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THE WOODLANDERS

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 By 1867 he had returned to Dorset to work as Hicks’s assistant and began his first (unpublished) novel, The Poor Man and the Lady.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. Butin 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.

PATRICIA INGHAM is General Editor of all Hardy’s fiction in the Penguin Classics Edition. She is a Fellow of St Anne’s College, Reader in English and The Times Lecturer in English Language, Oxford University. She has written extensively on the Victorian novel and on Hardy in particular. Her most recent publications include Dickens, Women and Language (1992) and The Language of Gender and Class: Transformation in the Victorian Novel (1996). She has also edited Elizabeth Gaskell’s North and South and Thomas Hardy’s The Pursuit of the Well-Beloved and The Well-Beloved for Penguin Classics.
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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 Characterand 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 I 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.


Map: The Wessex of the Novels
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This map is from the Wessex Novels Edition, 1895–6


BIBLIOGRAPHICAL NOTE

The following abbreviations are used for texts frequently cited throughout the edition.

Collected Letters: R. L. Purdy and M. Millgate (eds.), The Collected Letters of Thomas Hardy, 7 vols. (Oxford: Clarendon Press, 1978 –88)

Life: Thomas Hardy, The Life and Work of Thomas Hardy, ed. Michael Millgate (London: Macmillan, 1982)

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

Personal Notebooks: R. Taylor (ed.), The Personal Notebooks of Thomas Hardy (London: Macmillan, 1979)

Poems: S. Hynes (ed.), The Complete Poetical Works of Thomas Hardy, 5 vols. (Oxford: Clarendon Press, 1982 –95)


INTRODUCTION

Many years after publication in 1887, Hardy described The Woodlanders as ‘a woodland story’ which he now found ‘quaint and fresh’. The innocent title suggests a rural idyll harking back to his early novel Under the Greenwood Tree (1872). Contemporary critics, however, whether approving or hostile, did not read it in this mild way. They found it strong meat: a ‘vivid drama’; ‘his best and most powerful work’; ‘as disagreeable as it is powerful’.1 Hardy’s apparent assumption of the text’s simple directness denies the complexity and sophistication of the work to which the critics were more understandably responding in different ways.

But the detachment of a title that refuses to comment does capture an important aspect of the novel: its engagement with a major paradigm which both obsessed most intellectual disciplines in the nineteenth century and implied scientific distancing. In the early part of the twentieth century, linguistic structuralism as outlined by Saussure became a model metaphorically applied to a range of subjects from anthropology to literary criticism, fashion and sport. In the nineteenth century scientific and other enquiries used as their overarching explanatory metaphor that of decoding a new or strange language. In describing his revolutionary discoveries Charles Lyell used the figure of linguistic decipherment for his interpretation of the history of geological formations and their implications for the age of the universe. Algernon Mantell, from whose popularizing of Lyell’s work Hardy learned the geology which remained a lifelong interest, did the same. He wrote in 1838:

Before we can attain that elevation from which we may look down upon and comprehend the mysteries of the natural world…we must learn to read the records of creation in a strange language.2

Forms of the metaphor were often repeated by students of language. William Whitney wrote in 1867 that ‘a noteworthy and often remarked similarity exists between the facts of geology and those of linguistic study’.3 The figure was in common currency when Charles Darwin, in writing ‘On the Imperfection of the Geological Record’ in The Origin of Species (1859), asserted that:

For my part, following out Lyell’s metaphor, I look at the natural geological record, as a history of the world imperfectly kept, and written in a changing dialect…[my emphasis].4

The interchange of geological, botanical, zoological and linguistic phenomena as the vehicles of metaphor in scientific disciplines came as naturally as breathing because of the common methods of research. All these studies depended on the accumulation of observable facts and the laborious interpretation of what could be deduced from them about the origins and history of the things involved. The methods of Lyell and Darwin might be generally described in words that Hardy used of his own work as ‘humbly recording diverse readings of…phenomena’. The works of such scientists as these effectively secularized the long Christian tradition of seeing the physical world as everywhere the inscription of the Word of God. Patristic and medieval allegorists had explicated this Word in innumerable treatises and sermons for the faithful. And even in the nineteenth century efforts were made by some, including Mantell, to reconcile the Christian and the scientific viewpoints.

Darwin himself kept a tactful silence. Geologists, biologists and students of language alike were preoccupied with the same questions: What is the origin of this? and, How did it develop? These were areas which for centuries had been assumed necessarily to have a spiritual or metaphysical dimension, but no longer. Hardy was keenly interested in geological discoveries and Darwinian accounts of evolutionary development. He was also obsessed with language itself and what was being discovered about it. For him this mainly meant vocabulary/lexis. His concern was above all with meaning, both denotative and associative or connotative. He studied earlier dictionaries such as John Walker’s A Rhyming Dictionary of the English Language (first published in 1775) of which he owned a nineteenth-century edition (1865) and to which he added a list of some 400 words.5 He was an eager purchaser of the successive volumes of The Oxford English Dictionary on Historical Principles (1884 –1928), now known as the OED. Letters were exchanged with the editors and Hardy added lists of dialect ‘words omitted’ to his copy of the dictionary. His own vocabulary was deliberately extended, particularly in his poetry which deployed words from many registers. Glossing the dialect words in the 1908 Selected Poems of William Barnes, the poet who wrote in the Dorset dialect, he reveals his sensitivity to fine shades of meaning. Hardy writes that his glosses of dialect words are

a sorry substitute for the full significance the original words bear to those who read them without translation, and know their delicate ability to express the doings, joys and jests, troubles, sorrows, needs and sickness of life in the rural world as elsewhere.6

