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    THE RETURN OF THE NATIVE

THOMAS HARDY was born in a cottage in Higher Bockhampton, near Dorchester, on 1 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 By 1867 he had returned to Dorset to work as Hicks’s assistant and began his first (unpublished) novel, The Poor Man and the Lady.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 marraige 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). During the same period he published three volumes of short stories: Wessex Tales (1888), A Group of Noble Dames (1891) and Life’s Little Ironies (1894). 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.

THOMAS HARDY was for some years Senior Lecturer in English at the University of Adelaide, and has also lectured in Britain and the United States. He has published on Chaucer, Hardy, D. H. Lawrence, and on Dostoyevsky, Tolstoy and American Cinema.
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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–
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INTRODUCTION

The Return of the Native is characteristic of many of Hardy’s novels in that at its core lies a story of love, courtship and marriage. In his recurring central structure, one or more characters is faced with an erotic or marital choice between potential lovers which serves to focus those issues of class mobility and social allegiance that always interact closely with sexuality and the emotions. When it is a female character who must make a choice, it is often between a man of solid, faithful worth apparently associated with his being native to the locality, and a sexually compelling but unreliable newcomer. For the male characters in particular, work acts as a kind of index of moral merit: in novel after novel, the ‘good’ suitor is engaged in manual labour, whether financially compelled to or not, and the unreliable aspirant works in some career associated with luxury. In The Return of the Native, the fact that Clym abandons jewellery for furze-cutting while Wildeve surrenders engineering for innkeeping provides a hefty hint as to the balance of narrative sympathies in Eustacia’s choice, and the fact that the same Wildeve is supplanted in Tamsin’s life by the reddleman turned dairyman Venn produces a similar triangulation around the novel’s other marriageable heroine. Given this recurrent central structure, it might be tempting to see in the novel’s construction of such choices a clear opposition between the native and the alien, the rural and the urban, the timeless and the disruptive. And indeed this was for a long time a common reading of Hardy.

Nevertheless, matters are more complicated than such a simple schema might suggest. It is clear that Hardy’s rural communities are not timeless and isolated havens sheltered from the pressures of modern life; they are in the full sense societies, where work, bankruptcy, inheritance, hierarchy and exploitation produce antagonisms, alliances and relations of power as much as they do in cities. The social and economic detail is accurate and prominent; the reader always knows how money is acquired and lost, how much is inherited, who has access to it and who doesn’t, and certain kinds of rural labour (such as Clym’s furze-cutting) are depicted seriously and specifically even when they have symbolic overtones. The Return of the Native goes to some pains to locate its invented Egdon in the real map of England of the time; its symbolic dimension as an ‘untameable, Ishmaelitish’ reminder of the enduring force of nature is balanced by the attention to the detail of its placement, its highways and its history (I.I). Similarly, the real Paris and its historical role as a home of progressive social theories are as significant to the narrative of Clym Yeobright as is the fantasized Paris of glamour and romance to the narrative of Eustacia Vye.

It is within this framework that the plot of marital or sexual choice explores the possible range of social fates for its heroine, whose class and economic position are, in the social and literary conventions of the time, derived from those of her husband. It is obvious that class difference is a vital erotic spur in Hardy’s narratives, from his first, lost work ‘The Poor Man and the Lady’ to virtually the end of his career. In The Return of the Native, the class difference between the various combinations of actual and potential partners is much less sharp than in some other of the novels, but it nevertheless is persistently noted and seems to have occupied Hardy’s imagination. A number of the novel’s revisions, in the different stages of the text’s composition and publication, show him recalibrating those class differences, adding or removing hints of decayed gentility, aristocratic lineage or social prominence.1 A perceived difference of class between Clym and Eustacia, for instance, both motivates their desire and powers the opposition of Mrs Yeobright:

‘It was a condescension in me to be Clym’s wife, and not a manœuvre, let me remind you; and therefore I will not be treated as a schemer whom it becomes necessary to bear with because she has crept into the family.’

‘Oh!’ said Mrs. Yeobright… ‘I have never heard anything to show that my son’s lineage is not as good as the Vyes’ – perhaps better.’ (IV.I)

In a way, this concern with cross-class romance demonstrates that the novel’s representation of gender relations and differences is made more dense and complex by its sensitivity to the issues of power and hierarchy more commonly understood to relate to class. Further, the social mobility of the characters as they shift up and down the scale through marriage, inheritance or profligacy stresses that such differences are not inherent and fixed, but changeable and unstable.

But if the social mobility of Hardy’s characters is quite often noted, the parallel instability and mobility in his representation of sexuality has less often been remarked. The novels are structured around sexual promises made or broken, attachments disrupted or reformed, infidelities, second marriages, divorces. Keenly aware that sexual desire is experienced as compulsive and irresistible, he also represents sexual choices as at once arbitrary and ineluctable; each commitment, once made, continues to shape and trouble the lives of the partners. But if each commitment is irrevocable, none is definitive. As Wildeve shifts between Eustacia and Tamsin, or Eustacia between Wildeve and Clym, or Tamsin between Wildeve and Venn, a vision of sexuality as restless, disruptive and inherently non-monogamous emerges.2

The Return of the Native takes its place beside Flaubert’s Madame Bovary or Tolstoy’s Anna Karenina as one of those many famous nineteenth-century novels which centre upon a passionate and illicitly sexual heroine who dies in the end. Unlike those others I have mentioned, Hardy’s novel does not take its whole plot shape and its title from its central female character, but it does share with them an apparent association or symmetry between women and the provinces. The stress on the inescapability of Egdon Heath for Eustacia Vye serves much the same narrative function as Emma Bovary’s longing for Paris: to live in a small provincial community and to be female are made almost to reflect or echo one another. In both cases, life is shown as narrow, restricted in its options, and lived under the eye of petty-minded and censorious observers, as is illustrated by Mrs Yeobright’s concern for how the neighbours will view Tamsin’s return unmarried from a few hours in town with Wildeve, or by the fact that the final, unbearable remark that causes Eustacia to break down in the scene of her argument with Clym is his question ‘“How could there be any good in a woman that everybody spoke ill of?”’ (V.III).

