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Preface and Acknowledgements 

Critics have approached the novels of Thomas Hardy from different 

perspectives. Over a long period Hardy's novels have been studied from the 

metaphysical standpoint which suggests a mysterious relationship between 

man and nature. Some scholars have approached Hardy's novels from a 

sociological standpoint while others from the Marxist one. IVIarxist 

interpretation of Hardy's novel has tried to expose class struggle and 

exploitative nature of power relationship in the society that they depict. 

Recently Hardy's novels have received attention from the feminist critics. My 

approach to Hardy's Novels has been made ffom the feminist standpoint I 

think there are still many unexplored aspects in Hardy's handling of the 

woman question. There are yet enough scope to understand Hardy's women 

especially in terms of the contemporary documents that appear to give 

serious thought to the condition of women at that time. The woman question 

forms an essential part of Victorian thought especially because of the 

contempory concern about the role and status of women in society. The code 

of behaviour imposed on women by the sexual double standard and a 

neurotic sexual ideology denied female sexuality altogether. This double 

standard of sexual morality imposed on women severe punishment for 

slightest deviation from ideal feminine code but which blandly ignored the 

male offences. This denial of female sexuality was a prominent feature of 

Victorian society. Moreover religion reinforced the concept of sexual 

inequality. Marriage and maternity was the natural destiny of a woman. 

Economic exploitation further aggravated their social condition. Women in 

Hardy's novels are shown as trapped in the conventions of a patriarchal 

society. Thomas Hardy challenges the sexual ideology of his time through his 

female characters whose failure to conform to traditional pattern of behaviour 

caused social upheaval. In his work the women are imposed upon the 

penalties of death, madness or mental breakdown for breaking the codes of 

social behaviour Hardy simultaneously tried to focus on two things. He 

exposed the contemporary social belief and conventions that enchained 

women, secondly, he resoned for more freedom for women., Thomas Hardy's 
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work differed from the mainstream of earlier Victorian fiction to the extent in 

which to provoke a clash with accepted social conventions. In presenting 

women who did not conform to conventional role Hardy demolished the so-

called proprieties, shaking the foundation of the society. This study also aims 

to trace the chronological evolution of Hardy's women characters. His female 

characters are shown to occupy the central plape in his novels and they 

always try to come out of their gendered role. Hardy's representation of 

women in the early phase of his career as a novelist evinces conventionality 

in spite of himself. But as Hardy gathers self- confidence he becomes 

dissatisfied with this conventional ideas, In The Desperate Remedies 

Cytherea Graye is a thoroughly orthodox creation and she is a stereotype of 

Victorian woman. Nevertheless, an emancipating drive can yet be observed in 

her. Similarly in A Pair of Blue Eves Hardv chailengesjhe sexual ideology of 

his time through the heroine, Elfride. In her use of sexual power to 

compensate for the social disadvantages of being a woman and her 

entanglement in a destructive web of social conventions and prejudices, she 

anticipates the later heroines. Bathsheba, in Far From the Madding Crowd. 

resists the 'angel in the house' stereotype. Bathsheba attempts to maintain 

her independence and prove her talents. But ultimately Bathsheba had to 

yield to the male protagonist of the novel. Heroines of Hardy's middle career 

evince a distinct growth of subversive attitude towards patriarchy. Eustacia 

directly came in clash with social codes. She did not compromise with 

patriarchal values. She prefers death to compromise. Hardy in his later 

novels presented women characters radically. The more radical they are the 

more uncomproming they become to the male world. Hardy showed that to 

achieve fulfillment a woman must assert herself. Antimarriage sentiment 

pulled Hardy somewhat towards the 'New Woman Novel'. In these novels 

Hardy is a good deal more sympathetic towards women in his treatment of 

sex and marriage. It was in The Woodlanders. Tess and Jude that he took up 

these issues. It is in The Woodlanders that Hardy's treatment of the marriage 

question becomes more explicit in his rejection of the happy ending. The 

divorce law as it then discriminated against women. In Tess of the 

P'urbervilles Hardy shows how Tess come in clash with social codes and 

Tess's life is destroyed simply because she is a woman. This book is a 
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sustained attack on bourgeoisie morality making an inflexible demand for 

purity in woman, but only in woman. In Jude the Obscure Hardy presented 

with a hard precision some of the new truths which had emerged about the 

relationship between sexual desire woman liberation and social conventions. 