There is much evidence that Hardy studied the history of words closely and energetically. It is also clear that he took a romantic view of the meaning of words as something about which one has ‘a feeling before it gets defined’.7

By the time he wrote The Woodlanders he had given much attention to the subject of decoding language and other phenomena. This novel, as much as The Moonstone or The Woman in White, is a narrative that attempts to decipher the mysterious codes represented by all events and individuals. The codes relate to questions which occupied Hardy throughout his career as a novelist: what are the implications of evolution, the significance of social class and the nature and future of women? Social class, particularly in relation to talented men of working-class origin, had been a recurrent theme. It had begun in The Poor Man and the Lady (unpublished in full) and been transferred by textual cannibalism into Desperate Remedies (1871), Under the Greenwood Tree (1872) and A Pair of Blue Eyes (1873). It is later found in A Laodicean (1881) and Two on a Tower (1882). It was to reach its apotheosis in the last novel with Jude Fawley in Jude the Obscure (1895). Apart from The Mayor of Casterbridge (1886), women had been prominent in all his novels.

The importance of the written word is enacted by the reliance of the narrative dynamic on written forms: in letters, legal documents, the marriage service and, in one instance, graffiti. Episodes involving documents are the characteristic events of the narrative and the triggers for many changes and crises. Grace Melbury’s return from a genteel school to a less genteel home, which initiates her emotional entanglements, is announced in a letter to her father. Her revived engagement to the rustic Giles Winterborne is threatened when he reads a letter indicating that he will lose his house on the death of John South. Grace’s father, now bent on a socially upward marriage for her, shows Grace ‘a heap of papers’. These title-deeds and bonds which she is to inherit are one means of persuading her that her ‘sphere ought not to be middling’, as it would be if she married Giles. After South’s death and a letter from Felice Charmond confirming the loss of his property, Giles writes to Melbury, giving up Grace. She remorsefully corrects graffiti scrawled on his house to read ‘Oh, Giles, you’ve lost your dwelling-place / And therefore, Giles, you’ll keep your Grace.’ Giles misreads it as the work of ‘some idle boy’ and ignores unknowingly the chance of reconciliation it offers.

The marriage of Grace to the local doctor, Edred Fitzpiers, and his liaison with Felice are also mapped out by a series of significant documents. At their first meeting he ingratiates himself with Grace by tearing up an agreement to purchase the corpse of her servant, Grammer Oliver, for dissection. This brings them into a relationship which results in marriage. Similarly a note from Felice summoning him to treat her is the reason for his meeting her. It is speedily followed by an affair which causes him to cancel by letter the purchase of a medical practice elsewhere which would remove him from her vicinity. A forgotten turnpike ticket leads his wife to realize that he has been visiting Felice. And when the discovery of his liaison results in injury at the hands of Grace’s father, Fitzpiers elopes with his mistress and sends his wife ‘the coldest of marital epistles’. This for a time ends the marriage.

There follows an abortive and painful attempt by Melbury to procure a divorce for Grace through the agency of a shifty lawyer’s clerk, Beaucock. The supposed mechanism for the divorce is cited by Beaucock as the new law embodied in ‘the new statute, twenty and twenty-one Vic., cap. eighty-five’. This creates a period of hope and uncertainty when Melbury writes to Grace and Giles from London, encouraging them to re-establish their relationship. Another letter ends their new happiness as Beaucock writes warning Giles that divorce is impossible.

Meantime Fitzpiers, to release himself from a now stale affair, taunts Felice with a letter from Marty South revealing that Felice’s ‘magnificent pile of hair’ was made up ‘of the writer’s rather than her own’. Their separation enables Fitzpiers to initiate a reconciliation with Grace by a letter ‘in the gentlest language’. He follows this with another carefully sentimental letter on St Valentine’s Day. Grace, brooding on what to do, re-reads the marriage service. She finds the promises she made at her wedding ‘a staggerer for a gentle woman of strong devotional sentiment’. Thus staggered, she succumbs again to Fitzpiers that night. The written word is dangerous and its consequences are unpredictable.

Within this strange framework of lives acted out and partly determined by reading or misreading, by using or misusing what is written, the narrative works to arrive at a reading (or understanding) of locations, events and even individuals with a Darwinian persistence. This mirrors Hardy’s own practice in the Life when he notes in January 1886:

Cold weather brings out upon the faces of people, the written marks of their habits, vices, passions, and memories, as warmth brings out our paper writing in sympathetic [i.e. invisible] ink [my emphasis]. (p. 183)

The icy temperature allows him to reinterpret the true nature of the splotches in the face of a drunkard and to recognize what seemed a ‘hectic flush’ as a clear sign of disease.8

This interpretation of signs closely resembles Darwin’s method of proceeding as, for instance, when he elicits the meaning of his observation that a severe winter killed as many as 80 per cent of the game birds in his grounds. Such a loss, he argues, is unexpected, given the fact that epidemics which kill 10 per cent of a human population would be regarded as extraordinarily severe. He concludes that although climate might seem to be irrelevant to evolutionary development, in so far as it ‘chiefly acts in reducing food, it brings on the most severe struggle between the individuals…’9 and so increases the mortality rate.