For Eustacia, men serve to embody an idea of what life might be like outside the narrow circumstances she knows. Her European father, her seafaring grandfather, Wildeve and his feckless past, even Venn the travelling reddleman, all bring with them the tang of the outside world. Above all, and with tragic inappropriateness, Clym Yeobright embodies her fantasies of Paris as the home of glamour and romance which she can set against their opposite, humdrum life in the country:

‘But do I desire unreasonably much in wanting what is called life – music, poetry, passion, war, and all the beating and pulsing that is going on in the great arteries of the world? That was the shape of my youthful dream; but I did not get it. Yet I thought I saw the way to it in my Clym.’ (IV.VI)

In this plaintive reflection, Eustacia sets up by implication a series of aligned oppositions: the city and the country, romance and tedium, glamour and mediocrity. In this way, Eustacia, as the novel’s central female figure, in part crystallizes the sense of being shut out or exiled from the place where passion, power and freedom are to be found – at least in her imagination.

This sense is to a degree reinforced by the novel’s generic range and its narrative ambivalences between realism and romanticism. In the middle of a society of labourers, dairymen and innkeepers stands Eustacia of the Bourbon roses and Lotus-eaters, continually associated with highly coloured images of a very different kind of world: with the supernatural (the witch, the Queen of the Night), with romance (the Turkish Knight in the mummers’ play), with glamorous women of history or legend (part Marie Antoinette, part Mrs Siddons).3 Such associations work to create the sense that Eustacia carries about with her a different generic world from that of her neighbours, a world of high expectations and romantic interpretations doomed to collide pathetically, ironically, and finally tragically with her textual environment. That this is so is only highlighted by those few moments in which she is imagined in the same mode of workaday realism as most of the Egdon inhabitants, as in Clym’s absurd notion of her as a good boarding-school matron.

But it is important to notice that it is only in the episode of the mummers’ play, when she is dressed as a man, that Eustacia is able to cast herself in the role of any kind of active heroism, as a knight (who, of course, is nevertheless killed). What she imagines elsewhere is to make the world conform to the feminine romance of being loved: ‘To be loved to madness – such was her great desire’ (I.VII). In calling this a feminine romance, I am not suggesting that it inheres in actual women of any period, but am rather relating the idea to the fictional conventions of the nineteenth century by which the ambitions, desires or achievements of female figures are rarely conceived in the active terms that could find so few avenues of expression in their society. Education, career, mobility in the world, are all outside the sphere to which a heroine might reasonably aspire in an English text of this period. So it is that Eustacia is forced back on conceiving her own value, her own status as a heroine, through a kind of heroism passive in its dependency on others to fulfil it: to be loved, to be desired. This is captured in her dream, in which a ‘man in silver armour’ – almost literally the knight in shining armour of romantic cliché – leads her away from the heath into a world of music and radiance that make her feel ‘like a woman in Paradise’ (II.III). They then escape by diving into one of the pools on the heath and emerging into a splendid scene, where, at the moment of revealing his face to her, the knight suddenly falls into unrecognizable fragments. This dream brings out in a peculiarly concentrated form Eustacia’s excessively romantic imagination, but it also points to the fact that her dreams are of the role of the masculine, with its associations of freedom, chivalry and heroism, rather than of any particular man; when he is about to take shape as a known individual, the knight in shining armour simply dissolves. Of course, the dream also offers a proleptic consolatory understanding of her drowning by showing the dive beneath the heath as an escape into a new and splendid world.4

The novel also creates a strong sense that the love Eustacia does receive, the lovers who do desire her, can never be enough to match these expectations. This point is made through free indirect discourse, conveying her obliviousness to the insight as well as the comment itself:

What curious feeling was this coming over her? Was it really possible that her interest in Wildeve had been so entirely the result of antagonism that the glory and the dream departed from the man with the first sound that he was no longer coveted by her rival? (I.XI)

This disillusionment with Wildeve serves only to prepare the way for the next hero and for the expectation that he will measure up to her sense of her own potential. Clym Yeobright has been cast in this role before she even meets him:

She had come out to see a man who might possibly have the power to deliver her soul from a most deadly oppression. What was Wildeve? Interesting, but inadequate. Perhaps she would see a sufficient hero to-night. (II.V)

But it is not only Wildeve who falls below the greatness that alone will confirm her own heroic status. Later, when she comes upon the half-blind Clym cheerfully accepting his new role as a poor furze-cutter and singing as he works, the narrator comments once more on this failure to fulfil the allotted role in her fantasies:

It was bitterly plain to Eustacia that he did not care much about social failure; and the proud fair woman bowed her head and wept in sick despair at thought of the blasting effect upon her own life of that mood and condition in him. (IV.II)

So, love and lovers as Eustacia experiences them prove to be not enough, and the point is that they could never be so, as she has hung the meaning of her life upon them. But the text matches its exploration of the frustrating limitations of nineteenth-century femininity with an awareness of the equally damaging ideologies of masculinity that shape such a situation. For Eustacia, happiness and fulfilment cannot be imagined except as they derive from the intervention of a man. She can imagine herself only through the roles she plays in relation to men, and so she depends upon the men she encounters in their turn to live up to the ideologies of masculinity, to embody all the possibilities of excitement, adventure, escape and fulfilment. Hence the inadequacies, in her eyes, of Wildeve and Clym:

‘I suppose when you first saw me and heard about me I was wrapped in a sort of golden halo to your eyes – a man who knew glorious things, and had mixed in brilliant scenes – in short, an adorable, delightful, distracting hero?’