Jude the Obscure provides Hardy with an excellent opportunity to air his 

views on the related question of the social and psychological conditioning of 

women and their sexual exploitation in marriage. The Women liberation in the 

nineteenth century encouraged Hardy and other novelists to the feminist 

debate. They were enthused with political commitment along with creative 

illumination. Thomas Hardy joined the emancipation movement with both 

theses capacitres-artistic and political in this respect, compared to others he 

stands closer to the modems. 

I have been helped by so many people while writing my dissertation. 

First off all j want to express my deep gratitude to my doctoral supervisor, Dr. 

Girindra Narayan Roy, who guided, inspired and patiently bore with my 

shortcomings. His intellectual and emotional support enabled me to complete 

my dissertation. I am indebted to him. I also express my warmest thanks to Sri 

Satyabrata Chakraborty, whose patient reading of my final draft helped me to 

remove the errors from my writing. Sri Utpal Kumar Das of the University of 

Texas sent me valuable books on Hardy criticism. He always extended help 

whenever 1 asked it .1 am grateful to Sri Jyotirindra Mohan Majumdar, ex-

documentation officer of the Centre for Himalayan Studies, N.B.U., for his 

invaluable comments and advice as well as to Sri Subhamoy Roy whose 

enthusiasm and encouragement have helped me carry on through occasional 

bouts of depression .My thanks also go to the library staff of The National 

Library, Kolkata, British Council Library, Kolkata and North Bengal University 

Library, Siliguri and Balurghat College Library, Balurghat. Finally thanks are 

due to my wife for her unfailing support during my hard days. My son Sriman 

Abir Bhattacharya deserves my special thanks for helping me in typing and 

printing my thesis. 



Chapter -1 

Introduction 

Hardy's name always reasonates with our memories of some 

unforgettable women characters that he has created in some of his major 

novels. The best of them were victims of a patriarchal society that used a 

double morality for the subjection of women. Hardy was dissatisfied with the 

prevalent Victorian ethos that thwarted personal longings and aspirations of 

women, and as Richard C. Carpenter pertinently observes, 'On many 

sensitive issues Hardy had firm opinions which ran against the Victorian 

current, speciallir on sex and marriage'(Carpenter: 1964, 24). In the Victorian 

society relations between the sexes were governed by a fundamental 

principle of subdrdination. The legal, social and other laws of the country were 

anti-woman. In his novels Hardy expresses his dissatisfaction against this 

oppressive social system. He was writing at a time when the presentation of 

women in the novels were mostly done to uphold the values of patriarchy. 

Hardy refused to compromise with these conventions, and deplored the 

values of this inequitable society. In his novels he, therefore, projected deviant 

women who try to break out of their stereotyped roles. He wanted to redefine 

the basis for family, sexual and marriage relationships and the rQ|e of women 

in society. As Anne Z. Mickelson says,' "His approach is often searching, 

sometime speculative, frequently perceptive and always compassionate' 

(Mickelson:1976,X).Rosemarie Morgan informs: "As a person, Hardy relished 

the company of women, and expressed no reservations about their powers, 

moral, intellectual, sexual, emotional or psychic. He was in full sympathy with 

the liberal feminists of his day agitating for equal rights with men" (Morgan: 