Like Darwin and other nineteenth-century scientists, the narrator in The Woodlanders presents himself as decoding meaning from the data he observes. In his case these are not only natural objects but artifacts. He notices carvings of initials on a door in Melbury’s house and can read into them ‘bygone generations’ who lived here in past times. Giles, obsessed with watching Grace and her father, fingers these indentations mechanically and without interpreting them. Similarly the narrator can read off from the possession by a household of a coffin-stool as much as he could distinguish about the status of a squire or nobleman from his possession of ‘old helmets or shields’. The stool means that ‘the social position of the household in the past’ was that of a ‘well-to-do villager, whose tenure was by copy of court-roll’. Like Darwin’s flora and fauna or Lyell’s rocks, these present objects can be translated into their past history.

The countrymen and women share with the narrator this knowledge of the local language in which meaning is encoded. Giles, when not distraught, can observe his surroundings with the precision of a Sherlock Holmes (whose first adventure appeared in print in the same year as The Woodlanders). He can interpret even the ‘mud picture’ of footprints, which reveal to him that Grace and her father have passed that way. Examining the muddy soil, he sees ‘amongst the large sole-and-heel tracks an impression of a slighter kind from a boot that was obviously not local’. He can make the inference since he knows ‘all the cobblers’ patterns in that district because they were very few to know’.

Giles is the most skilful of readers amongst the villagers but he is matched by John South’s daughter, Marty, who is also familiar with the language of the woodlands in which they have always lived:

The casual glimpses which the ordinary population bestowed upon that wondrous world of sap and leaves called the Hintock woods had been with these two, Giles and Marty, a clear gaze. They had been possessed of its finer mysteries as of commonplace knowledge; had been able to read its hieroglyphs as ordinary writing…together they had, with the run of the years, mentally collected those remoter signs and symbols which seen in few were of runic obscurity, but all together made an alphabet [my emphases].

The suggestion of a visible past which only these two can perceive is captured by the assertion that they alone have the secret of the ancient and angular runic alphabet which was carved on stone or wood before writing on skin or parchment was known.

Other indigenous inhabitants of the woods know the current forms of the local signs and symbols because they have had to learn them in order to carry on a daily existence:

The countryman, who is obliged to judge the time of day from changes in external nature, sees a thousand successive tints and traits in the landscape which are never discerned by him who hears the regular chime of a clock, because they are never in request.

This gives them the key to interpreting each other as they ‘use their eyes’ on the taciturn Giles, after the loss of his property:

The infinitesimal movement of muscle, curve, hair, and wrinkle, which when accompanied by a voice goes unregarded, is watched and translated in the lack of it, till virtually the whole surrounding circle of familiars is charged with the reserved one’s moods and meanings [my emphasis].

The presence of a common code for human beings and growing things makes possible the translation of one into the other. Occasionally the transposition is of man into nature, and even more occasionally it is benign. Grace remembers Giles in this way:

He rose upon her memory as the fruit-god and the wood-god in alternation: sometimes leafy and smeared with green lichen,…sometimes cider-stained and starred with apple-pips.

More usually the transposition is of nature into the human and it is to show a common blight. A sunless day emerges ‘like a dead-born child’, with a ‘bleared white visage’. At Little Hintock can be seen ‘pale dangling arms of ivy which had crept through the joints of the tiles and were groping in vain for some support, their leaves being dwarfed and sickly for want of sunlight’. Trees reveal ‘old amputations’ and are wrinkled ‘like an old crone’s face’. Sometimes they seem to be ‘in a cold sweat’ like ‘haggard grey phantoms’. At dusk the surfaces of plants appear like ‘weak, lidless eyes’. On older trees ‘huge lobes of fungi grow like lungs’.

Outsiders like Edred Fitzpiers, Felice Charmond and her anonymous lover who insults Giles by offering money in return for kindness, do not know what local mores mean. They are unfamiliar with the implications of the villagers’ actions and appearances. Fitzpiers mistakes Giles’ melancholy taciturnly for dislike of Grace. He accepts Grace’s false confession of infidelity at face value and finds her more alluring because of it. Felice misinterprets the bells on Giles’ huge timber-load, before which she is compelled to back her two carriages, as triumphalist and not as a warning of approach which, if heeded, could have prevented their confrontation. Fitzpiers is bored by a winter spent in the country because he lacks the grammar and lexicon which would enable him to read its present significance and its past history. Such linguistic tools would be provided by ‘an almost exhaustive biographical or historical acquaintance with every object, animate or inanimate, within the observer’s horizon’. Such knowledge would allow him to perceive ‘whose feet have traversed the fields which look so grey from his windows,…whose creaking plough has turned those sods from time to time; whose hands planted the trees…whose horses and hounds have torn through that underwood.’ This reinscribing of the past would in turn allow him to read into his surroundings ‘bygone domestic dramas of love, jealousy, revenge, or disappointment, that have been enacted in the cottages, the mansions, the street, or on the green’. Similarly, to Felice, her dead husband’s collection of man-traps are museum objects. To Tim Tangs, the husband of Fitzpiers’ village mistress, Suke Damson, they are an appropriate form of revenge for a poacher of wives as once for the poachers of game.

