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Chapter One 

Problem and Method 

Despite the fact that a great many people have at

tempted to place Hardy among the great figures of nineteenth 

century philosophical thought, even a cursory reading will 

reveal that, while he accomplished a rather prodigious amount 

of work, especially in the novel, he is nevertheless a gen

uine artist, and not a philosopher in the strict sense of 

the word. He was perhaps the greatest storyteller of all 

time but not a first-rate thinker. The critics of the 1930's 

who for some inexplicable reason of their ovm, went to great 

lengths to deposit Hardy in a niche of philosophical im

mortality, have been to some extent answered in more recent 

critical work.l 

Not to be in the first rank of philosophical thought 

is hardly a slight on the reputation or abilities of an art

ist. Actually, the exclusion of Hardy from extreme pro

fundity is helpful in assessing his true role as a thinker 

and commentator on his social milieu. As A. 0. Lovejoy 

points out: 

The tendencies of an age appear more distinctly 
in its (thinkers) of an inferior rahl-:, than in 

lAn expansion of this idea can be found in Morton 
Dauvren Zabel*s Craft and Character in Modern Fiction. "Hardy 
in Defense of his art: The Aesthetic of Inconginiity," (Vik
ing Press, Nevr York: 19^0). This study cogently dispels 
the Schopenhauerian mist through which most texts vrould 
have us vievr Hardy. 



those of commanding genius. These latter tell 
of past and future as v.̂ell as the age in v/hich 
they live. They are for all time. But on the 
sensitive responsive souls of less creative po
wer, current ideals record themselves with clear
ness.2 

By using this percept as an analytical tool, it 

is possible to avoid the necessity of placing Hardy in an 

intellectual position that obviously distorts his vjork. 

At the same time we can retain the more plausible (and 

workable) position that he is a highly competent man of 

thought, as well as an artist of the first ranlc. 

Other difficulties yet remain which must be dealt 

with in order to be avoided. One difficulty in particular 

demands some careful thought in the area of limitation and 

boundary. This problem transcends mere genre, although we 

are dealing primarily vrith the novel. In dealing with it 

we can summarily dismiss the supposition that an artist 

works merely to bring home a paycheck purely for personal 

aggrandizement. What then is the nature of his purpose in 

writing? For v/hat effect does he strive? Perhaps, if 

another author were being dealt v/ith, these questions 

would be irrelevant. But in a body of v/ork as close to 

the earth, tradition, and folklore as the one under ob

servation, the answers surpass relevance; they are of the 

essence. 

Deliberation over these questions would seem to 

^A. 0. Lovejoy, The Great Chain of Being: A Study of 
The History of an Idea.' (Harper and Brothers, Nev/ York: l95o). 



indicate that in Hardy's novels, the purpose and effect 

may be viewed as a tvro-pronged. approach to literary reality. 

The first of these approaches lends itself more readily to 

the tragedies than otherv/ise, but one is safe to make the 

application, with reservations, to all the novels. This 

first prong consists solely in the assumption that in 

Hardy's work a central character must gain"a steadily in

cremental knowledge of self. This concept is not to be under

stood in the sense of psychological "self", that is, das Ich 

von Freud, but in the sense of the character's interaction 

with other characters and of the Hardian cosmos. This in

dividual/social av/areness is necessary for successful 

drama.tic conclusion, especially in the Wessex novels. 

(Perhaps this is true in relation to all literature, but 

while it vrould be an interesting study, it cannot be in

cluded in the scope of this v/ork.) 

Complementary to, and inseparable from a concept 

of the role of self-lmov/ledge in dramatic structure, is 

dramatic conflict, or the search for truth. As J. T. Mc-

Cullen notes: 

"what is truth", said jesting Pilate, and would 
not stay for an answer. This question, with 
which Bacon began 'Of Truth,' has hauntel men 
of all times, and in all places. It signifies 
either a quest for meaning in life or the 
search for the solution of a particular problem; 
sometimes the tx>/o are inseparable. Yet vrhen-
ever and V7herever some men undertake some men 
oppose its revelation. Both questors and op
ponents are alv/ays active. The result is 
dramatic conflict (italics mine) either in 



society or within the individual, and one con
flict frequently engages both the individual 
and the groups. These are facts of life: these 
facts often produce the substance of literature.3 

To point out the immediacy of this view of dramatic con

flict in relation to Hardy's work is, in essence, to un

duly belabor the obvious. 

These criteria v/ill be sufficient to explore the 

intended scope of this thesis, especially in light of the 

fact that literary criticism per se. would be paramount to 

blasphemy, if applied to a man v/ho is above all a teller 

of tales. Much as Milton's 'shape without a shape' can 

often obscure the fundamental value of the transitional 

nature of death, just so is it not only possible, but in

deed probable, that rash criticism can and often does 

obscure beauty and distort relevance in a work of art. 

Hardy must be read with care and a "vfillful suspension of 

disbelief," Too zealous an application of 'murderous 

dissection' will tend to corrupt the essential charm of 

his work. 

Thus, this thesis is limited in several obvious but, 

I thihlc, not critical areas.'^ As a critical study, it will 

3j. T. McCullen, Jr., "T\iO Quests for Truth: King 
Oedipus and Winterset," Laurel Reviev/ V, Spring, 1965f p. 28. 

^For an example of this type of criticism, v/hich, 
hovrever excellent, I hope to avoid, see Mary Ellen Chase, 
Thomas Hardy From Serial to Novel. Russell and Russell, 
New York: 1964). 



be not so much a scholar's foray into forbidden territory, 

as a compilation of some observations regarding a somev/hat 

moot aspect of the novels of Thomas Hardy. Several studies 

of the novels have been made heretofore, but they are either 

superficial to a considerable degree, or they avoid to a 

remarkable extent the facets of Hardy's work that are to 

be under consideration here.5 

In tomes such as those just mentioned. Hardy has 

seemingly been explored, dissected, and explicated, until 

nothing further could possibly be said about him or his 

work. Although his cosmos has been outlined; his philosophy, 

or lack of it, discussed and debated almost to the point of 

absurdity, there are still several components of the story 

teller's art that have been neglected. Not the least of 

these is the development of a certain category of character 

through the entire sequence of the novels. That many of 

his male characters somehow lack real substance, and con

versely, that only the central female characters have any 

real depth, has long been a critical tenet of some 

^Among the better studies of Hardy as a novelist 
include: Carl J. v/eber. Hardy of "./essex, (New York: 
Columbia University Press, 19^0). This is a critical biog
raphy that is still the standard if not a definitive one; 
Samuel Chew, ThoGias Hardy, Poet and Novelist. (New York: 
Alfred A. Knopf, I929), a work"that is not in the same 
class of excellence as Weber's, but is more coherent in 
relating Hardy to the mainstream of Victorian thought; 
David Cecil's Hardy ^he Novelist. (New York: Bobbs Merrill, 
1943)1 is probably the poorest of the three from an academic 
viewpoint, and gives more insight into the art of Hardy than 
the other two. 



respectability." Such a view of Hardy's male characters, 

is indicative of slovenly scholarship. One is further led 

to wonder whether or not careless and negligent reading is 

not indicated by such hastily formed judgements. 