‘Yes,’ she said, sobbing.

‘And now I am a poor fellow in brown leather.’

‘Don’t taunt me…’ (IV.III)

The novel is structured, then, around the constant collision of what comes in the novel to be a feminine world of romantic aspiration and disappointment with a masculine world in which ambition is linked with intellectual and moral choices and failures. As the novel progresses, the tragedy of Eustacia is placed precisely at the intersection of the two worlds. Congruently, the narrative voice of the novel moves between sympathetic identification with her situation and ironic distance from it, enacted in the subtle shifts between evoking her own point of view from within her consciousness and observing her in a coolly external fashion, between creating the sense of her as a frustrated and intelligent woman trapped in limiting circumstances and mythologizing her as just a rather commonplace replaying of countless other impersonal tragedies. A passage from the episode preceding the respective marriages of Eustacia and Wildeve provides an example of this technique:

The reddleman’s hint that rumour might show her to disadvantage had no permanent terror for Eustacia. She was as unconcerned at that contingency as a goddess at a lack of linen. This did not originate in inherent shamelessness, but in her living too far from the world to feel the impact of public opinion. Zenobia in the desert could hardly have cared what was said about her at Rome. (I.X)

Here, the narrative voice shifts from the notation of her feelings to an ironically phrased comment upon those feelings, and finally to a distancing classical allusion that diminishes the uniqueness and significance of her story. This complex and shifting relation between the narrative voice and its heroine pulls the reader in and out between her romanticized world and her more prosaic textual environment. Those characteristics she shares with the archetypal Romantic hero – a marginal, solitary status in conflict with her surrounding community, her insistence on her own moral values rather than those to hand around her, her yearning for more than can be yielded by her society – have the effect of bestowing a kind of ironic self-destructiveness on the figure of Eustacia. The fact that she is encompassed in the same textual environment as the comic chorus of Cantles, Christians and Fairways creates a certain distancing critique of the self-indulgence and self-importance of her Romanticism even as it gives it expression.5

Eustacia is, then, the clearest instance in The Return of the Native of failed aspirations, unfulfilled desires or thwarted intentions, partly because the gap between what she wants and what is available to her is so evident, and partly because her failure leads so directly to her death. There is an impression from the outset that she is fated to live and die on Egdon Heath, no matter what hopes or plans she might formulate to take her elsewhere. In that sense, she is the character most at odds with her environment: ‘Do you [hate] Nature?’ she asks Clym, ‘I hate her already’ (III.III). At the same time, though, she is represented as inseparable from it; others may come and go, but Eustacia’s first appearance makes her seem like part of the heath (‘Above the plain rose the hill, above the hill rose the barrow, above the barrow rose the figure’ (I.II)), and at her death she appears simply to merge back into it, ‘as if she were drawn into the Barrow by a hand from beneath’ (V.VII). It is the terrible mismatch between her intense focus on escape and the novel’s larger design that she be fated to stay that creates the air of unavoidable disaster.

Nevertheless, hers is by no means the only such story in the novel. Indeed, almost until the final chapter, failure seems to be its predominant pattern: it opens with the failed attempt at a wedding by Tamsin and Wildeve, and continues through failed careers (Wildeve’s as an engineer, Eustacia’s father’s as a musician, Clym’s as a schoolmaster), failed proposals, failed eyesight, failed marriages, and failed attempts at reconciliation. In other words, the book seems repeatedly, almost obsessively, focused on the gap between what its characters want and attempt, and what the world in which they live will allow. Clym’s unanswered question to his mother, ‘“…what is doing well?”’ (III.II), is one that the novel increasingly poses as its central issue.

Clym’s personal tragedy is multiple, but it is centred mainly on the breakdown of his ambitions, as a returning native, to change the conditions of the society that has produced him. If Eustacia is constructed as a survival from the past – from myth, history, legend, and the antiquity of the heath – Clym arrives in the text as a portent of the future. He embodies modernity: ‘In Clym Yeobright’s face could be dimly seen the typical countenance of the future’ (III.I). What he represents is the coming conviction that life is ‘a thing to be put up with’ (III.I), and resignation to what it allows rather than ambition and passion. If, in the novel’s scheme, this is what guarantees his eventual survival, it is none the less a recognition that he reaches only in the course of the novel. At his entry into the text, he has a desire to move his society out of the stage of ‘bucolic placidity’ into contemporary ‘intellectual aims’ (III.II), so that he is both disrupter and native. His error is that he thinks he can do this without an intervening stage of material prosperity and social progress; in a sense, his aim is to move the society he sees as outdated into the life of the future without passing through the present. ‘The rural world was not ripe for him,’ the narrator informs us. ‘A man should be only partially before his time: to be completely to the vanward in aspirations is fatal to fame’ (III.II).

This failure to recognize his actual circumstances is replicated in Clym’s relationship with Eustacia. His idea that she would be an ideal school matron is quite as misplaced as her conviction that, despite all that he says, Clym will be her means of escape to a new life in Paris. Each is so focused on their own needs or aspirations that they cannot see those of the other, and hence the marriage is doomed to failure. Clym’s lack of insight, his relative blindness to others and their needs, is of course literalized in the failing eyesight that forces him to attend to the most immediate and close-up details of the world around him. The dimming of Clym’s literal vision marks at the same time the domestication of his transformative social and intellectual vision for his fellow heath-dwellers.