1988 XI). Indeed, Hardy wielded the pen to explore and formulate an ethos 

alternative to the contemporary male domination. He repeatedly worked out 

the vision of an oppressed, usually female figure, trapped in the structure of a 

patriarchal society and "In doing this he broke the convention of feminine 

presentation and threatens the status quo, hitting at the very structure and 

foundation of society itself (Morgan: 1988 , XII). 
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No wonder, Hardy's female characters attracted attention of the critics 

from the very beginning. His earlier critics have demonstrated that his 

characters were the victim of some supernatural interference. During 1970's 

and 80's critics turned their attention away from the cosmic indifference to 

foucs on the role of social processes in determining the fates of the 

characters, especially of the women, in his novels. Some critics discerned 

Schopenhauer's influence on Hardy's women. Penny Boumelha informs that 

recent critics have followed one of the two paths : "Either they have accused 

Hardy of entrapment in conventional views about women and their spheres of 

action or else they have remarked on his particular interest in and sympathy 

with women" (Boumelha:1982 :2). Virginia Woolf anticipated an important 

aspect emphasised in modern feminist cirticism by pointing out a basic 

division in Hardy's depiction of female and male characters. Kathleen Rogers 

concludes from her study of Hardy's women that 'these novels show tenacity 

of sexist assumptions even in so humane and enlightened a man as Hardy' 

(Rogers: 1975, 57). Patricia Ingham examines Hardy's frustrations with the 

inadequacy of available literary and sexual images which results in tension in 

the portrayal of women between ideal and received form. During the 1940's 

and 1950's with the growing influence of New Criticism and its insistence on 

the integrity of text, Hardy's treatment of gender was either silently accepted 

or praised as an integral part of the organiclly unified work of art. In this critical 

climate, at a time when the characters were seen as versions of real people 

Hardy critics began focusing on intensely personal question: whether or not 

Hardy had depicted realistic women, and "whether or not he understood them 

or liked them or was fair to them. Irving Howe in 1966 declared that Hardy had 

a special knack 'for creeping intuitively into the emotional life of women" 

(Irving Howe: 1966, 109-108). In 1976 Anne Z. Mickelson in her book Thorns 

Hardy's Men and Women : The Defeat of Nature, argues that "Hardy' 

anticipates much of the thinking in the 1970's on men and women, specially 

on women', and that his approach to the role of women in society is 'often 

searching, sometimes speculative, frequently perceptive and always 

compassionate" ( Mickelson: 1976,2). 



3 

Rosalind Miles praised Hardy for his ability to bring "his female 

characters so fully to life as women before us" (Rosalind Miles: 1979,26). 

Miles also maintains how Hardy's relationship with several women made him 

supremely understanding of women in general and aided him In the 

sympathetic and vibrant depiction of his realistic female characters. 

Rosemarie Morgan in her book, Women and Sexuality in the Novels of 

Thomas Hardy (1988) sees Hardy as transcending the gender stereotypes of 

his time in order to create "active, assertive, self-determined women' and 

'their frustrating struggle to define themselves in a world that deny them the 

right to shape their own lives, control their own bodies, explore their owri 

needs and express their own desires" (Morgan 1988 XII & X). Robert 

Langbaum's Thomas Hardy in our own Time, (1995) placed Hardy between 

George Eliot and D.H. Lawrence for his exploration of the unconscious and 

sexuality. Penny Boumelha's Thomas Hardy and Women: Sexual ideology 

and Narrative form (1982). insists on the radicalism of Hardy's portrayal of 

women. Boumeiha saw Hardy's women as cultural signs, representation of 

historical ideas about women and gender. Boumeiha offered a historical 

analysis of Victorian society in order to understand the contemporary 'sexual 

ideology' and Hardy's use of it in his narratives. For Boumeiha, 'the 

radicalism of Hardy's representation of women resides, not in their 

'complexity', their realism and or their challenge to convention' but in their 

resistance to reduction to a single and unifonn ideological position' 

(Boumeiha: 1982,7). Patricia Ingham in her book Thomas Hardy (1990) 

comments that in Hardy's early novels, 'women begin, occasionally, to 

experience themselves as different from the models accepted by themselves 

as well as others, with a sense of enhanced, not diminished, 

self(lngham:1989.7) . As a result a 'new and problematic space' opens up 

around the female signifier 'which is tentatively and varyingly mapped by each 

sex'(ibid). 