While patchv/ork criticism is, of course, disturbing, 

it is not necessarily malicious in intent. There is also 

a strong possibility that Hardy scholars in the past have 

considered character development from the approach that I 

have proposed as either too trivial or too unlikely to merit 

serious consideration. Therefore, the contention of this 

thesis is that there exists an evolutionary development of 

Hardy's male characters, with development being depicted in 

terras of a search for knowledge and dramatic conflict. 

For an expansion of this, and an excellent treat
ment of some of the female characters, see Albert Guerard, 
Thomas Hardy. The Novels and Stories. (Cambrid.^e, Mass.: 
1949). 



Chapter TITO 

Analysis- The First Novel- 1868 

Characterization is the attempt on the part of an 

author to create a real personality within the confines of 

his simulated universe for the reader's entertainment and 

inspection. It is that device through which an artist 

demonstrates the limits and range of his constructed world, 

Thomas Hardy, no less than any other author, is bound to a 

like dimension in his novels. As Hardy the artist pro

gresses in breadth and depth, his male characters demon

strate a similar progression. This gradual evolution spans 

a novel-writing career of not quite three decades, from 

1868 to 1895 to be specific. 

Hardy's first novel. An Indiscretion in the Life of 

an Heiress.*?̂  sets the tone for several male characters to 

come. This particular hero (as well as the majority of the 

next few heroes) is an aspirant to the world of art in one 

form or another—in that particular instance--a writer," 

'Thomas Hardy, An Indj seretion in the Life of an 
Heiress, ed., C. J. Weber, (New York: Russell and Russell, 
19^5). That this novel is indeed Hardy's lost novel orig
inally entitled, The Poor Man and the Lady, is amply proved 
by professor Weber's scholarly detective work. The novel 
has been largely ignored, even by recent critics. The re
sult manifests itself rather obviously in the v/ork of any
one trying to delve very deeply into the origin of many 
elements of Hardy's fiction. V/ithout a true perspective 
of prototype, evolutional studies invariably end in pos
iting a basic status that is simply not true. 

°That a vrriter v/as chosen, instead of an architect. 
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the local schoolmaster of Tollamore village. We see a 

"thoughtful young man" v/hose gaze is fixed on the heroine. 

a Miss Geraldine Allenville. Egbert Mayne, the hero in 

question, is lost in all the woe and travail of unrequited 

love in the best sonneteer tradition. Here v/e have in the 

first page of the first novel a classic Hardy situation. 

The "right" young man is interested in the ".right" young 

lady; and it v/ould seem, that with time, and patient endeavor, 

the right sort of connubial bliss v/ould ensue, as a matter 

of course. Such a denouement v/ould be acceptable only in 

the most gross distortion of Victorian melodrama, and while 

melodrama in the widest sense is a legitimate tool of the 

artist's trade and Hardy does make use of it, he is not so 

crass as to bring such a turn of events to pass in this novel. 

Egbert is introduced slov/ly, as much through action 

as by physical description. After the previously mentioned 

Incident at Tollamore church, which does little more than 

set the stage for a story of unrequited love (a tradition 

that places Hardy in the direct line of centuries of bal-

ladeers, and all the Rennaisance dramatists), the hero is 

next shown rescuing the heroine from a threshing machine 

that some enterprising farmer has brought into Wessex.9 

for the first hero, should be of interest to those students 
of Hardy v/ho place so much emphasis on the architect hero of 

i Desparate Remedies. 

^Compare this incident with the episode of Farfrae's 



A hero who exhibits this sort of alertness is hardly liable 

to the charges of total ineffectuality that have been made 

concerning the early novels. 

Unless Hamlet is to be regarded as ineffectual it 

is relevant to point out that Hardy's heroes have difficulty 

in acting resolutely in dichotomous situations vrhere ethics, 

politics, and the like are of the essence, but they rarely 

have difficulty in dealing with that part of their world 

that requires no ethical hairsplitting. Too often the 

charge of ineffectuality has been made v;hen a close look 

at Weber's v/ork on the Hardian Cosmos vrould have vindicated 

Hardy of that particular portion of the here3y--or virtue 

as the critics vary—of extreme naturalism. 

Mayne quickly assumes many of the traits of what 

is later to become almost a sterotype of the early novels. 

After one of his early encounters v/ith the heroine 

Mayne's heart, v/hich had felt the rebuff, come 
round to her with a rush. He could almost have 
forgiven her for physically wounding him...He v/atched 
her out of sight, thinking in a rather melancholy 
mood, how time v/ould absorb all her beauty, as the 
growing distance betv/een them absorbed her form. 
He then endeavored to recall every v/ord that he 
had said to her.̂ *̂  

The long-suffering ability which is to be so prevalent in 

Verm and Winterborne is already apparent in this early model. 

planting machine in The Mayor of Castorbrid?e. In both 
cases, there is an attempt to "rescue" the heroine from 
machinery (encroaching technology). 

•^^Indiscretion, 32. 
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That the hero will bear almost any v/rong done him by his 

beloved is a matter of English literary tradition and not of 

Hardy's imagination. The Hamletesque thoughtfulness of the 

seemingly bemused Clym Yeobright is in a primitive, but dis-

cernable form. The phrase "He endeavored to recall every 

word" gives a vievj of the nineteenth century monist nine years 

after Darwin's publication (it is a matter of record that 

Hardy was among the first readers of Darwin), painstakingly 

reconstructing his universe; "looking before and after/And 

pining for what is not." While man's sensitivity records 

beauty, and records the haziness of dusk, his mind is ever on 

the serious and sober grave. "This even this, shall pass 

away," could well be the watchv/ord of the later nineteenth 

century man. Hardy's central character, in the opening chap

ter of his first novel, reveals Shakespeare and the Old 

Testament as the major influences of all the later work. 

Pessimism can hardly be attributed to such a clearsighted 

vievj taken by this early version of the Hardy hero. The 

dilemma of one who is naturally inclined tovrard the meta

physical in the latter half of the nineteenth, century is 

quite obvious in this early description. 

The dilemma of Egbert is manifest in every action 

he takes to change his station in Victorian society. 

Change of station, for Hardy, is not so much—as some 

would have it—a direct social action, as it is a veritable 

rv 
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wrenching of the cosmos to fit one's desires. Rather than 

making a simple blast against local mores. Hardy is perpet

uating something of Fitzgerald's idea: 

Ah love could you and I with him conspire 
To grasp this sorry scheme of things entire. 
Would we not shatter it to bits-and then 
Remold it nearer to our hearts desire? (1859)"^ 

Hardy was too young to be involved v/ith the Chartist move

ment and too stable to be upset by the Fabians; thus it is 

reasonable to assume that a change in the social structure 

is tantamount to exactly v/hat it would be to a boy from 

the rural toim of Dorset, a direct conflict v/ith the basic 

structure of the universe. When Egbert contemplates a course 

of action that has as its goal a change of position in the 

established order, he is described as: 

For the first time he seriously contemplated 
a visionary scheme v/hich had been cursorily 
glanced at; a scheme almost as visionary as 
any ever entertained by a man not yet blinded 
to the limits of the possible.^3 

For the moment, it is only necessary to remember that one 

of Hardy's major sources of influence is from Shakespeare, 

consequently the best in dramatic theory of the Elizabethean 

theater. To thirik seriously of altering the universal order 

that relegates one's station in life is the essence of the 

over-reacher. The over-reacher is by nature blinded to the 

natural consequences of direct action in the universe. 