Like Eustacia, Clym is evoked variously through intense sympathy and with a dispassionate irony in the course of the narrative. The irony pervades the plot structure by which he, as the character most dedicated to influencing the society in which he finds himself, becomes progressively more and more marginalized and isolated. His marriage to Eustacia draws him away from the community, and eventually even away from his family, into an isolated cottage. Instead of the sociable and community-oriented work of teaching, he takes up the work of a solitary labourer. After the death of Eustacia, he withdraws from even the most communal of activities – such as Tamsin’s wedding-feast – and becomes no more than a vicarious onlooker who cannot see; he must rely on Charley to describe to him the festivities taking place in his own house. Finally he ends as an itinerant preacher whose words produce little more than a momentary kindly sympathy from his audience. If in no other way, he is well-matched with his wife in the ironic gap that intervenes between intention and fulfilment.

In a real sense, the novel is constructed to make Eustacia and Clym into one another’s tragedy. This rests upon an understanding of sexuality as fundamentally tragic: sexual desire perversely attaches to the person least likely to fulfil broader desires. Eustacia Vye is clearly a sexual outlaw in the ideology of the time, even if the publishing and other conventions of the period mean that her relationship with Wildeve is never explicitly shown to be directly sexual. But the illicit status of the relationship, whether before or after their marriages, is stressed by the conditions in which it is conducted: by night, in the dark, concealed from others, and arranged by a system of private codes. Each of the participants seems to act less from will or desire than under a kind of compulsion, much as the moth which acts as Wildeve’s signal to Eustacia in her marital home with Clym flutters briefly before plunging to its death in the heart of the flame that attracts it. Hardy draws upon this relatively familiar image to suggest that sexual desire is at once instinctive – and so beyond rational choice or conscious control – and destructive, and the moth’s flight into the flame prefigures the final plunge of the lovers into the waters of the heath.

The relationship of Wildeve and Eustacia proves fatal to both through its sexuality, but, by contrast, the marital relation of Clym and Eustacia is implied to be a failure sexually as much as in other ways:

‘And how madly we loved two months ago! You were never tired of contemplating me, nor I of contemplating you. Who could have thought then that by this time my eyes would not seem so very bright to yours, nor your lips so very sweet to mine? Two months – is it possible?’ (IV.II)

Hence her return to Wildeve, assured by the ‘tropical sensations’ she experiences while dancing with him and their contrast with the ‘arctic frigidity’ of her life with Clym (IV.III). Heroines who lead sexual lives outside marriage are in general doomed to die in nineteenth-century fiction, and Eustacia Vye is no exception. But she is only the most extreme victim, in The Return of the Native, of a representation of sexuality in which it is always and inherently at odds with self-interest in the larger sense, as is evident in the chain of crossed affections which leads to the various combinations of wrong partners. The only real exception to this comes in the case of the novel’s principal survivors, Tamsin and Diggory Venn.

Their marriage provides the novel with the more or less happy ending with which Hardy later claimed to have felt so ill at ease, and Tamsin’s child, Eustacia Clementine, offers some hope of the domestication of the unfulfillable desires and aspirations that have led her two namesakes into their respective disasters. The surviving couple are those who have had little or no adaptation to make to their society. Diggory Venn inverts the path followed by Clym Yeobright; where Clym’s narrative trajectory is from a known position in society into isolation and marginality, Venn gives up the life of a solitary on the fringes of his community to transform himself into a husband, father and dairyman with an accepted role in his society. His new assimilation is marked by the marriage ceremony, and by the communality, festivity and domestication that accompany it. Tamsin, however, does not reverse the course of Eustacia Vye, but rather acts out a pale and shadowy version of that story’s intensity. In place of Eustacia’s pre-and extra-marital relationships comes Tamsin’s very brief episode of being neither married nor unmarried after her failed trip to Southerton (though in the manuscript version of this episode, a bogus wedding ceremony followed by a week with Wildeve was to have left her much more deeply compromised). Instead of Eustacia’s flouting of convention, we have Tamsin’s timid fear of ‘skimmity-riding’ (I.V), or being publicly mocked in her community as a non-virgin. Her love for and disillusion with Wildeve are like a diminished version of Eustacia’s passion and sexual despair; her marital failure mimics and is closely involved with that of Eustacia and Clym. But where Eustacia is throughout represented in terms of excess and passion, no one in the novel is ever in doubt that Tamsin is (in a recurring phrase) a ‘good woman’. Ingenuous, dainty, birdlike, she is enabled by her very delicacy to skirt all the dangers into which Eustacia rushes headlong. The contrast between the two women emerges particularly clearly in the scene in which Tamsin joins the men in searching for Eustacia (or, as it turns out, for her dead body):

To her there were not, as to Eustacia, demons in the air, and malice in every bush and bough. The drops which lashed her face were not scorpions, but prosy rain; Egdon in the mass was no monster whatever, but impersonal open ground. Her fears of the place were rational, her dislikes of its worst moods reasonable. At this time it was in her view a windy, wet place, in which a person might experience much discomfort, lose the path without care, and possibly catch cold. (V.VIII)

Where Eustacia will embrace death, Tamsin hopes to avoid catching cold. Moderate, rational, reasonable, she lives within bounds, within the eye of her community, without insoluble problems and without any great sense of lasting frustrations.

So it is that, whereas there are no second chances for the brooding Eustacia, Tamsin survives to try again. She expects nothing from marriage except what it is likely to bring. Venn, too, is entitled to his second chance; refused by Tamsin once, he stolidly bides his time and proves his sincerity, and so earns his opportunity at last. He does not expect to reform his society, but is prepared to adapt himself to live within its conventions and expectations. There is no strong evocation of sexual desire or passion between the surviving couple. Instead, what fits them for one another is sober, steady commitment and adaptability.