Recently some Marxist critics have analysed Hardy's women 

characters and they include in their analyses ideas about gender. In these 

studies attention is given not only to female characters but also to the 

relationship between femininity and power. John Goode (1988) demonstrates 
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on the way how the narrative mode exposes the ideology which motivates and 

shapes a text. However, from the brief survey of Hardy criticism presented 

above it can easily be found that Hardy's women characters cannot be 

analysed from a single dimension but an account of contemporary intellectual 

and ideological cross-currents is also necessary for a proper understanding of 

their complexity. Hardy's women characters are the products of the dominant 

ideological position of the Victorian England. Thomas Hardy was intellectually 

alert to the changing social system of his time. The changing pattern of the 

themes of his later novels is a clear evidence of it. His characters are duly 

shaped by the various conflicts and contradictions arising from this changing 

society. Hardy was writing at a time when the 'woman question' was already 

articulating itself. The rise of the feminist movement in the second half of the 

nineteenth century was already challenging traditional views and assumptions 

concerning femininity and its proper role and place of women in the society. 

Though Hardy was not drawn to feminist movement of his day, he was deeply 

sympathetic towards it. Let us trace briefly these changing intellectual 

perspectives that might have shaped or influenced Hardy's mind. 

Feminism has its roots in the struggle for women's right which began 

late in the eighteenth century more particularly with Mary Wollstonecraft's A 

Vindication of the Rights of woman (1792). Later came American Margaret 

Fuller's Women in the Nineteenth Century (1845) and John Stuart Mill's The 

Subjection of Women (1869). Then the suffrage movement at the beginning of 

the twentieth century carried on the campaign. So for a brief while let us look 

back upon the late eighteenth century for perspectives on the roots of modern 

feminism. 

Until the eighteenth century European societies were restricted to a 

feudal systems of kings, big land owning nobles and clerics ruling over small 

scale artisans, merchants and peasants. Work was mostly done close to 

home, on the farm or in the workshop. Although their task and pay were 

different men and women worked together. But then the spread and 

development of manufacturing industries and bigger cities began separating 
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work from home, men's work from women's and creating for the first time the 

idea of the male bread winner and economically dependent house wife. 

The growth of industrialization gave birth to a new social class - the 

(andfess labourer and the rising urban middle class. New insecurities created 

a new thirst for freedom. By the mid-eighteenth century an international group 

of enlightened thinkers had begun to challenge the tyranny of feudal societies 

based on the inherited privileges of Kings. These enlightened critics opposed 

the ancient regime and offered supports for the Rights of Man. They vocalized 

the dissatisfaction of a new and growirig middle class, eager for progress and 

fed up with the inequalities of an old. rigid and corrupt feudal hierarchy. Amid 

this ferment, women began to raise the question of their inequality and to 

challenge the domestic tyranny of men. What is interesting to note hare is that 

Jacques Rousseau, one of the chief enlightened thinkers spoke against 

women's emancipation from domestic tyranny. He favoured the patriarchal 

family with absolute authority residing in the husband. In Emile (1762) this 

was what he wrote: 

Men and women made for each other but their mutual dependence is not equal. We 

could survive without them better than they could without us. They are dependent on 

our feeling, on the price we put on their merits, on the value we set on their 

attractions and on their virtues. Thus women entire education, should be planned in 

relation to men , to please men, to be useful to them, to win their love and respect, to 

raise their children, to care for them as adults, counsel and console them to make 

their life sweet and pleasant (quoted in S.A. Watkins, M. Rueda : 1992,14). 