^^Edward Fitzgerald, The Rubaiyat oX Omar Khayyam. 
Ed. G. F. Maine, (London: Collins, 1947)"". 

^3indiscretion. 75. 
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Egbert cannot see that v/ith which he must eventually come 

into conflict, if he continues to persue such a course of 

action. 

Eventually,the conflict does arise in the form of 

Egbert's budding fame as novelist. He has spent five 

years in London, has published a tolerably successful novelt 

and at all times has held foremost in his mind the hope of 

one day returning to his beloved. Though it is an early v/ork, 

Hardy brings the narrative quickly to a crisis in fine 

style, Egbert has v/on fame; some financial success is his; 

and the promised happiness is his, but the established order 

reasserts itself. Time and education have taken their toll. 

After he has a somewhat sensational reunion v/ith Geraldine, 

she writes him: 

It is v/ell for you to remember that I am not the 
unsophisticated girl I was v/hen you first knew 
me. For better or for v/orse I have become com
plicated, exclusive, and practiced. A v/oman who 
can speak, or laugh, or dance, or sing before 
any number of men m.ay be no sinner, but she is 
not what I was once. She ig what I am now. She 
is not the girl you loved. 

The two main characters have come into direct conflict, 

interacting at odds v/ith one another, Geraldine's self-

knowledge is perhaps not so pure a thing as Egbert's long-

suffering virtue but it does represent a certain av/areness 

of reality that she has been able to arrive at before her 

lover. Egbert later leads her to fly in the face of order 

•^^Indiscretion. I03. 
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even though she knows what the result must be. When an 

attempt is made at reconciliation with Geraldine's father, 

her excitement causes a blood vessel to rupture, and she 

subsequently dies. 

Catharsis is not achieved in this early novel, 

however, for a variety of reasons. The principle character 

slips away from the reader as softly as Cordelia, but 

without having gained a comparable place in the reader's 

Imagination. Egbert has come almost to the point of self 

awareness, but even this virtue is denied to him in the final 

pages: 

Great events in which Egbert could not participate 
seemed to be passing over his head; a stir was in 
progress of whose results he grasped but small and 
fragmentary notions.^5 

A conclusion that denies the hero direct control over 

temporal events may render him ineffectual, but if Egbert 

is ineffectual because of his inability to mold the 

universe, we must also think of Lear and Hamlet as pale 

spectral figures without influence in the world. 

Another male character is presented with some 

clarity in the Indiscretion, and though he is vague, there 

are still some definite outlines of a character that is to 

come much later. Squire Allenville is a large man of some 

fortune who loves his daughter to distraction. He is a 

widower, who exercises considerable control in the community, 

^^Indiscretion. l4l. 
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and is by turns impulsively generous and inexplicably cruel. 

His vaunting ambition in forcing his daughter to become en

gaged to Lord Bretton, his inability to forgive Egbert and 

Geraldine for their hasty marriage, and the impulsive gener

osity he reveals v/hen he gives Egbert the run of his library, 

are all earmarks of a titanic figure in a much later novel. 

He is the first crude prototype of Michael Henchard. 

The last male character to be considered from the 

Indiscretion is Egbert's grandfather, v/ho is in many vmys 

the first of Hardy's much-written-about rustics. The old 

man is so much a part of the land on which he lives that one 

is tempted to allegorize him, A character v/ho reacts to 

change by dying is alv/ays suspect as representative of 

the older order. The old man does die, as a matter of fact, 

when he is forced to face the certain prospect of change. 

His home is about to be taken from him, and consequently, 

the rationale of his entire existence is threatened. He 

is represented as an innocuous stoic. 

The old farmer's (Richard Broadford) amiable dis
position and kindliness of heart, while they 
hindered him from enriching himself one schill
ing during the course of a long and laborious life, 
had also kept him clear of every arrov/ of antag
onism. The house in v:hich he lived was the same 
that he had been born in and v/as almost a part 
of himself.1^ 

Farmer Broadford is the first of the men of the earth, 

who persevere in spite of physical pain and hardship, 

^^Indiscretion. 35. 
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but when forced v/ith the actuality of emminent change, they 

are unable to enter into the main line of dram.atic con

flict. Their inability to figure strongly in successful 

dramatic conclusion is readily apparent in the light of 

their attitude toward knowledge. ^̂ hey enter the universe 

of the novel possessed of all the knov/ledge of self that 

they v/ill ever attain. They are of the old order, and nev/ 

knowledge, new self av/areness v/ithin the structure of the 

cosmic order, is simply beyond their capacity. More on this 

point will be brought to bear when Farmer Boldv/ood is 

considered. The unchanging and unchangeable Boldv/ood is 

already pre-figured in the person of Richard Broadford. 



Chapter Three 

Interim Analysis--Sorae Novels 

Desperate Remedies is a vast improvement over the 

Indiscretion both artistically and technically. With this 

in mind, it is necessary to look at Remedies, the first novel 

acknov/ledged by Hardy. This novel v/as published in I87I, 

the year that tokens the beginning of his serious publishing 

career. The purpose of this chapter is to point out some of 

the developmental aspects of male character in these novels 

in a somewhat cursory manner--so as to eliminate obvious 

nonessential elements--and subsequently to focus on the 

tv/o major characters which will bring this study to a con

clusion, Henchard and Jude. 

In the Indiscretion, Egbert Mayne is at best a some

what shadov/y person due to the fact that Hardy never gives 

a physical description of him. But in the early pages of 

Desperate Remedies—which incidentally ov/es more to Wilkie 

Collins than to the muses--we find Egbert refurbished as 

Edward Springrove, who begins to assume the striking 

clarity that Hardy's characters eventually evince: 

He has dark hair, almost a Grecian nose, regular 
teeth, and an intellectual face...He is rather 
untidy in his T/aistcoat and neckties and hair... 
He's a thorough bookv/orm, despises the paper-
and-daisies school of verse; knows Shakespeare 
to the very dregs of the footnotes...Indeed he's 
a poet himself in a very small v/ay.̂ "̂  

l^Thomas Hardy, Desperate Remedies. (New York: 
Harper and Brothers, I912), p. 24. 
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Here we see Hardy moving sv/iftly v/ith sure, smooth strokes 

in a manner that has not been apparent before. Spring-

rove has outgrot'/n his previous mask. He has become a 

character of some depth and is not nearly so liable to 

obvious authorial manipulation. Just as one meets a person 

for the first time noticing externals, observing a few minor 

details, the central male character is introduced for the 

first time in Desperate Remedies. Springrove quickly be

comes a sufferer, one v:ho v/ins over "Crass Casualty" by 

enduring the sometimes hectic action of Hardy's tightly 

knit universe. He eventually wins the heroine and is for 

all practical purposes "living happily ever after" at the 

end of the novel. Obviously such a conclusion is adequate 

for a family style Victorian tale, but it misses the mark 

if it is intended to reach the higher plateaus of great 

art. The reasons for an early failure to approach the inner 

realms of artistic expression are no doubt manifold, but 

two stand out in bold relief. Edv/ard has survived all the 

trials of any fairy-tale prince and has taken his bride, 

as is most proper, but he has gained no knc-/ledge of him

self in the process. The Edward that is described on page 

twenty-four in the novel is the same one who emerges vic

torious in the end, all of v/hich is very good for selling 

books perhaps, but the big questions of self and society and 

of the individual and the universe are left unansv/ered. 

