out the ages of the various characters; he also added references to a favourite song, a Cornish poet and the Plymouth church where Emma Hardy was baptized.

A Pair of Blue Eyes is unique amongst Hardy’s prose works in having been substantially revised for the Mellstock Edition. Moreover, his interest in the text of the novel did not end with the appearance of this late edition, published in his eightieth year: notes and corrections in his study copy of the Mellstock A Pair of Blue Eyes (in the Colby College Library, Waterville, Maine) reveal that he continued to work towards a ‘definitive’ text, free from typographical errors, misplaced modifying clauses and inconsistencies of detail.

Hardy’s preface to A Pair of Blue Eyes was first published in the Osgood, McIlvaine edition, and subsequently revised for the Wessex Edition and again for the Mellstock Edition (reprinted in Appendix IV).




Notes

1. The instalments ran as follows (corresponding volume and chapter numbers for the three-volume edition included in parentheses): September, chapters I–V (I,I–V); October, chapters VI–VIII (I,VI–VIII); November, chapters IX–XI (I,IX–XI); December, chapters XII–XIV (I,XII–XIII, II,I); January, chapters XV–XVIII (II,II–V); February, chapters XIX–XXI (II,VI–VIII); March, chapters XXII–XXV (II,IX–XII); April, chapters XXVI–XXVIII (II,XIII–XIV, III,I); May, chapters XXIX–XXXI (III,II–IV); June, chapters XXXII– XXXVI (III,V–IX); July, chapters XXXVII–XL (III,X–XIII).

2. See Simon Gatrell, Hardy the Creator: A Textual Biography (Oxford: Clarendon Press, 1988), pp. 118–40.

3. To Sydney Cockerell, Collected Letters, V, 316.
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VOLUME I

NAMES OF THE PERSONS.

ELFRIDE SWANCOURT,1 a young lady.

STEPHEN FITZMAURICE SMITH,2 an architect.

HENRY KNIGHT,3 a reviewer and essayist.

CHRISTOPHER SWANCOURT,4 a clergyman.

SPENSER HUGO LUXELLIAN, a lord.5

HELEN, LADY LUXELLIAN, his wife.

MARY and KATE,6 two little girls.

CHARLOTTE TROYTON, a rich widow.

GERTRUDE JETHWAY, a poor widow.7

Lord Luxellian’s master-mason.8

The master-mason’s wife.

A dazed man-servant.

An imperturbable factotum.

Other servants, mechanics, a sexton, clowns, &c.

SCENE: chiefly near the coast of a western county; occasionally in London.9
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