The behavioural language of these middle-class individuals, who are aliens both socially and geographically, is equally unfamiliar and baffling to the native woodlanders. To the latter Felice as a landowner is a deity who controls their fate and also, confusingly, a ‘wicked woman’ who sits down to dinner ‘in a gown no higher than her elbows’. They take Fitzpiers to be ‘some rare kind of gentleman and doctor’, ‘descended from the clouds’ and he confounds them by marrying Grace Melbury, one of themselves. For the narrator what distinguishes these outsiders is a high degree of self-awareness, a perception of themselves as social performers. Their appearance and behaviour is not, like the woodlanders, as unaffected as that of a plant or tree; it is theatrical. They see themselves as taking part in a high drama. Like Othello, they perceive themselves as third persons observed by others. They adjust what they say, do and wear accordingly. This theatricality is made clear. Felice has been ‘a play-actress’ in poorer days and uses the skill of ‘her art’ to disguise Fitzpiers when he needs to leave the neighbourhood unnoticed. She stages her first encounter with him so as to appear a seductively wicked, cigarette-smoking femme fatale, reclining elegantly on her couch. Her deep purple clothing is in fact a dressing gown which, as a form of undress, signals sexual accessibility. She is later aware that the pretence of Fitzpiers visiting her only as a doctor is seen by the country people as ‘a farce’. Fitzpiers similarly overacts the part of a conventional romantic lover towards Grace, saying ‘I almost wept when I awoke and found that you had appeared to me in Time, but not in Space, alas!’ Then arrator notes ironically: ‘Atmoments there was something theatrical in the delivery of Fitzpiers’s effusion; yet it would have been inexact to say it was intrinsically theatrical.’

Grace, still half a village girl, vainly attempts to produce the appropriate response ‘like an inexperienced actress, who having at last taken up her position on the boards, and spoken her speeches, does not know how to move off’. The melodramatic scenario is picked up by the third outsider to appear in the area. Felice’s jealous ex-lover and her future assassin is observed by Giles on Midsummer Eve walking through the woods in evening dress making ‘strange gestures, like those of one who is rehearsing a scene to himself’. Possibly the scene he is rehearsing does eventually take place when he shoots Felice with fatal results. But their theatricality and melodramatic behaviour ties together Fitzpiers, Felice and the stranger from South Carolina, giving them a group identity. What they perceive is not the result of disinterested observation of externals but of preconceived notions about themselves.

Typically it is Fitzpiers who theorizes this when he explains to Giles how he interprets the act of falling in love. It is, he asserts, ‘joy accompanied by an idea which we project against any suitable object in the line of our vision, just as the rainbow iris is projected against an oak, ash, or elm tree indifferently.’ If some other approximately suitable woman had appeared when Grace did, he would have ‘fallen in love’ with her instead. This denial of the importance of external facts, their precise detail, is the opposite of what the working class is seen as doing. Like Humpty Dumpty the middle-class characters are in the position of making things mean what they want them to mean and using their social skills and independence to sustain and exploit their fictions.

It appears that a determining factor in how people decipher the signs about them is social class. While the woodlanders can interpret what they know in both inanimate and human phenomena, they are vulnerable to the self-interested flexibility of their ‘superiors’. When Melbury shows Felice that Fitzpiers’ adultery is destructive to others, her picture of it as a grand passion is disturbed. She is temporarily aware that others see the play she is acting in as sordid. But confidence in her theatrical identity as victim of tragic passion soon returns. Giles, on the other hand, recognizes that his love for Grace is hopeless but cannot change it. His inflexibility leads to his death from which no good comes to anyone. Grace, who oscillates between the two classes, finally learns the middle-class art of compromise as she returns to Fitzpiers and the self-deception which allows her to feel it as dutiful.

The inscription of the natural world and its human population as one large evolutionary text requiring decoding draws in humanity in a way that Darwin himself did not dare to in 1859. When he made an attempt in The Descent of Man, after dealing with physical evolution, he landed himself in the difficulties necessitated by dealing with a human moral sense which devalued self-interest:

The greatest difficulty which presents itself, when we are driven to the above conclusion on the origins of man is the high standard of intellectual power and of moral disposition which he has attained.10

The problem was compounded by the kind of language into which his account of evolution had to be translated. In The Origin of Species he had needed a transparent medium which would not distort his data. But the one medium available was loaded with emotional associations and moral and social values. Pointing this out in 1959, one critic concluded that Darwin’s difficulty arose because he

did not have the word ‘ecology’. He was in fact an ecological thinker, and in ecology words like ‘competition’ and ‘cooperation’ are too inexact, too value-weighted, too metaphorical and too anthropomorphic to be used at all.11

The irony of time has ensured that the word ‘ecology’ is itself now value-weighted, and has illustrated the fact that there is no method of sterilizing words to keep them value-free.