Literary reality has been rejected for something less 
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demanding. As a consequence of Edv/ard's failure to fulfill 

the criteria of self-knowledge, the quest for truth is 

subverted and brought to an impasse. Thus, v/hile the char

acters move and have their being, and the story does go on, 

the crux of great literature is avoided. In terms of the 

quest for truth, there is simply no dramatic conflict. 

Another character, or rather, another facet of the 

Hardian character comes to light in Desperate Remedies. 

For the first time. Hardy attempts to paint the darker side 

of humanity. As none of his characters are v/holly evil, 

this character is of some interest as a prototype. He is, 

as are all the villians in the novels, a strange mixture 

of shrev/d cunning and inherent v/eakness. He is capable 

of admitting the most outrageous actions v/ithout arousing 

the antagonism of the reader; indeed, there is almost a 

bit of pity and grudging respect for the Hardian villian 

who is all too often a dramatic foil. We first see Adeneas 

Manston as 

A man you can hardly get upon your tongue 
to gainsay by the look o'en...One of them 
people that can contrive to be thought no 
worse of for stealin' a .horse tĥ .̂  another 
man for looken over hedge at en.-'-

A m-an fitting such a description is hardly of the lago 

cast. Rather, as v/ill be shovm later, these qualities — 

or the lack of them—v/ill flov/ naturally into a more com-

Desperate Remedies. l45. 
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plex, withal a more artistically pleasing character as the 

culmative characters being sought in this study begin to 

assume depth and proportion. Already as we move through 

the early novels, the titans that are to follow begin to 

take on form and substance. Hardy is learning to "give to 

airy nothing a local habitation and a name." 

The year 1872 marks the advent of Under the Green

wood Tree, a v/ork that would often seem to belong in an 

earlier pastoral tradition, rather than in the tradition of 

the Victorian novel. Ease of style and a colloquial grace 

of dialect combine to give the entire work an Arcadian air 

that is seldom to be found again in Hardy. Under the Green

wood Tree drops the artist-hero, and another portion of the 

central character comes to viev/ as a consequence. Dick 

Dei^, a lad of the soil, simple-minded and given to stolid 

endurance, is the hero. His idyllic courtship of Miss Fancy 

Day is, in the main, rather uneventful. Stumbling only over 

his ô.̂n clumsiness, and the importunings of two rather in

effective suitors for Miss Day's somewhat fickle attentions, 

young Dewy emerges triumphant, Dev/y is perhaps not the 

brightest hero Hardy ever created, but there is one thing 

to note about him. He is the first hero to have no in

clination tov/ard intellectualism of one form or another. 

By avoiding intellectualism, he pledges his loyalty to 

the provincialism and solid worth of V/essex, While avoid

ance of that which is new allov/s him to attain the goal he 
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has set for himself, that is, marriage to Fancy Day, this 

very success points out his failure to become the character 

that is developed in the later novels. Dick's success is 

wrought from acquiessence to the Hardian cosmos. As a result 

of failure to rebel against Fate, he is rev/arded by not being 

injured by the machinery of the gods. 

It is readily apparent that acquiesence can never 

lead to dram.atic conflict. To acquiese in ignorance before 

the cosmos, to treat v/ith fear and trembling Hardy's Lares 

and Penates is to forego the quest for truth. The quest 

being foregone, new knov/ledge and acceptance of self cannot 

result. In essence v/e have Lear accepting Cordelia's love 

at face value, a very pretty story of household bliss, but 

hardly the substance from v/hich great literature is hevrn. 

There are, hox-rever, indications of things to come. Search 

for truth or no, the male character is beginning to develop 

somev/hat more spine than heretofore. In the earlier novels 

the hero is a bit prone to change positions and attitudes 

with the wind. Dick Dev/y adds to the basic character in 

that he is much less likely to be blov/n about by mere tem

poral affairs. Steadfastness to self has at last become an 

integral part of our character. 

Under the Greenv/ood Tree continues another character 

line that is to become significant in Hardy's first real 

success. Far From the Madding Crov/d. One of Dev/y's rivals 

for the hand of Fancy is Farmer Shriner, He is introduced 
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as: 

Mr, Shriner, age about 35f farmer and churchv/arden, 
a character principalljr composed of a crimson 
stare, vigorous breath and a v/atch-chain, v/ith 
a mouth hanging on a dark smile, but never smiling.-^9 

He is further described as a prosperous farmer, rather 

set in his v/ays, and respected by the community as a v/hole. 

Farmer Boldwood of Far From the Madding Crowd is beginning 

to emerge through Richard Broadford and Farmer Shriner, 

4 Pair of Blue Eyes (1873) is a return to the main

stream of Hardian fiction. Immediately we return to the 

artist hero—architect in this instance. The young novelist 

is becoming the master of his craft. The hero is rapidly 

introduced: 

Stephen Smith was at this time in his life, but a 
youth in appearance and barely a man in years. 
Judging from his look, London x-zas the last place 
that one would have imagined to have been the 
scene of his activities. Such a face surely 
could not be nourished amid smoke and fog and 
dust: such an open countenance could never even 
have seen anything of the v/eariness, the fever, 
and the fret (of the world). His complexion v/as 
as fine as Elfride's OT̂/n, the pinlc of his cheeks 
as delicate, his mouth as perfect as Cupid's bov/ 
in form and as cherry red in color as hers. 
Bright curly hair, bright sparkling blue-gray 
eyes, a boy's blush and manner, neither v/hisker 
nor mustache unless a light brov/n fur on his 
upper lip deserved the title,,,a voice boyish 
by nature, manly by art,20 

^^Thomas Hardy, Under the Greenv/ood Tree, (Nev/ York: 
Macmillian, 1940) p, 50. 

^^Thomas Hardy, A Pair of Blue Eyes (London: Mac
millian, 1920) p, 23, 
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With this description, the boy hero of the early novels 

is complete. Smith is impulsive, kind, inconsistent, 

noble at times, and a bit less than noble on other occasions. 