This sounds like a counsel of conservatism, and indeed the plot of the novel might seem to urge caution, the acceptance of limitation and the cultivation of only modest expectations. These are what characterize those who inherit the centre of the novel after the extremes of passion, desire and ambition have been submerged or marginalized. However, the balance of sympathies in the text is rather more complex than such a summary would suggest. In Hardy’s fictional world, success and failure do not line up neatly behind right and wrong. For example, while Diggory Venn fits structurally into the role of a Gabriel Oak or a Giles Winterborne – sturdy heroes waiting in the wings for their chosen woman to recognize their worth – he is by comparison a disturbing and ambivalent character. His dogged pursuit of Eustacia, determined as he is to catch her out with Wildeve, is as much permeated by malice as it is motivated by watchful concern for Tamsin’s well-being, and there is an unpleasantly voyeuristic quality to the episode in which he conceals himself beneath turves in order to sneak up on them unobserved. Together with the stern self-righteousness of his interventions in the lives of others and the slightly sinister otherworldliness of his red colouring and association with night and ghosts, such aspects of the character suggest that his assimilation into the community is enabled as much by his hostility to the unconventional as by his willingness to turn dairy-farmer.6 Then again, both Eustacia and Clym are at various times described as ‘Promethean’, recalling the mythical hero who stole fire from the gods for the benefit of the human race and was punished in perpetuity by Zeus. Even in their absurdity, the novel’s central Prometheans embody a kind of ambition reckless of self-interest which the novel associates with wider human or social progress. The fact that Clym’s Prometheanism is intellectual and social while Eustacia’s is sexual and emotional picks up those elements of a nineteenth-century ideology of gender in which the mind and the public sphere are the preserve of the masculine, while the emotions and the life of personal relationships are the domain of the feminine. To Hardy’s male hero belong modernity and culture, to his heroine a mythologized archaism and nature.

Prometheus is only one of the range of references and allusions to other kinds of writing – to classical legend and drama, ballad and pastoral poetry, the Bible and Romanticism – with which the text is studded. Alongside the densely and historically specific social world of the novel runs a set of allusions reminding the reader constantly that this is a work of fiction taking up, challenging and adapting a whole set of conventions of reading and writing with which audiences might (or, of course, might not) be familiar. One of the most notable of these allusions (while still half-hidden in 1878) is to the Oedipus myth. On this story is based Freud’s theory of the Oedipus complex whose significance will occur to most post-Freudian readers of the novel but was of course not available to Hardy. The Return of the Native does not follow the detail of the Sophoclean plot precisely, and indeed it is in his revisions for the 1895 edition of the novel that Hardy makes the allusion explicit. Still, that plot finds echoes in the story of Clym Yeobright, with his overwhelming primary affection for his mother (‘Whatever she was in other people’s memories, in his she was the sublime saint whose radiance even his tenderness for Eustacia could not obscure’ (VI.IV)), his absent father, his near-blindness, and his itinerant preaching. Writing at a point when he could reasonably assume some level of familiarity with such references from much of his readership, Hardy is able to use the allusion to serve a variety of purposes: to introduce the sense of a malign destiny hanging over the intensity of Clym’s relationship with his mother, to create the sense that Clym is acting without full understanding of his own situation, to raise the suggestion that his blindness (literal or symbolic) is in some sense due to his relationship with his mother, and to mobilize the reader’s expectations of a tragic outcome.7

It is this last which is the most interesting. The flurry of literary allusions in the novel functions as a metafictional device, reflecting – and inviting the reader to reflect – on the kind of novel that The Return of the Native is, the kind of text that is being produced. In referring so frequently and evidently to myth, legend and classical tragedy, the novel is in part staking its claim to the same kind of right to the attention of the reader that we are accustomed to bestow on such ‘high’ cultural forms. The allusions seek to demand for this realist text and this society of agricultural labourers something of the dignity and grandeur that legendary heroes and tragic forms might be thought to have. In invoking such models, the novel interweaves through the narrative a subtle, unspoken argument in favour of its own predominantly realist textual mode; and, by implication, it defends the abiding claim to our interest of all the so-called ordinary people, commonplace settings and trite events often thought to characterize realism. The disjunction between the realist and the mythological elements of the writing need not be seen as undermining, but can be construed as a productive tension between literary models and evolving forms.8

As well as serving this metafictive function, Clym’s blindness is only one manifestation of the novel’s fascination with the whole complex of literal and figurative significations of sight, vision or observation. The telescope through which Eustacia looks upon the doings of her fellow inhabitants gives graphic representation at once to her distance from their way of life and to the obsessively singular focus she brings to bear on her surroundings. The ‘keen eye’ of Venn (IV.III) enables him to act as the agent of the community, continually watching out for instances of behaviour that propriety must condemn. The mute exchanges of looks between Mrs Yeobright and Eustacia, or, later, Eustacia and Clym, enact the obstacles to communication and the possibilities of misunderstanding that govern the development of events involving them. Most interesting of all, perhaps, is the novel’s habit of invoking hypothetical or disembodied observers:

Looking upwards, a furze-cutter would have been inclined to continue work; looking down, he would have decided to finish his faggot and go home. (I.I)

for example; or, from the same chapter:

To recline on a stump of thorn in the central valley of Egdon, between afternoon and night, as now, where the eye could reach nothing of the world outside the summits and shoulders of heathland which filled the whole circumference of its glance… gave ballast to the mind adrift on change, and harassed by the irrepressible New.

There is no actual furze-cutter present in the first instance, and the ‘eye’ of the second belongs to no one in particular. There are many such moments of disembodied vision in the novel, and closely associated with them are other sudden shifts of perspective.9 In this passage, for example, the vantage-point alarmingly switches back and forth between that of the character, Captain Drew, and that of a far-distant observer to whom the walking man is like a fly crawling on a head:

Before him stretched the long, laborious road, dry, empty, and white. It was quite open to the heath on each side, and bisected that vast dark surface like the parting-line on a head of raven hair, diminishing and bending away on the furthest horizon.