But Locke's view of marriage was liberal one. He conceived of 

marriage as a contract between free persons which implied equal rights to 

both men and women. The contract marriage suggested wife's 

submissiveness to her husband in exchange for his undertaking of love, 

affection, fidelity and care. The individualist, social and political theory which 

developed in the course of the seventeenth century and which received one of 

its most notable and influential expressions in John Locke's Second Treatise 

of Government was applied to the woman's question by Mary Wollstonecraft 

in the first classic work of the feminist movement, A Vindication of the Rights 
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of Women(1772). Before Wollstonecraft a number of women and men in the 

seventeenth and eighteenth centuries claimed equality for women. But critics 

think that Wollstonecraft's Vindication of the Rights of Women is the first 

substantial treatise in the field of feminism. Following Susan Alice Watkins we 

may say that 'It was the foundation stone of the modern feminism' (Susan 

Alice Watkins. M. Rueda, H. Rodrigues: 1992,15). Mary Wollstonecraft 

asserts that domestic tyranny is the main obstacle to woman's emancipation. 

Denial of political rights, education and equal work for woman is tyranny. 

Femininity is a construct Women are born equal, yet taught, to be 

subordinate, weak and featherheaded. Mary Wollstonecraft also argues that: 

'She is brought up to be the toy of man, his rattle and must jingle in his ears 

whenever dismissing reason he chooses to be amused' (quoted in ibid, 15). 

Wollstonecraft's clarion call in Vindication has rung down the centuries. 

Her demand for an end to the double standard to which women are subjected 

and for women's rights to independent work, education , civil and political life 

still fomn the basis of feminism today. She deplored the division of labour 

between bread winning husbands and their wives kept at home. She earnestly 

wished to see the distinction of sex abolished altogether save where love was 

concerned. She went so far as to suggest that women should have their own 

political representatives instead of being arbitrarily governed by male. 

However, in desiring for women a life in which they can exercise reason, 

Wollstonecraft has no intention of taking them out of their families. Rather she 

calls up in her imagination the picture of an ideal not as an equal in her own 

right as a free and rational being and this itself requires a different education 

and a different position for her in society generally. 

After Mary Wollstonecraft's work important publications are Margaret 

Fuller's Women in the Nineteenth Century (1845) and John Stuart Mill's The 

Subjection of Women (1869). These two books also had considerable 

contribution to the development of liberal feminism. John Charvet, of course, 

likes to place Fuller in a transitional position between individualist and socialist 

feminism because he traces in her book the emergence of a socialist 

conception of the relation of the individual to the whole (J. Charvet: 1980, 23). 
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Margaret Fuller, an American transcendentalist and feminist stressed 

particularly the need for woman to be shal<en out of her traditional 

dependence on man inorder to become self reliant, and so realize her value 

as a free and Independent being. For this, she emphasised women's need for 

a much greater range of occupation than they previously had. However in 

some final comments Fuller moved away from the conception of the self-

determining individual to the idea of a larger whole of which individual are 

parts. This larger whole she curiously enough calls Man, when she means 

Humanity. She argues that hitherto in the history of Humanity the masculine 

side of the whole has been most developed. Now it is the turn of the feminine 

principle to receive its full development. What is worthwhile to note here is 

that in the nineteenth century writing mafe-female relations were equated with 

that of master-slave. The analogy with slavery is already present in 

Wollstonecraft's A Vindication of the Rights of Women and John Stuart Mill as 

he wrote in The Subiection of Women: No slave is a slave to the some 

length and in so full a sense of the word as wife is'(Mill 1869, 57, in K.K. 

Ruthven: 1985,29). 

In the Subiection of Women Mill was concerned to show that the 

existing relations between the sexes, the legal subordination of one sex to the 

other was wrong in itself. So he supported an equality of legal right, but not an 

equality of material position and occupation. Resides the equality of civil 

rights, he also spoke of women's right to vote. In the final chapter of his book, 

he raised directly the issues regarding the liberation of women. In his view 

women should be liberated because they have the capacity for self-direction. 

Marx himself had relatively little to say about the oppression of women. 