The only important thing that A Pair of Blue Eyes has 

to add to our chronological study is the juxtaposition of 

Smith with a more-or-less co-hero, -̂  This secondary hero 

is introduced in typical Hardian fashion: 

Knight's mouth and eyes came to view now. Both 
features were good and had the peculiarity of 
appearing younger and fresher than the brov; and 
face they belonged to.,,The mouth had not quite 
relinquished rotundity of curve for the firm 
angularities of middle life, and the eyes, though 
keen, permeated rather than penetrated: what they 
had lost to their boy time brightness by a dozen 
years of hard reading, lending a quietness to 
their gaze which suited them v/ell.̂ ^ 

These tv/o men are pitted against each other across several 

areas; age and maturity are in conflict v/ith youth and 

calloi^ness; impulsiveness registers its disregard for care

ful consideration; and idealism is contrasted v/ith pragmatism. 

That such a juxtaposition occurs is not at all out of 

order in viev/ of earlier development in this direction. 

Dramatic conflict is beginning to emerge through better 

control of character. Both men attain a larger av/areness 

of self through suffering than the characters already dis

cussed. They have come closer to a knov/ledge of the v/orld 

through acceptance of truth about themselves. Earlier 

21 
Hardy's villians nearly always develop as mere 

cardboard figures, or as secondary heroes without the proper 
noble outlook on life, 

^^A Pair of Blue Eyes. 151, 
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their personal tragedies and acceptance of truth does not 

make their lots any easier. But although the object of 

their rivalry (Elfride) has died as a result of emotional 

and mental stress that is directly attributable to them, 

they are the first Hardy characters to near tragic essense. 

For the first time. Hardy begins to bring about to some 

extent the catharsis v/hich he tried to achieve in the first 

novel,^3 

Catharsis is especially significant at this time 

in Hardy's progress as it is indicative of a definite change 

in his literary capabilities. The semi-success experienced 

iî  4 Po-î  of Blue Eyes does not come to fruition for a 

long time, but it is v/ell to keep in mind that at this 

time better character control, combined v/ith a lowly ex

panding tragic vision, is sketching in the rough outlines 

of tv/o of the most significant forays into the novel as 

serious art in the nineteenth century, Henchard and Jude, 

Far From the Maddin.o: Crov/d continues the line of 

development already noted in the previous works. The idea 

of concatenated love affairs seems to strike Hardy as one 

of the best v/ays to bring his characters into direct con

flict. As usual a v/oman of most extraordinary charms, 

Bathsheba, attracts the undying affection of more than one 

^3Especially interesting at this point, although 
it does not come within the scope of this thesis, is a 
comparison of the plot of A Pair of Blue Eyes (1873) and 
the micro-plot of D. G. Rosetti's sonnet No. 91 from The 
House of Life "Lost on Both Sides" (1854 & I870), 

^^Thomas Hardy, Far From the Maddins; Crowd, (New 
York: The Heritage Press, I958). 
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man, three to be exact. The first one, or at least the one 

that has attracted the most critical attention over the 

years, is Gabriel Oak. Oak is one of the v/ell-knowTi 

characters that have become almost a byx̂ /ord in Hardy dis

cussions. He is close to the soil and well grounded in all 

the attributes of a stolid Wessex citizen. His love for 

Bathsheba is the pivotal point of the maturation of his 

character. The stress of unrequited love brings out finer 

qualities than are at first apparent in his personality 

structure. V/hile all these attributes are no indication 

of the good v/ill of the man and give the reader a v/arm 

glovr of appreciation that such unchanging virtue does 

exist in the world, Oak is still not the character that 

this study has posited as one of the culminative successes 

of Hardy's art. Although v/e are inclined to admire the 

tenacity v/ith v/hich Oak holds to the eternal verities, there 

is no possible way to construe his endurance as a search 

for truth. The reasons for Oak's failure to reach the es

sence of dramatic conflict are obvious in the light of the 

basic tenets of this thesis. While Oak does mature to a 

certain extent throu-h the course of the novel, he does not 

gain appreciably in self-knov/ledge. He is searching for a 

reconciliation v/ith his environmient, but the m.arriage to 

Bathsheba can hardly be viev/ed as revelatory of truth 

about either himself or his universe. By observing strict 
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obedience to lav/s of the riardian Cosmos—about v/}iich Hardy's 

characters seem to knov/ in direct proportion to their 

lack of sophistication—he has avoided catastrophe, but 

he has failed as a participant in real dramatic conflict. 

Farmer Boldv/ood is a much more interesting character 

in that real potential for tragic understanding is present 

in his stance tov/ard his love of Bathsheba, Passion is a 

stranger to him. In order to bring himself to reproachment 

v/ith an ingrained v/ay of life he inspects and analyzes his 

entire world attitude. He becomes increasingly avrare of the 

fact that his suit for the hand of Bathsheba is bound to 

result in pain and nonfulfillment, Hardy's solution of 

the situation is most unsatisfactory in that Everdene's 

incarceration in an insane asylum is neither convincing 

nor dramatically satisfactory. Such a solution is, however, 

expedient if the other characters are to retain their proper 

relation to the structure of the novel, Everdene's lack 

of ability to act on the plot of the novel.as he might have 

is much less important than the development, at this point, 

of Everdene himself. Richard Broadford in the first novel 

has shovm the result of an inability to accept change, 

and the process is continued in Everdene v;ith some additions. 

Not only can he not accept change of a radical nature in 

his environment, but he demonstrates a patent inability 

to adapt to the certainty that his plans v/ill inevitably go 

awry if he continues a certain course of action. The 
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fatal side of Michael Henchard is beginning to appear. 

Sergeant Troy appears in Far From the Maddino: Crov/d 

as one of the typical Hardy villians. He is a somev/hat 

complex character in his own right, but he need not be of 

much concern to this study. All the villians of Hardy 

are of a single pattern, meeting their do^^mfall through 

an inability to control passion, showing at times a rather 

pathetic desire to do something noble, but failing for a 

variety of reasons. The major reason for their failure 

to become solid characters is that Hardy persists in 

using them not only as foils to the central characters, 

but he also—unlike Shakespeare—is never able to create 

a convincing portrait of a v/holly evil character, and at 

the sam-e time he is incapable of imbuing a character v/ith a 

convincing amount of moral ambivalence v/hile retaining him 

as a true villian. Therefore, the Hardian villian v/ill 

be dropped from the study at this point. 

If the old maxim that "into every life a little rain 

2 *> must fall" is true, then The Hand of Ethelberta -̂  can be 

viewed only by Hardy scholars as a veritable dov/npcur. 

Written in less than a year, this novel does little to ad

vance the fortunes of either art or character development. 

The novel in this instance is doiainated by Hardy's usual strong: 

^^Thom.as Plardy, The Hand of Ethelberta, (New York: 
Harper Brothers, 1912). 
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heroine, and the two central characters are hardly worth 

the tedium of analysis, Christopher Julian is the usual 

struggling young artist (musician) whose ambitions are 

destined to com.e to naught. Of some interest is his fool

ish endangering of a small but promising career in order 

to be near Ethelberta, but neither the connection is suf

ficiently oriented tov/ard the sexual nor his passion for 

life strong enough to reveal more than the first shadov/y 

outlines of the towering character that is to become Jude, 

The old quasi-villianous nobleman in the story is too 

laughable to do anything but suggest a certain debt of 

Hardy's in regard to Vanity Fair. Neigh, a rather strong 

character at first glance, simply never develops further 

than the superficial level. 