Darwin did attempt such sterilization of the meaning of words. In Chapter Three of The Origin of Species he writes that he uses its title ‘Struggle for Existence’ ‘in a large and metaphorical sense’ and attempts to restrict the meaning of the metaphor:

Two canine animals in a time of dearth, may be truly said to struggle with each other which shall get food and live. But a plant on the edge of a desert is said to struggle for life against the drought, though more properly it should be said to be dependent on the moisture.12

This spelling out of how far the metaphor is supposed to go cannot drain away the suggestion of agency in the phrase ‘struggle for existence’ which clashes with Darwin’s thesis that those who are only by chance best adapted to their physical environment survive. The word ‘survive’ itself has, for him, to be limited to ‘continuing to exist and producing progeny’.

The untrappable nature of meaning, the inability of the individual scientist to make signs mean what s/he wants them to mean, was increased by the free use made by scientists of language reverberating with echoes from many literary and religious discourses. Their narratives allude to other more overtly imaginative or ‘fictional’ narratives. Typically, Mantell in The Wonders of Geology (1839) wrote:

In the shapeless pebble that we tread upon, in the rude mass of rock or clay, the uninstructed eye would in vain seek for novelty or beauty; like the adventurer in the Eastern fable, the inquirer finds the cavern closed to his entrance, and the rock refusing to give up the treasures entombed within its stony sepulchre, till the talisman is obtained that can dissolve the enchantment, and unfold the marvellous secrets which have so long lain hidden.13

The talisman of course is an understanding of geology such as Mantell possesses.

Once human beings are woven into the evolutionary picture, the moral values and emotional associations that attach to the ideas of struggle, survival and being the fittest to survive become inescapable. Unlike Darwin, Hardy does not resist them but engages with the problems they present. This extension of the implications of evolution replaces Darwin’s question ‘How did this come to be so?’ with new ones. Hardy questions not the How but ‘the Whence and Wherefore of things’ (General Preface to 1912 edition). Though he claimed never to have aimed at ‘objectless [i.e. pointless] consistency’ in his answers, he did not deny that he asked these questions.14 His most overt probing of them occurs in The Woodlanders, where the sense of evolutionary development is omnipresent. In this context, key concepts are examined in the light of the moral dimension which Darwin had tried to erase from his language. Even his arguments in The Descent of Man work towards this erasure as he tries to subsume humanity’s moral sense, in particular their valuing of selflessness, under ‘the social instinct’. But in the strict terms of The Origin of Species self-interest is a positive good and selflessness is not valuable: the survival of the genetic line is the only form of success. In Hardy’s text, however, the crucial notion of adaptation, the formula for survival, is reconsidered.

This is made clear by an earlier title suggested for the story by Hardy: ‘Fitzpiers at Hintock’.15 The juxtaposition of man and environment, of aristocratic foreign name and rural location, is the naming of an experiment in evolution. It is Grace who crystallizes this view of him as ‘a tropical plant in a hedgerow’, a plant that might be expected to wither, away from its exotic habitat. But Fitzpiers’ distinctive characteristic is his potent sexuality, a factor in evolution which Darwin discusses in the second edition of The Descent of Man when he quotes approvingly Schopenhauer’s statement that:

The final aim of all love-intrigues, be they comic or tragic, is really of more importance than all other ends in human life. What it all turns upon is the composition of the next generation.16

Fitzpiers’ power of sexual attraction secures him a varied range of partners: Suke Damson, Felice and Grace. This power is so ‘irresistible’ and ‘coercive’ that it affects Grace ‘like a dram’ of liquor. Even he notices her ‘curious susceptibility to his presence’, which she is unable to conceal and is not entirely willing to feel. Despite his opportunistic seduction of Suke, his infidelity to Grace, and his fatal desertion of the pregnant Felice, he is left finally with a newly reconciled wife, the prospect of Melbury’s money and a medical practice bought with an inheritance from a female relative – also presumably won by his masculine charm.

So pointed is Fitzpiers’ sexual, social, and financial success that it evoked adverse criticism, at the time of the novel’s publication, from those moralists who expected sin not to pay, at least in fiction:

Mr. Hardy ought not to have allowed this sensual and selfish liar, good-natured in an easy way though he certainly was, to be received back into his wife’s favour and made happy on terms so easy as are here imposed on him.17

By its elaboration of Fitzpiers’ sexual misdemeanours and his providential escape from the all-too-appropriate man-trap, the text draws attention to the way that lack of a moral sense can work as an aid to social survival and financial success. The moral sense, far from being a social instinct, is shown as an evolutionary irrelevance or even a hindrance.

On the other hand ‘depravity’, which in contemporary terms would have been an apt description of Fitzpiers’ conduct, is not seen as a simple concept. It is for instance complicated by a view that temporarily possesses the narrator’s mind as he decodes death and decay in the woodland and translates it into human terms:

Here, as everywhere, the Unfulfilled Intention, which makes life what it is, was as obvious as it could be among the depraved crowds of a city slum. The leaf was deformed, the curve was crippled, the taper was interrupted; the lichen ate the vigour of the stalk, and the ivy slowly strangled to death the promising sapling.

The opening of this passage accepts a reworking of the idea of the ‘undeserving poor’ to give it the evolutionary tinge which had some currency in the 1880s and 1890s. It alludes to the argument that the existence of a ‘lower’ level of poor, which had been a part of class ideology since the 1850s, was the result of interference with the evolutionary process by medical and sanitary improvements. White wrote in 1887 that because of improved conditions in large towns since the early nineteenth century ‘thousands of such persons who would have died even fifty years ago’ now survive.18 This involves an equation of physical defectiveness and moral depravity as well as the implication that without interference natural processes will destroy the depraved, a view not easily reconciled with Fitzpiers’ success.