The old man frequently stretched his eyes ahead to gaze over the tract that he had yet to traverse. (I.II)

Hardy seems always to have had a particularly concrete sense of point of view and perspective, terms which, of course, characterize narration as much as sight. In its manipulation of narrative point of view, the novel reminds the reader constantly of the social context of behaviour, the power of the observation, interpretation and judgement of others to place actions and relationships in a different light. And as the reader is made aware of the literalities of point of view, of seeing events from a particular angle or specific vantage-point, it is increasingly evident that the story does not come with the dispassionate omniscience of some narrative modes. Its events are continually situated in a network of interacting onlookers and interpreters, malicious or otherwise. So it is that the particular ambivalence of Eustacia’s death comes from the absence of any observing consciousness, hypothetical or otherwise; for the situated perspective of the observer, the novel substitutes the ‘unmistakable’ but unintelligible evidence of unseen incident:

While they both hung thus in hesitation a dull sound became audible above the storm and wind. Its origin was unmistakable – it was the fall of a body into the stream adjoining, apparently at a point near the weir. (V.IX)

Here, the eschewal of narrational omniscience is particularly evident and telling; there is no ‘truth-voice’ telling the reader what to think or how to interpret. Such equivocations are often crucial in Hardy’s narratives, as in the case of the rape or seduction of Tess Durbeyfield in Tess of the D’Urbervilles, and they are not to be resolved by the literalism that has led some commentators to a topographical interpretation of Eustacia’s death as either suicide or accident.10 The whole point, I think, is that the matter remains undecidable. It is possible that some element of self-censorship on the grounds of moral conventions is involved, but far more significant is the blurring of choice and responsibility through narrative technique. By withholding clear information on the reason for her death, the novel leaves open the whole range of possible interpretations: that Eustacia at last takes active control of her life by ending it, that fate dooms her to stay with the heath, that society has hounded the sexual outlaw to her death, and any number of others. In other words, the text does not tie its narrative explanations to character, symbol or social determination. Instead, it uses its undecidable moment of closure to open up its meaning to the imagination and the interpretative frameworks of its readers.

Notes

1.  See for example notes 7, 8 and 13 to I.VII and notes 6 and 9 to I.x.

2.  See T. R. Wright, Hardy and the Erotic (London: Macmillan, 1989) for a lively discussion of sexuality in Hardy’s fiction.

3.  For a useful, if rather overstated, consideration of the mythic elements in Eustacia Vye, see Shirley A. Stave, The Decline of the Goddess: Nature, Culture, and Women in Thomas Hardy’s Fiction, Contributions to the Study of World Literature 63 (Westport, Conn. and London: Greenwood Press, 1995), pp. 49 – 69.

4.  Jennifer Gribble, ‘The Quiet Women of Egdon Heath’, Essays in Criticism 46 (1996), 234 – 57, offers an interesting analysis of the dream sequence.

5.  Contrast Leonard W. Deen, ‘Heroism and Pathos in Hardy’s Return of the Native’, Nineteenth-Century Fiction 15 (1960), 207 – 19, who describes Eustacia as ‘a romantic (…a whole history of romanticism) seen romantically’.

6.  Cf. Rosemarie Morgan, Women and Sexuality in the Novels of Thomas Hardy (London and New York: Routledge, 1988), who goes so far as to call Venn ‘a power-mongering bully and degrader of voluptuous womankind’ (p. 75).

7.  Among critical discussions of Clym’s relation to the figure of Oedipus are the following: Ann M. Barribault Benway, ‘Oedipus Abroad: Hardy’s Clym Yeobright and Lawrence’s Paul Morel’, Thomas Hardy Yearbook 13 (1986), 51 – 7; Robert Langbaum, Thomas Hardy in Our Time (London: St Martin’s Press, 1995); Eleanor McCann, ‘Blind Will or Blind Hero: Philosophy and Myth in Hardy’s Return of the Native’, Criticism 3 (1961), 140 – 57; and Charles Swann, ‘Clym Ancient and Modern: Oedipus, Bunyan and The Return of the Native’, Victorian Newsletter 90 (1996), 15 – 18. Marjorie Garson, Hardy’s Fables of Integrity: Woman, Body, Text (Oxford: Clarendon Press, 1991), pp. 71 – 5, discusses the symbolic interactions of blindness, decapitation and castration.

8.  Joe Fisher, The Hidden Hardy (London: Macmillan, 1992), gives a vigorous and quite different account of the function of allusion in the novel.

9.  See also Julie Grossman, ‘Thomas Hardy and the Role of the Observer’, ELH 56 (1989), 619 – 38, and Judith Mitchell, The Stone and the Scorpion: The Female Subject of Desire in the Novels of Charlotte Brontë, George Eliot and Thomas Female Subject of Desire in the Novels of Charlotte Brontë, George Eliot and Thomas Hardy, Contributions in Women’s Studies 142 (Westport, Conn. and London: Greenwood Press, 1994), pp. 174 – 87.

10.  For a more sophisticated consideration of this issue, see J. Hillis Miller, ‘Topography in The Return of the Native’, Essays in Literature 8 (1981), 119 – 34.
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A NOTE ON THE HISTORY OF THE TEXT

The Return of the Native was first published in serial form in Volume 37 of the magazine Belgravia in twelve monthly episodes from January to December 1878. In Life, which Hardy tried to pretend was written by his second wife, Florence, but which is now well accepted to have been almost entirely written and rigidly controlled by Hardy himself, there is reference to the fact that ‘on November 8 [i.e. of 1877], parts 3, 4, and 5 of the story were posted to Messrs Chatto and Windus for publication in (of all places) Belgravia – a monthly magazine then running’ (p. 120). Hardy’s typically laconic parenthesis ‘(of all places)’ in describing Belgravia needs some explanation, in that not only does it have some bearing on the subject and language of the novel in both serial and book form, but it also alludes to the difficulty experienced by him in getting it published at all.