Seemingly recovered from the doldrums of Ethelberta 

(1878), Hardy's pov/er of artistry gives us the unforgettable 

Return of the Native,^ Diggory Yenn is one of the titans 

of Hardy's creative imagination. With Venn another line 

of character reaches its apex. Some aspects of the Wessex 

native totally at ease v/ith his environment are to be found 

in Venn, as well as the almost mystical ability of 

some of the more placid and easy-going characters to ad

just to situations that are inherently alien to their v/ell-

26Thomas Hardy, Th^ Return of the Native. (New York: 
Harper and Brothers, 1922). 
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being, Verm seems to partake of the grim majesty of 

the heath as he silently wends his ŵ ay through the lives 

of the various characters, molding the plot in a v/ay 

that no character should be able to do. He partakes of 

the tradition of the rustic Dick Dev/ey, Gabriel Oak, 

John Loveday, and Giles V/interborne, For rather obvious 

reasons this line of character development is not one 

that v/ill lead to any significant results under the criteria 

that have been set up earlier as basic tools of research. 

The V/essex man of the soil is a success as artistic achieve

ment, but he lends no definite clues to search for character 

lines that delve into the traditional thames of dramatic 

conflict and the search for truth. V/ith this in mind it 

is possible to close out this line of research and look 

to other developmental areas for universal tragic characters. 

Wildeve, the passionate complex outworlder, on the 

other hand, is a horse of a different critical color. Un

able to control himself in his too passionate love for 

Eustacia, and quite as unable to honor his commitments 

toward Thomasin he is neither hero nor villian in the 

standard Victorian sense. He is a man that v/ould sicken 

Carlyle, evoke stark disbelief in Arnold, and yet for the 

first time Hardy is able to summon artistic excellence and 

moral ambivalence simultaneously, to approach the heart 

of the Victorian dilemma. Wildeve is neither good nor 

bad, simply a man caught in the construct of events, and 
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searching for truth in any and every vessel. •'•'he quest 

for all that is perfect in life suddenly becomes very 

real as Wildeve rebels against fate. The struggle for 

happiness on more than one level of life that makes Jude 

such a powerful novel is here, Jude is pre-figured. 

At this point a remarkable division of character 

line development occurs. Clym Yeobright partakes of all 

the attributes of the previously noted Wessex native, 

born to and of the soil, but he demonstrates several 

traits that have heretofore been seen only in the strug

gling young artist figure. He has been in the outside world 

long enough to realize that there is more to the universe 

than Wessex, but retains a love for his homeland that is 

the source of most of his trouble. Some of the intensity 

of conviction that is to characterize Angel Clare in Tess. 

is to be seen in Clym's sumimary dismissal of Eustacia x>/hen 

he thinks that she has been instrumental in his mother's 

death, Clym is neither the simple enduring spirit of 

rural Wessex, nor the complex urban soul personified by 

Farfrae in The Mayor of_ Castorbridg:e, As a result, he 

must learn a great deal about himself in order to exist 

in the situation in v/hich he finds himself; both Wessex 

man and outvrorlder, both soph.isticated and eriidite; "a 

shape v/ithout a shape," He does learn about hir.self and 

through this knowledge he learns to deal with his environ

ment. He becomes an itinerant preacher, perhaps not a 
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happier man, but at least a more knowledgeable one after 

his confrontation v/ith self. He is indeed the modern man as 

Hardy so deftly points out: 

He already showed that thought is a disease of 
the flesh, and indirectly bore evidence that 
ideal physical beauty is incompatible with 
emotional development and a full recognition 
of the coil of things. Mental luminousness 
must be fed with the oil of life, even though 
there is already a physical need for it; and 
the pitiful sight of two demands on one supply 
was just shov/ing itself here. 27 

Clym Yeobright thus becomes the man to be thoroughly 

caught betv/een the horns of the Victorian dilemma; locked 

in "two v/orlds, one dead, one pov/erless to be born. He 

is neither a comfortable denizen of the nev/ v/orld of 

technocracy, nor of his old rural VJessex environment. Al

though Clym does to some extent foreshadov/ intellectual 

craving of Jude, and the shortsightedness of Henchard, 

he-is more significantly, the beginning of Hardy's com.plex 

modern characters, not one of them but the first to be 

forced to deal with tv/o worlds and claim citizenship in 

neither. 

The Trumpet Major and Robert. Î s Brother,2° do 

not lead to any new or startling discoveries in the areas 

under consideration. The Venn-Winterborne-Oalc syndrome is 

^"^Native. l62. 

2°Thomas Hardy, The Trumpet Major arrA Robert, His 
Brother. (New York: Harper and Brothers, I895). 
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continued and fulfilled with only slight changes and 

variations in the basic pastoral plot of these "social 

comedies," Hardy tries in this novel to introduce and 

develop a miles p:lorius figure, Festus Derriman, but the 

attempt is, to say the least, not too v/ell done, and this 

instance is the first and last time that Hardy tries to deal 

with such a character in one of the novels.29 

Tyfo on a Tov/er3Q does give one glimpse of the elusive 

Jude in metamorphosis. The heroS/zithin has set for him

self the goal of learning all there is to know about 

astronomy, with an almost Faustian seriousness. He says 

to the heroine: 

But time is short, and science is infinite— 
hov/ infinite only those v/ho study astronomy 
fully realize--and perhaps I shall be worn 
out before I make my mark.31 

The desire to excel is here, but the ability to over

ride passion is not. The heroine becomes so involved 

29TO observe total consistency A Laodician should 
be considered at this juncture, but there is reason to 
expunge it totally from this study. At the time of com
position. Hardy v/as recovering from a rather serious ill
ness, and in all fairness it must be admitted that A 
Laodician is the poorest attempt rlardy ever made at serious 
fiction. For all practical purposes it adds nothing to the 
study of Thomas Hardy, Therefore it v:ill not be consider
ed here, 

30Thomas Hardy, Two _on a Tov/er, (Nev/ York: Harper 
and Brothers, 1912), 

3lTov/er. p. 9, 
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with Sv/ithin that his work is endangered, "Hap", hov/ever, 

intervenes and leaves the reader v/ith a beguiling but 

slightly built romance. The heroine dies from unrequited 

love and Swithin becomes a rather good second-rate astronomer. 

Although strict chronology demands that The Mayor of Castor-

brid̂ ê come under consideration at this time, a more de

tailed discussion of it and Jude the Obscure will be re

served for the latter part of this chapter. 

As one examines the three intervening novels. The 

Woodlanders32 immediately reveals itself as the last and 

probably the best of Hardy's V/essex novels in the pastoral 

tradition. Giles VJinterborne sums up both the best and 

the worst of Hardy's likeable rural heroes. He is a gentle, 

generous, easy-going epitome of simple virtues. As Marty 

South, one of the central female characters, says of 

him: "I can never forget 'ee, for you v/as a good man and 

did good things."33 Marty in this short statement delivers 

a beautiful and pov/erful elegy, but it is not the substance 

of v/hich real drama, in the Aristotelian sense, is made. 