Like other ‘unadjusted impressions’, depravity as an evolutionary mistake is emotionally evoked in a particular context of natural decay but takes no permanent place in the text. Both Fitzpiers and the city slum dwellers, however, do survive to problematize the idea that ‘survival’ applied to human beings can continue to mean only ‘continuing to survive and producing progeny’. In practice, in relation to humanity the term commonly refers to more than the merely physical. Human survival is often seen as a sign of will-power or even stoicism. ‘I’ll survive’ can be a brave assertion of the kind uttered in Hardy’s novels by semi-heroic figures like Henchard in The Mayor of Casterbridge. His claim that ‘My punishment is not greater than I can bear’ is a poetic translation of the colloquial ‘I’ll survive’.

In Tess of the D‘Urbervilles the narrator follows Angel Clare’s thoughts on what constitutes a valuable moral character:

Who was the moral man? Still more pertinently who was the moral woman? The beauty or ugliness of a character lay not only in its achievements, but its aims and impulses; its true history lay not among things done but among things willed. (Chapter 49)

By this standard the kind of survival to be valued is moral survival, the maintenance of integrity such as Giles and Marty achieve. The ending of the narrative seems to reinforce this view. Marty eulogizes Giles over his grave:

Now, my own own love…you are mine and on’y mine; for she has forgot’ee at last…If ever I forget your name let me forget home and heaven…But no, no, my love, I never can forget’ee; for you was a good man, and did good things!

Then the narrator transfigures Marty in terms reminiscent of Wordsworth’s ‘The Solitary Reaper’. She is seen as a ‘solitary and silent girl’ with ‘the marks of poverty and toil effaced by the misty hour’, who

touched sublimity at points, and looked almost like a being who had rejected with indifference the attribute of sex for the loftier quality of abstract humanism.

The location of this scene at the end of the narrative gives it prominence. So too does the language, weighted with religious and poetic terms of approval. The enigmatic phrase ‘abstract humanism’ suggests both an ungendered figure and a being symbolizing humanistic ideals of (inexpedient) fidelity and selflessness.

But it would be unwise to read this as a general conclusion to a story concerned with what Darwin was prepared to recognize as ‘love intrigues’, the intricate network of sexual relationships. Like other ardent passages in Hardy’s novels, the finale is strangely local. It is at odds with Marty’s earlier sense of frustration and failure, her taunting graffiti and her destructive letter to Fitzpiers. Her bitterness seems to require Giles’ death in order to remove it. What she is dedicating herself to in her semi-religious monologue is an empty and pointless life to be spent grieving for a man who rejected her, a technical ‘possession’ of him made possible by Grace’s desertion. Similarly Giles embraces failure almost willingly. The increasing passivity and quietism of his reactions to Grace and Melbury’s treatment as the revision of the text proceeded, along with the decrease in his ability to criticize Grace’s heartless behaviour, define him as an oversimple organism. He is almost a natural victim. So there are no definitive answers to the moral Whence and Wherefore of things in this text.

For the evolutionary paradigm is not the only key to interpretation that Hardy uses. He also tries some of the touchstones of philosophy, poetry, drama: concepts of tragedy, ideas of Nemesis or vengeance. What he finds difficult to theorize is precisely the injustice of life that early critics of this novel accused him of underwriting. Little Hintock is not merely the setting for the working out of a Darwinian narrative but for a story which, in another equally valid perspective, is a drama ‘of truly Sophoclean grandeur’ in which momentarily Giles and Marty (as Iphigenia) seem to be involved. It is also a social drama in which miscommunication and incompatible mores between differing social groups precipitate trouble. Or is it an illustration of life’s little ironies emanating from an unspecified source which can turn Felice’s melodramatic play-acting into the real thing when she is shot by a rejected lover? The same irony can shadow happy moments or benign seasons with the inevitability of disillusion. ‘Relentless Jehovah’ or more often an unspecified Nemesis may be behind it all.

A factor in this polyvalent story of gloom is that of gender, which overrides even social class. Hardy’s gradual arrival at the view that women get the worst of it in the long run which is to appear so powerfully in Tess of the D‘Urbervilles and Jude the Obscure is a constant here. It is not assumed to be something explicable in terms of physiology; it is a social fact. Marty South, Suke Damson, Felice Charmond and Grace Fitzpiers (née Melbury) come from different social strata, spanning much of the social scale. All four women are at the disposition of men. Marty’s poverty and later homelessness is the result of her father’s mismanagement of affairs. Since she is neither rich nor beautiful, her passionate feelings and her sexuality are redundant. The only decisions available to her are limited and negative: the selling of her only claim to sexual attractiveness, her lustrous hair, to the already well-endowed Felice; the provision of a weapon that Fitzpiers can use – to discard a mistress of whom he is tired. Suke Damson comes from the same class as Marty but has all the sexual allure that the other girl lacks. Her willingness to take her pleasure with a handsome stranger in a convenient hayfield suggests a woman with some control over her life. But unlike her partner in the hayfield, she becomes emotionally dependent on him to the point where it sours an expedient marriage to a man of her own class. In fact her husband’s jealousy of Fitzpiers causes him to lay the man-trap which becomes the trigger for another woman, Grace, to fall into her unfaithful husband’s arms. Felice Charmond too is, as she says, carried like a cork ‘upon the waves of masculine desire’. The first example of this is her landowning husband who brings her to the remote village in which she now finds herself a widow. Her elopement and apparent physical and emotional escape with Fitzpiers ends in her disgrace and death at the hands of another man while Fitzpiers is able to recapture his respectability.