But Friedrich Engels, his collaborator, took it up for fuller treatment. In his 

book The Origin of the Familv. Private Propertv and the State (1884') he 

construes the man-woman relations in class terms. He argues that the first 

class oppression coincides with that of the female sex by the male, thus 

legitimating the familiar equation of husbands with the bourgeoise and wives 

with the proletariat: 'In the family he is bourgeois, the wife represents the 

proletariat' (F. Engels: 1972, 74). However, Engels envisaged that, the 



regulation of sex relationship would be settled after the impending effacement 

of capitalist mode of production. So far what is noticeable is that class, race, 

sex and slavery have become the dominant tropes of women's oppression. 

and we have two brands of feminism; Liberal or individualist feminism and 

socialist feminism. The aim of the individualist feminism is to attain equal civil 

and political rights for women within the existing structure of liberal and 

increasingly democratic male society, while on the other hand, socialist 

feminism puts more emphasis on the removal of capitalist mode of production 

because real liberation of women is impossible as long as power and wealth 

in the world is monopolized by a tiny minority, and economic and social life is 

ruled by their lust for profits. 

While the classic individualist and socialist feminists are in agreement 

with the contemporary feminists in holding that women's fundamental nature 

is, like that of men, to be free, self informing being, at the same time they 

accept that woman like man, has a sexual nature expressed in specifically 

feminine traits and behaviour. For the nineteenth century individualist this 

feminine nature justifies woman's continued existence in the family as wife 

and mother. In complete contrast, the latter-day radical feminists denies that 

there is only such sexual nature of human beings. Sexually differentiated 

behaviour patterns, in their view, are wholly attributable to different social 

formations of men and women, the function of which is essentially to support 

the institution of male dominance or patriarchy. As a consequence, a more 

radical and deep rooted antagonism between men and women comes to the 

fore in their thought. Thus the difference between the nineteenth century 

liberal and contemporary radical feminists amounts to this : that the former 

accept a limited sexual nature as justifying appropriate roles in what is 

fundamentally free human life, while the latter deny any sexual nature and 

demand the abolition of all sexually differentiated roles in an androgynous 

world. 

Feminist thinkers in the late eighties and nineties appeared to be 

redirecting their energies from specific political and legal questions towards 

"the formulation of new morality, a new code of behaviour and sexual ethics. 
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A new figure, presaging for greater upheavals, entered on the scene in the fin-

de-siecle atmosphere, it was the beginning of he feminine revolt against the 

traditional order, the first step on the long road to emancipation. It was the 

harbinger of the 'sexual revolution' of the twentieth century" (Gail 

Cunningham: 1978, 3). To understand the revolt of the feminist avant grade 

against the male order, we must first of all try to trace the position of women in 

England during the second half of the nineteenth century. 

The feminine condition in the Victorian age derived from the existence 

of two superimposed structures -the ancient patriarchal regirrie and the 

modern bburgeoise regime. Traditionally relations between the sexes were 

governed by a fundamental principle, the subordination of woman to man. 

This was the deep-rooted heritage of the age-old division of production and 

reproduction The model to which social pressure made people conform or be 

ostracized, reflected the values and mandates of classic patriarchal society 

i.e. the authority of husband over wife, father over children. The Victorian 

bourgeoisie took up this rural model and adopted it to an urban and industrial 

society. At the base of this was of course the division of rotes and masculine 

superiority. The break-up of old communal ties, the triumph of individualism 

and the commercial economy reinforced man's superiority in the family and in 

the society. Woman, on the other hand, found herself exalted and put down at 

the same time, when moral and religious considerations were subtly blended 

with economic needs. 

In the Victorian period, a married woman had no separate identity from 

that of her husband. Many women felt keenly the discrepancy between their 

legal position and their actual earning power. Lee Holcombe in the essay 

'Victorian Wives and Property' writes that 

By law whatever a wife earned belonged to her husband no matter how he treated her or what 

he earned himself. Under the common law a husband enjoyed contro\ over his wife's real 

property and income from it during marriage. However, under the provision of a statute of 1833 

a husband could set aside his wife's dower rights if he chose. If she predeceased her husband, 

this property went not to him but to her children or other legal heirs. On the otherhand, a 

woman's personal property passed into absolute possession of her husband. He could use and 
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dispose of it during his lifetime in any way he chose. He could also make a will disposing as he 

pleased of his personal property including that which had come to him from his wife. If a 

husband died intestate his personal property was divided according to statutory provision under 

which his widow never received more than half, the remainder going to his children or other 

near relations, or if he had none to the crown. If a wife died intestate all her personal property 

remained with her husband absolutely (Lee Holcombe in A Widening Spherefed) Martha 

Vicinus:1977,5). 