After all, we must remember that in 1877 – 8 Hardy was not yet the respected, distinguished man of letters he was eventually to become. Although he had already published five novels, only Far from the Madding Crowd (1874) had been both a critical and (moderate) financial success. Certainly in its inception Hardy had been paid a great compliment by arguably the most outstanding and influential literary and intellectual figure of the age, Leslie Stephen, who as editor of the distinguished magazine the Cornhill had invited Hardy to submit a novel to him for serialization. As Michael Millgate explains: ‘This was an extraordinary moment for a hitherto unknown writer, in that the Cornhill, first edited by Thackeray, stood in the very forefront of contemporary magazines in terms both of circulation and prestige.’1 The same could certainly not be said of Belgravia, which was somewhat down-market and regarded by many staid Victorian minds as tending towards both sensationalism and indelicacy. Stephen also agreed to publish Hardy’s next novel (The Hand of Ethelberta) in 1876, but declined The Return of the Native (or, perhaps, an early version of it, part of which had been sent to him – and other magazine editors – in early 1877) on the grounds that ‘he feared that the relations between Eustacia, Wildeve, and Thomasin might develop into something “dangerous” for a family magazine, and he refused to have anything to do with it unless he could see the whole’.2

No such qualms were likely to bother Belgravia, in spite of recent developments, not only in the alteration of its full title to Belgravia; An Illustrated London Magazine, but more especially to changes – albeit somewhat superficial in actuality – in both ownership and editor. The original Belgravia; A London Magazine had first been founded in November 1866 by John Maxwell, a literary entrepreneur involved at various times in publishing penny-dreadfuls and sensation novels, and whose usual motivation was financial gain as much as any encouragement of literary quality. To be fair, in publishing Belgravia, Maxwell certainly had another motive. Although a married man, with five children, his wife was confined to a mental asylum in Dublin, and since 1861 Maxwell had lived ‘in sin’ with Mary Elizabeth Braddon, a prolific novelist who had achieved some literary praise – but even sharper criticism – for her fiction. Probably only one of her numerous novels – Lady Audley’s Secret – remains of mild interest today. Maxwell founded Belgravia largely to provide a ready vehicle for the publication of her work and, indeed, made her its editor (although she oddly insisted on calling herself its ‘conductor’), which position she retained until Maxwell sold the magazine to Chatto & Windus in 1876. The Return of the Native, it needs noting, does not appear to have been submitted to Maxwell or Braddon, and was certainly not published during the period of their control. Whatever the case, as a magazine, neither the tone nor reputation of Belgravia was to be quickly altered by the Chatto and Windus take-over.

Certainly, in the period when Hardy was marrying, and taking up the writing of fiction as his only means of livelihood, the reputation of Belgravia, under Mary Elizabeth Braddon’s ‘conductorship’, had been mixed, to say the least. For one thing, not only was she living with a married man, but she also then bore him five children of her own, in addition to his existing five. This had led many to believe that she was legally his wife, until the truth emerged in sensational and distressing fashion in 1874, when the death of Maxwell’s real wife resulted in the full glare of moral outrage alighting on them, which only partially abated with their legal marriage on 2 October 1874. Even before then, however, both she and her magazine had been viciously attacked on occasions, and especially her own fiction, for its supposed blasphemy, irreligion, low-class origins, obscenity and plagiarism. Those who criticized her along these lines were, as often as not, of the kind who still felt Charlotte Brontë’s Jane Eyre to be highly dubious – if not disgusting – thirty years after its publication: amongst these was Mrs Oliphant, who attacked Mary Elizabeth Braddon in Blackwood’s Magazine in September 1867 in grossly personal terms (which resembled the same critic’s attacks on Hardy himself in his later life, after the publication of Jude the Obscure in 1895 – 6).3 Mrs Oliphant was especially scathing about Mrs Braddon’s heroines, whom she categorized as:

Women driven wild with love for the man who leads them on to desperation before he accords the word of encouragement that carries them into the seventh heaven; women who marry their grooms in fits of sensual passion; women who pray their lovers to carry them off from the husbands and homes they hate… the dreaming maiden [who] waits now for flesh and muscles, for strong arms that seize her, and warm breath that thrills her through, and a host of other physical attractions which she indicates to the world with a charming frankness… this eagerness for physical sensation is represented as the natural sentiment of English girls.

The magazine had sold moderately well during its Maxwell years, but its emphasis on the sensational and the raffish was more constantly criticized than defended in many genteel and literary circles (the distinguished and prominent Victorian novelist, Bulwer-Lytton, however, had been a strong supporter). Mary Braddon was herself aware of the dubious and deliberate ‘snobbery of the title’ (Belgravia was an upper-class area of London), but there was a clear attempt, in the words of her biographer, Robert Lee Wolff, ‘to make to the lower middle-class reader… the direct snobbish suggestion that when he opened its pages he would be moving into the fashionable world of the aristocratic rich. A decade later, Swinburne called it “a damned shopboy kind of title… [and added]… Belgravia stinks”’.4

The relevance of all this to Hardy’s The Return of the Native is, obvious: Mrs Oliphant’s scathing criticism, as quoted above, is almost a pen-portrait of Eustacia. Hardy may well have felt the magazine to be a suitable vehicle for his novel, although, in truth, he was not in a position to pick and choose: he had already unsuccessfully submitted early versions (or parts) to Blackwood’s Magazine and to Temple Bar, as well as to Leslie Stephen’s Cornhill. His financial needs were more pressing than finding the ideal publisher for his new novel: especially involved, as he was, in that strange, semi-nomadic, circling-around-of, yet (still, for the while) keeping-his-safe-distance-from, Dorchester and his own native heath for almost the whole decade after his marriage in 1874. Apart from trips to Europe, he and his new wife lived temporarily in Bournemouth, Swanage and Yeovil, before settling for a while at Sturminster Newton in 1876. Then the couple returned again to London the following year. The native was not to be able to bring himself to return to Dorchester permanently and finally until 1883. Yet at Sturminster Newton he began to write The Return of the Native, whilst the couple were enjoying the ‘happiest time… the Sturminster Newton idyll’5 of their entire married life.