Grace is first turned into a social mongrel by the genteel education imposed by her father and which she only belatedly explains was a painful experience: ‘I was always a little despised by the other girls at school, because they knew where I came from, and that my parents were not in so good a station as theirs.’ Beautiful, educated and with a rich father, she appears a likely candidate for social success and happiness. But pressured and manipulated by him, overcome by physical susceptibility, she drifts into a disastrous marriage. Marrying Fitzpiers is intended by Melbury to satisfy his own vicarious cravings for social advancement. It leaves Grace after her husband’s elopement and the failed divorce attempt ‘neither married nor single’. She is regarded even by her father as ruined by this state. He is ready to believe that a return to the despised Fitzpiers is ‘the most respectable thing to do’.

Strikingly, Grace is the only individual who seems to have learnt anything of value from the events of the narrative. She gives at times an impression of increased maturity. This is when Fitzpiers is rumoured to be seriously injured and his mistresses, Suke and Felice, rush to visit his bedside. Ironically she accepts that they share her right to be there: ‘You have a perfect right to go in there; who can have a better than either of you?’ At this point a new feeling not previously predictable is created by a dispassionate assessment of the farcical situation:

A tenderness spread over Grace like a dew. It was well enough, conventionally, to address either one of them in the wife’s regulation terms of virtuous sarcasm, as woman, creature or thing. But life, what was it, and who was she?

She now sees the women unconventionally as victims of the same man who ‘had never really behaved towards either of them anyhow but selfishly’. Then she weeps: ‘The tears which his possibly critical situation could not bring to her eyes surged over at the contemplation of these fellow-women.’

Her unconventionality extends to a feeling that she is no longer morally bound to Fitzpiers. This is a view that would be unsurprising in a ‘new woman’ like Sue Bridehead but one which is quite unforeseen in the previously orthodox Grace. However, like Sue Bridehead, she regresses from this liberal position. This does not happen because of guilt induced by some catastrophe on the scale of the deaths of Sue and Jude’s children but because of what seems a combination of expediency and physical attraction to Fitzpiers. She rationalizes these reactions to herself as a belated recognition of the ‘force’ of her marriage vows. This priggish gloss allows her to return to her husband. It is now that her hitherto transparent motives are no longer on view. Her expectations of the future are not revealed. In the text used in this edition, significant comment is left to one of the search party of woodlanders after the missing Grace has been found at a hotel reconciled with her husband: ‘She’s got him quite tame. But how long’twill last I can’t say.’ In the 1887 edition a comment was added by Melbury: ‘Well – he’s her husband…but it’s a forlorn hope for her and God knows how it will end!’ This was extended to a prediction in 1896:

‘Well – he’s her husband – and let her take him back to her bed if she will!…But let her bear in mind that the woman walks and laughs somewhere at this very moment whose neck he’ll be coling next year as he does hers tonight; and as he did Felice Charmond’s last year; and Suke Damson’s the year afore!’

It is possible to see Grace’s regression as a piece of cynicism, a kind of weakness or a re-emergence of the view of women’s nature and role inculcated by social conditioning. What does not seem to be in doubt is that she will get the worst of it in the long run, in spite of her apparent ability at an earlier stage to overcome the restrictions of convention. Gender, at least in this text, is an inescapable fate.
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A NOTE ON THE HISTORY OF THE TEXT

The idea which was the germ of The Woodlanders, according to Hardy himself, dates back to some ten years earlier. In 1875, because of the success of his rural novel Far from the Madding Crowd (1874), he was pressed by the Cornhill Magazine for another work. In response, as he tells in his autobiographical writing, he began on ‘a woodland story he had thought of (which later took shape in The Woodlanders)’ (Life, p. 105). But he put it aside to ‘make a plunge in a new and untried direction’ in The Hand of Ethelberta (Life, p. 105). Only in 1884, after agreeing to produce a new serialized novel for Macmillan’s Magazine, did he turn to it again. The definitive account of the history of the text was published by Dale Kramer in 1981.1 The present edition is much indebted to this.

After some delay in writing it, The Woodlanders was completed on 4 February 1887 (Life, p. 192); was first published in monthly serial parts (without illustrations) from May 1886 to April 1887; and simultaneously but in weekly parts in America in Harper’s Bazaar. The first English (three) volume edition appeared from Macmillan in March 1887; and the American one from Harper & Brothers in the same year. Immediately after this it appeared from Macmillan in a cheap one-volume format in August 1887.

So during the year 1886 –7 Hardy was busy not only writing but revising his text. The manuscript (now in the Dorset County Museum) which was used as printers’ copy already shows layers of revision. And when he received proofs of the English serial, Hardy added revisions to one set before despatching them to Harper’s for their serial. Then he made more revisions to another set for use in the American and volume edition. For the English serial itself, he revised a third set further for Macmillan’s Magazine; and for the English (three) volume edition he made yet more alterations.