The divorce law was not only the most blatant example of sexual 

discrimination, it was also costly for women. A generation earlier even the 

innocent wife of a broken marriage could be debarred from any access to 

children. Not only this, the husband was at perfect liberty to place them in the 

hands of his mistress. For Victorian women marriage was inevitably 'pot only 

her highest, but her only aim on earth' because the spinster's lot was usually 

a most disagreeable alternative. Once married her freedoms were in some 

ways even more narrowly circumscribed in return for the security of a home, 

the name of a wife, and opportunity to enjoy the privilege of motherhood , 

she owed her husband almost absolute fealty . If she were disloyal to her 

marriage vows, if she committed adultery, no matter what her provocation or 

the purity of her new attachment, her social ruin was certain: She would be 

barred from her home and children, rejected by her own family and friends. 

Without a character she would be in a much worse position than even the 

spinster, not only totally and irremediably ostracized but unemployable in any 

respectable occupation. Common prostitution might very well offer her the 

only possibility of survival. Her husband on the other hand could expect 

indulgence for any infidelities he might practice. And his claims for indulgence, 

his demand for a double -standard in marital misconduct, would be upheld by 

the law of the land. The Divorce Act for example of 1857 gave a man his 

freedom on the mere grounds of his wife's adultery, but she was required to 

prove him guilty of rape, sodomy or bestiality or of adultery coupled with 

incest, bigamy, cruelty or desertion. 

Besides the discriminatory law of property and Divorce Act. there 

coexisted in this society the ideology of social norms and practices. As 

Deblina Bandyopadhyay infonns: 
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It was only at the turn of the twentieth century that there was a restructuring or 

reassessment of the status of women. Till then, generally speaking, the accepted 

traditional ideology regarding women conformed to the Ruskinian conviction that a 

woman should be educated 'not for self -development but for self renunciation' 

{Ruskin, 'Queens Garden'101). It was also prescribed that woman must remain 

passive, dependent and chaste. She should be associated with private feelings only, 

living in the fantasy- world of satisfying personal relationships which belittled the daily 

problems of inequalities confronted by her . . . . The idea of home as the 'heaven' and 

the feminine within it as entertained by the bourgeoisie members of society assumed 

its extraordinary elevated position in Victorian ideology . . . . Moreover, home was 

also the answer to declining religious faith as to increasing commercial stress. The 

moral authority of the church was being transferred to the home which was becoming 

the basis for 'the Religion of Humanity' (Houghton, 1964 .347) . . . . The burden of 

'nursing / nurturing' this new idea of the home was bestowed on women. They 

became the custodians of the moral conscience, the repository of all moral virtues. 

According to the customary ideal, she must train herself to be a companion whose 

spiritual superiority, virtuous nature and domestic charm should be capable of raising 

the spirit of male minds from base and vulgar anxieties and cares. She must be the 

'balm of distress' (Ruskin. 120-121) with the power to heal, to redeem , to guide and 

to guard' (ibid) (Bandyopadhyay : 2002,32-34). 

The social idealists prescribed for women the roles of teacher not only 

to their children but morally of men, of society. They could attain such a goal 

by spreading the spirit of affection, selflessness, self-restraint, fidelity and 

purity in their various roles as mother, wife, sister, daughter, friend and 

teacher, nurse and advisor, servant and sanctifier - all the different facades 

that may be assumed by the character of a woman but she has not been 

allowed to be herself. They were taught that 'meekness, submissivepess, and 

resignation of all individual will into the hands of man' (Mill, 1864, 16-

17).Thus the Victorian women were subjected to certain ideological pressures. 

These ideologies denied her of her human reactions, raising her to an alter of 

false self-image, and thereby exploiting her within the confines of the family 

and its routine. 