Dr, Fitzpiers the well-read, passionate hero is an interest

ing and complex sub-character, but he is alto>:-ether too 

32Thomas Hardy, The V/oodlanders, (Nev/ York: Harper 
and Brothers, 1912), 

33v/oodlanders, 444, 
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ignoble to elicit the reader's sympathy. 

less of th^ D'urbervilles3^ is of interest at this 

time only because of the picture it renders of Angel Clare. 

Again v/e have a mian faced v/ith a situation that is in

tolerable to him. His vacillation regarding v/hat he con

siders Tess' perfidy, the agony that he endures trying to 

find the right path in what seems to him a moral v/ilder-

ness, and the final unsatisfactory experience of seeing 

Tess hanged as a result of his absolutism, make him a fit 

precursor of Jude. 

In The V/ell Beloved. 35 the figure of the developing 

Jude begins to really take form and shape. Hardy is gain

ing steadily in his control of realism. Although the tale 

is sketched on the slightly fantastic frame of a man v/ho 

falls successively in love with a woman, her daughter and 

her granddaughter, the v/hole thing is so v/ell done tech

nically as not only to seem, but to be plausible from be

ginning to end, Jocelyn Pierston, having lost throughout 

his life the search for ultimate beauty, brings to mind 

certain Keatsian echoes: "beauty is truth, truth beauty.,," 

V/ith the tale of Jocelyn's search that must end in fail

ure v/ithout his ever attaining success v/e are ready to 

look at Hardy's tv/o greatest rrale characters. 

34Thomas Hardy, Tess of the D'urbervilles. (London: 
Macmillian, 1949). 

35Thomas Hardy, The Well Beloved, (Nev/ York: Harper 
and Brothers, I897), 
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The Mayor of Castorbridge36 is Hardy's first novel 

to escape near total domination by a female character and 

as such is especially relevant to this study. As soon 

as it is noticed that Henchard does not share the stage 

v/ith one of Hardy's vastly impressive female characters 

(Tess, Eustacia, ejb al,), the reason for the male character 

not appearing in any great position heretofore is immediate

ly apparent. Michael Henchard is introduced to the reader 

on the road to V/eydon-Priors: 

The man v/as of fine figure, sv/arthy and stern 
of aspect; and he shov/ed in profile a facial 
angle so slightly inclined as to be almost 
perpendicular., .His measured sprin.gless v/alk 
avres the v/alk of the skilled countryman as 
distinguished from the desultory shamble of 
the general laborer, while in the turn and 
plant of each foot, there was further a dog
ged and cynical indifference to himself.37 

At once the basic character of Henchard is revealed as 

only Hardy can do in a few strokes of the ven. Both the 

cause of his success, and the immediate cause of his 

dov/nfall are implicit in the opening sketch. The de

scription of his face calls on centuries of tradition. 

The tall straight forehead, and the sternness of aspect 

bespeak an almost unending line of hard but fair men from 

36rhomias r^rriy, The NaT or of CastorbridTe. (Nev/ 
York: Harper and Row, 1950T. 

37Mayor of. Castorbridkre. 1. 



35 

Moses to Lear. Thus we are introduced to Thomas Hardy's 

"Lear" of Wessex. 

V/hen Henchard sells his v/ife there is no great 

difficulty in drawing a parallel betv/een the wife v/ho 

leaves with spirit, but not rancor, and the banished but 

not broken Cordelia, With such a man in such a situation 

the stage is set for first-rank literature with a reali

zation of dram.atic conflict that no other Hardy character 

has been able to attain heretofore, Henchard's inability 

to see himself as he really is—even after the loss of his 

wife and daughter--is apparent from tĥ - first moment of 

reunion on the return of his v/ife. He has become v/ealthy 

and highly respectable in the interval and simply cannot 

realize that the blot on his soul is of his ovai doing and 

must be remioved in like coin. Those things about him that 

have made him a successful man are the same things v.-hich 

have- made him an improper husband and father. He v/ill not 

realize the truth and come to that degree of self-knov/l

edge that v/ill allow him to cease rebelling against his 

environment.^ The disease is v/lthin him:self, and he v/ill 

not allov/ the knov/ledge to penetrate. Like Lear on the 

heath he v/ill attempt to blame providence for his mis

fortune. He consistently t.ries to blame Do2:ald Rarfrae 

for his dov/nfall, but the mills of tragic literature grind 

exceeding fine and he is slov/ly forced to the point of 

either recognizing truth and attaining self-av.areness or 
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taking some other v/ay out. as in the manner of Farmer Bold-

wood in Far From the Madding Crowd; thus robbing the 

reader of catharsis. For the first time Hardy has con-

sti-ucted an almost flav/less tragic situation. Seven times 

he has attempted to approach real tragedy in the nineteenth 

century and failed according to the tenets set up in the 

first chapter of this thesis. 

After all the other characters have removed them

selves from the realm of personal truth for Henchard, a 

dead v/ife, a dead paramour, a daughter who has spurned 

him and miarried the one m.an v/hom he cannot tolerate, his 

hastily scrawled last v/ill and testament tell amply as 

to whether or not the tv/in criteria of truth and self-

knov/ledge have been served: 

Michael Henchard's v/ill 
»That Elizabeth-Jane Farfrae be not told of 
my death, or not made to grieve on account of me, 
'& that I not be buried in Sacred ground. 
'& that no sexton be asked to toll the bell. 
'& that nobody is v/ished to see my dead body, 
'& that no mourners v:alk behind me at my fune.ral. 
'& that no floi/ers be planted on my grave. 
»& that no man remember me. 
'& to this I put my name, 'Michael Henchard'.3^ 

Oedipus, Lear, and Othello, have perhaps a longer record 

of admiration from m.ore generations of readers, and the 

muse of tragedy has been served v/ith a larger rhetoric, 

but never more eloquently than this, 

Mayor of Castorbrid.g:e. 384. 
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In the last novel to be appraised, many threads 

come together to give a structure that is easily dis-

cernable as growing directly out of all that has gone be-

fore, and yet with Jude The Obscure, published in 1895,39 

all the old devices combine in such a way as to constitute 

a radically nev/ and different type of literature in the 

nineteenth century. While Wilde and the decadents were 

prating of a new sense of direction and while Wilde was 

foisting his rather transparent Dorian Gray on a not-too 

well-read England, Hardy quietly explored and chronicled 

the new direction, publishing the novel that changed genres 

forever. 