The next major revision took place eight years or so later when Hardy’s new publishers Osgood, McIlvaine brought out the first collected edition of his novels, The Wessex Novels (1895 –6) in which The Woodlanders, dated 1896, appeared as volume VII. The title of the collection indicates one important feature of this edition. It was now that Hardy revised place names and distances in the texts to lend topographical coherence and a new kind of identity to the concept of his half-imagined, half-real region of Wessex that had gradually emerged over twenty-five years of novel writing. The name was taken from the ancient Anglo-Saxon kingdom of Wessex over which Alfred the Great had ruled. But it is not the case that all places referred to can be certainly identified with actual locations in Dorset and the surrounding areas. One example of this uncertainty is the location of Little Hintock itself. Hardy, having identified it as having ‘more of Melbury Osmond in it than of Minterne’,2 corrected this to ‘a hamlet anywhere within 2 miles’ of Melbury Osmond.3 Some twenty-five years later he ‘confessed’ that ‘I do not know myself where the hamlet is more precisely’ than as it is explained in the narrative (1912 Preface to The Woodlanders) – by stating that it is overlooked by ‘High Stoy’ and ‘Bubb-Down Hill’.4

After a later change of publishers to Macmillan (who reprinted the Wessex Novels as the Uniform Edition in 1903), a new collected version was published in 1912 –13. This is the Wessex Edition, the last complete edition to be revised by Hardy himself, and The Woodlanders appeared as volume VI in 1912. (For the Mellstock Edition of 1919 –20, only A Pair of Blue Eyes was significantly altered by the author.)

These are the authoritative texts of The Woodlanders and they constitute a single line of development. There are very many revisions but all are relatively minor. Some of them are evidently the result of changes of mind, others relate partly to standards of taste or propriety prevailing over some twenty-five years (1887 –1912), particularly in sexual matters and religious reference.

The manuscript shows many deletions, substitutions and additions. Edred Fitzpiers was Edgar Fitz Rayne until part way through the text when he became Edgar Fitzpiers. He survived as Edgar into the serial version and became Edred only in 1887. Giles, on the other hand, was only briefly an original Ambrose. The manuscript also includes an account of a meeting in chapter 30 between Fitzpiers and Felice Charmond in church watched angrily by Melbury, which was not printed until Kramer included it in his edition in 1981.

The largest revision of the text, however, was made for the 1887 three-volume first English edition. The extent of such changes is surprising in view of Hardy’s bland statements in letters to Frederick Macmillan in February 1887. He spoke only of possibly shortening ‘passages that seem tedious’5 and of dealing with ‘a few discrepancies here and there in the serial issue’.6 True, the alterations did not include major changes in the plot but they did affect characterization. Further, revisions relating to individual characters naturally affected the balance between them. This was a topic on which Hardy revealed an explicit interest when he wrote about the illustrations for The Return of the Native to Arthur Hopkins, indicating the relative importance of the characters by numbering them from one to five.7

The most noticeable of these adjustments are to the character of Giles Winterborne who is a distinctly harder man before the 1887 text. In earlier versions he shows a ‘dry’ rather than a ‘shy’ self-control (1887 i.124); before Grace Melbury’s return from her fashionable school he is said to be not only ‘doubtful’ (as in 1887) but ‘a trifle cynical’ (i.76) about her father’s account of her newly acquired superiority. When Melbury shows reluctance to allow him contact with his daughter, Giles earlier reflected with some ‘causticity of humour’ on the man’s wavering about the betrothal that he himself encouraged in the first place, rather than ‘regretted’ it. In the pre-1887 texts the ‘wary grimness’ (i.294) with which he evades Fitzpiers’ questions about the unknown girl he has seen is attributed to his character as much as to circumstances which are the only cause in 1887. This tougher earlier version of Giles could view the newly returned Grace critically and consider himself ‘not altogether her fool’ (i.79). He could address her sarcastically ‘with mock awe’ (i.166) when she talked over his head. Grace herself felt that her regret over the attraction Fitzpiers has for her was made worse by ‘the silent almost sarcastic criticism apparent in Winterborne’s air towards her’ (ii.105). The omission of these references in 1887 results in a loss of detachment and awareness in Giles that leaves him a meek and passive character.

One result of Giles’ passivity and consequent humility is to throw Fitzpiers’ proactiveness into sharper relief. This is especially so because in the 1887 text Fitzpiers (who seems to have started off in the manuscript as some kind of land-agent) is given an enhancement of social status which is further increased in 1912. In 1887 it takes the form of a minor character’s assertion that ‘Though he belongs to the oldest, ancientest family in the county [later ‘country’], he’s stooped to make hisself useful like any common genius’ (i.117). While passivity makes Giles’ love for Grace more idealistic, in 1887 Fitzpiers originally intends only ‘a vulgar intimacy’ (ii.38) with her, in contrast to the earlier reading ‘a vulgar flirtation’. He becomes a more complex character as Giles becomes simpler.

The balance between the two central female figures, Grace Melbury and Felice Charmond, also shifts. Felice, a rich landowner and femme fatale, becomes less dominant in
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