The copy-text used here is the three-volume edition of 1878 published by Smith, Elder & Co. (abbreviated to 1878 throughout), with some emendations as listed below. Most of these emendations correct obvious printer’s errors in 1878, whilst explanations of three or four more substantial changes are explained at the relevant point in the Notes. This use of 1878 means that virtually all punctuation and spelling in this edition corresponds with that text (apart from obvious printer’s errors), even where the spelling was ‘modernized’ in later editions, either by Hardy himself or later editors. After all, as Patricia Ingham explains in her General Editor’s Preface, the intention ‘is to present each novel as the creation of its own period and without revisions of later times’. In this respect the text here is not intended to be a critical edition and, although there are several notes which set out Hardy’s more significant revisions in the editions of 1880, 1895 and 1912, not every variation is pointed out. Instead, I have attempted simply to draw attention to those differences which would seem to be of interest to the general reader, particularly with regard to revisions made by Hardy in preparing the important 1895 edition for Osgood, McIlvaine & Co.: these are especially interesting with regard to both Eustacia and Wildeve in Books Fourth and Fifth.

I have, however, also extensively consulted both the manuscript of the novel and the serialized version. Although I have made few alterations to the 1878 text as a result of my analysis of manuscript and serial, there are numerous occasions in the Notes where I draw the reader’s attention to one or the other. And whilst Otis B. Wheeler6 suggests that the seven British and American editions of the novel can be differentiated into four clearly separate groupings (i.e. serial; 1878 and 1880 together; 1895; then 1912), for my part I would not only make some distinction between 1878 and 1880,7 but would also emphasize the significance of the manuscript of the serial.8 No worker in this field should fail to acknowledge the importance of Simon Gatrell’s work, and I happily do so here (although by no means agreeing with all his conclusions and remaining fairly unconvinced by his stress on the importance of Hardy’s idiosyncratic punctuation in the available manuscripts of the novels).9

The other crucial text of the novel that requires special mention is the 1895 edition published by Osgood, McIlvaine & Co. as Volume VI of the Wessex Novels. I draw the reader’s attention in the Notes many times to the fairly dramatic changes between the earlier editions (ms to 1878 and 1880) and that of 1895. These changes are of particular importance in the way both Eustacia and Wildeve are depicted, especially in Book Fifth: not only is Eustacia’s class background altered and elevated in 1895, but – perhaps of even more interest – so are both the character and motivation of Wildeve. In 1878 it is suggested that Wildeve is experiencing something approaching a genuine moral dilemma in the events of Book Fifth, and the text even indicates that he possesses a sense of duty and obligation to Thomasin which is tearing him in two. By 1895 Wildeve is not only much more of a cad and a bounder throughout (to use the language of the time), but he is also far more sexually aggressive and selfishly motivated in his offers of assistance to Eustacia. By comparison to 1895, the final edition of 1912 reveals only relatively minor shifts of emphasis and language in this regard, although it has several interesting revisions (and one puzzling note, in Book Sixth), all of which I detail in the Notes.

The changes in this edition to the text of 1878, therefore, are limited. They are as set out under Emendations below, and those other than obvious printing errors are explained in the relevant section of the Notes. It is my hope, moreover, that both the general reader as well as the Hardy scholar will find much of interest in noting these changes: it is as true of The Return of the Native as it is of any other Hardy novel, amending Simon Gatrell’s dates slightly (he is talking about Under the Greenwood Tree), ‘to know what was read and responded to in [1878], what was read and responded to in [1895], and what was read and responded to in 1912, and to recognize that each version of the novel offers a different face to a changed world’.10

T. S.
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4.   Robert Lee Wolff, Sensational Victorian: The Life and Fiction of Mary Elizabeth Braddon (New York: Garland Publishing, 1979), p. 179.
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6.  Otis B. Wheeler, ‘Four Versions of The Return of the Native’, Nineteenth-Century Fiction XIV (1959), 27 – 44.

7.  Obviously I am far from sharing Wheeler’s thesis as to the inferiority of the early editions (serial to 1880 versions of the novel) compared to the standard 1912. And there are occasional interesting changes between 1878 and 1880, which I touch on in the Notes. See also Appendix B: ‘A Note on the Illustrations and the Map of the Novel’.

8.  Now available in Simon Gatrell (ed.), ‘The Return of the Native’: A Facsimile of the Manuscript with Related Materials (New York: Garland Publishing, 1986).

9.  Textual, 210 – 19.

10.  Ibid., p. 219.

EMENDATIONS

All substantive variations to the text of the 1878 three-volume edition are listed below. Emendations have been adopted for the correction of indisputable printer’s errors, and otherwise where I have been persuaded that 1878 is obviously faulty (such major emendations are marked with an asterisk in the list below and fully explained in the relevant explanatory Notes which follow the text of the novel).


	 

	Penguin Text

	1878



	p. 135, l. 20      

	feat*

	part



	p. 140, l. 35

	pastry (1880 etc.)

	pasty



	p. 141, l. 22

	She had undoubtedly…*

	She had loved him…



	p. 156, l. 20

	Southerton*

	Budmouth



	p. 270, l. 9

	hopefulness* (ms, serial, 1895 etc.)      

	hopelessness



	p. 384, l. 28

	Clym looked at the heath* (1912)

	Clym looked out of window
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‘To sorrow

I bade good morrow,

And thought to leave her far away behind;

But cheerly, cheerly

She loves me dearly;

She is so constant to me, and so kind.

I would deceive her,

And so leave her,

But ah! she is so constant and so kind
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