Basically Jude is the story of man who conceives a 

passion for knov/ledge as a child and never ceases to hope 

that one day, in spite of fact and circumstance, he v/ill be 

allowed to participate in the purer air of an intellectual 

society. His trade as a stonemason allows him to move to 

Christminster (Oxford) so that he may be near the center of 

knov/ledge and the apex of his desire. But Jude is not 

Galahad and the age of Lancelot is passed. Before he can 

even get to Christminster his anir.ality betrays him. Ara

bella, one of Hardy's fev/ really unlovely v/omen, tells him 

that she is with child and he is forced to delay the dream 

39Thomas Hardy, Jude the Obscure, (New York: Harper 
and Brothers, 1912). 
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of knov/ledge. When Arabella leaves, Jude does get to Christ

minster only to fall hopelessly in love v/ith Sue Bridehead, 

an "emancipated" v/om.an v/ho is quite intellectual. In many 

v/ays, she is the destruction of Jude. Through a series of 

misadventures they have tv/o illegitimate children v/ho are 

killed by their half-brother, v/hom Hardy chooses to create 

in the guise of a ten-year-old "old man", Sue's intellectu

alism deserts her and she returns to a life of misery v/ith 

her husband, Jude, left alone v/ith the ashes of his dream, 

returns to Arabella v/here he soon dies. 

So much synopsis is necessary to explain v/hat might 

seem a bit unlikely. An existentialist hero exhibits the 

imperfection of human nature and of the human context. By 

his manner of living he denies all absolute principles and 

can accept the possibility of change from v/ithin himself. 

Any mooring that he posits must be v/ith the tacit under

standing that the mooring is neither good nor bad, merely 

absurd in the face of absurd circumstance. Through 

giving himself too fully to passion--first to the passion 

for knov/ledge, then to the passion of lust, and finally to 

the passion of ultimate truth in ethereal beauty and unsanc-

tified love—Jude has reached this impasse in 18951 somev.'hat 

before Mr, Sartre made his startling discovery of the concept 

Jude does come to a realization of self-knowledge, 

but the terms that state this av/areness are such as to pre

clude any possibility of catharsis in the traditional 

sense. Compare the last v/ords of Jude v/ith those of 
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Michael Henchard and the grotesqueness of the distinction 

becomes startlingly clear: 

Let the day perish v/herein I v/as born, and the 
night in v/hich it v/as said, "there is a man child 
conceived,,," Let that day be darkness; let not 
God regard it from above, neither let the light 
shine upon it, Lo, let that night be solitary'', 
let no joyful voice come therein,,, 
V/hy died I not from the v/omb? V/hy did I not give 
up the ghost v/hen I came out of the belly,,,? 
V/herefore is light given unto him that is in misery, 
and life unto the bitter in soul?̂ ^̂  

Swiftly, brutally, in his most bitter novel. Hardy 

uses a fev/ v/ords of scripture to s-./eep out the last of 

the Victorian era and usher in the tv/entieth century through 

the mouth of his second and last really great character 

of the novels. 

^Jude. 488, 



Chapter Four 

Conclusion 

A thesis that proposes to delve into any facet of 

Thomas Hardy has one large—almost insurmountable—obstacle 

before the study is even begun. The v/ealth of critical 

material already in existence concerning Hardy precludes the 

possibility of finding any very large or rich veins of literary 

ore to mine. But this has its compensations in the fact that 

in the presence of so rich a mine of material even the small

er pockets that have been either overlooked or scorned by 

other students of Hardy—to continue the metaphor—are 

perhaps more fulfilling than the less exotic metals of 

some lesser literary figure. V/ith this precept of looking 

for sm.all but valuable lesser pockets, so to speak, the 

purpose of this thesis v/as outlined in the introduction as 

follov/s: to submit to study the male characters in the Hardy 

novels looking for continuity and growth of character from 

a perspective of time lather than from one of the more exotic 

methods of literary criticism and to implement this chronologi

cal survey hy use of two analytical tools, that is, that se

cond-rate thinkers are more likely to reveal the essence of 

an age than the truly great thinlcers of that same age, and 

the idea that truly significant literature v/ill alv/ays ap

pear rather favorably v/hen measured v/ith a modernized version 

of the Aristotelian concept of tragedy. 
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Several things at once became apparent when the 

study was undertaken in the aforesaid manner. Simply 

by viev/ing the novels in their proper sequence it became 

apparent almost immediately that the genesis of several of the 

characters that were to become knovrn to millions of readers 

was to be found in the earliest Hardy fiction, a mundane 

point, perhaps, but one that has been overlooked for nearly 

a century. The young, sensitive artist, struggling for 

perfection, always striving tov/ard that v/hich is patently 

unattainable, v/as already faintly discemable in the early 

pages of Hardy's first novel. This character v/as follov/ed 

through fifteen novels until 27 years later the full -

blô -m character of Jude the Obscure v/as revealed. 

In the first novel the fundamental aspects of an 

entire line of Hardy characters v/as seen to be quite obvious 

and near the surface. Farmer Broadford v/as shov/n to be a 

genuine prototype rather than just another decorative nine

teenth century rustic. V/ithin the faint outlines, this first 

shrev/d man of the soil the future forms of the Venn, Winter-

borne, and Oak type of pastoral character v/as revealed. Fol-

lov/ing the chronological perspective v/ith the aforesaid 

analytical tools it v/as shov/n v/hy these early characters could 

possess so many of the attributes of their successors and yet 

not stir the reader to any degree resembling the later titans. 

Through the continued use of these same analytical 

. < ^ ^ — » " . ^ — . f i " 
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methods it v/as readily apparent that although some of the 

character lines continued for several novels v/ith rather 

good effect, they could hardly be expected to fulfill 

the requirements for both the search for truth and success

ful dramatic conflict. Gabriel Oak, for instance, was 

seen at once to be a strong character but lacking in those 

attributes necessary to make him a great character under 

those criteria that had been set up to judge all the char

acters. 

The strict artistic economy of Hardy v/as noted in 

that even those character lines which reached their point 

of culmination somev/hat short of Henchard and Jude did 

nevertheless partially reappear as facets-of the more 

complex characters, Michael Henchard required just that 

mixture of the canny farmer attached to the soil, rigidly 

upright in all his dealings (the Broadford-Boldv/ood syndrome) 

and the admirable wish to please and pathetic cunning of 

Hardy's cardboard villians. 

Admittedly much of the research done past these 

plots v/as in the nature of shoring up those items that 

had already been observed, but it v/as by no means v/as ted since 

several possible avenues for future research v/ere laid 

open to view hy this cumbersome, but in the main, efficient 

method. The rather limited objectives of the original plan 

of work have more than proved their value. From a mere 

study of the male character, it is obvious that Hardy's v/ork 
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is not only open to study in this genre, but that it is open 

to an application of this study to the genre of poetry; espe

cially his one great drama should yield definite and interest

ing results through a later continuation of this study. 

Two conclusions v/hich are perhaps extraneous, but 

nevertheless intriguing must be noted. Through a study 

that has been deliberately held to very nar'rpw bounds. 

Hardy has been shoxin not only as a creator of some rather 

decent fiction, but has displayed a range that few of his 

critics give him credit for, a range that takes in the 

flawlessly delineated Elizabethan hero (Henchard) at one 

extreme, and the unmistakable emergence of the existential 

hero (Jude) at the other. Equally gratifying is that the 

observation that second-rate thinkers often delineate 

their age more accurately than the really great minds 

has shown itself to be more astute in the instance of Thomas 

Hardy. 
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