In the Victorian society the ideology of female sexuality was extremely 

oppressive. As Bandyopadhyay says: 



12 
Victorian women had no sexual identity, and it was claimed that they have no passions and 

emotions except relating to their home and children. Their purity the most revered aspect of 

Victorian womanhood, was essentially a product of sexual hypocrisy. This sexual morality held 

the potential danger of criminality in women and she was considered to be constantly in need 

of protection. The Victorian society was afraid of women's sexual freedom but they were 

commended by the same society as guardians of high moral standards at home. Hence 

women were considered both irresponsible for their own action and totally responsible for these 

of their family . . . . Of contemporary male opinions regarding female sexuality, there is 

evidence that while Dr. William Acton denied female sexuality altogether, Havelock Ellis believe 

it to be only passive and chance needs to be initiated by the male partner. There was in 

general a repression of sexual emotions After marriage fidelity was considered to be the 

supreme virtue in Victorian concept of morality. The ideal of self-restraint and chastity, within 

and outside marriage was impinged on women rather than men. This practice gave rise to be 

infamous double standard of sexual morality, which punished virith social ostracism those 

women who breached the social taboos, but which blandly ingored and therefore, 

sun-eptitiously supported male infidelity and offences (Bandyopadhyay : 2002, 34-41). 

Lawrence Stone in The Family. Sex and Marriaged 977) informs : 

Among the upper classes for most of the Early Modern period, 'The double standard' 

of sexual behaviour prevailed. According to this convention, the husband enjoyed full 

monopoly rights over the sexual services of his wife, who was expected to be a virgin 

on her wedding night. As Fielding's Mr. Modern told his wife in 1732:'your person is 

mine: I bought it lawfully in the church'. On the other hand, the men was expected to 

have a gained some sexual experience before marriage, and any infidelities after 

marriage were treated as venial sin which the sensible wife was advised to overlook. 

Thus both fornication and adultery were exclusively male prerogatives at this social 

level, despite the fact that in current physiological theory and folk tradition women 

were regarded as more lustful in their appetites and more fickle in their attachments 

than men. 'All witch craft comes from carnal lust, which in women is insatiable', 

observed the authors of the Malleus Maleficarum. thus expressing no more than the 

conventional view. This dichotomy between women's physiological impulses and their 

social obligations to pre-marital chastity and post-marital monogamy was solved by 

the imposition on them the strictest standards of sexual behaviour, enforced by all the 

legal, moral and religious pressures of which the society was capable. The 

explanation of this discrepancy lies firstly in the value attached to female chastity In 

the marriage market of a hierarchical and propertied society, and secondary in the 

necessity that should be no legal doubts about the legitimacy of the heirs to property 

and title (Stone: 1977,501-2). 
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The double standard of sex morality was highlighted through the 

Contagious Discuses Act of 1866 and 1869 by which women forfeited their 

dignity and constitutional rights for an offence of which both the sexes were 

guilty , while men moved about freely, spreading the physical and social 

disease of immorality about them. This shows that not only were women 

being kept oppressed but they were also being heavily exploited by the male 

oriented socio-economic pattern of the age. 

The Victorian ideology demanded that women must be ignorant of sex 

knowledge .Eric Trudgill in Madonnas and Maqdalens (1976) observes. 

Feminine frailty was less forgivable too because, women it seemed had far less 

opportunity or occasion to fall from grace .For the Victorian wife there were the snug 

walls of sheltered domesticity, her passionate absorption in her children, her 

insulation from evil by the barriers of propriety. For the Victorian husband there were 

the open streets where sex might be bought for a shilling .For the Victorian wife 

moreover there was the desexualizing nature of her upbringing, reinforcing what was 

considered her natural lackof appetite(Trudgilt:1976,73). 

Indeed, sexual passion on the part of woman was considered sexual 

aberration. Sex was banned from conversation, books and sights. Intercourse 

was meant to give pleasure to man. This hypocrisy of Victorian ideology gave 

rise to the conception of two types of women: Madonna and Whore. This 

conceptual bifurcation of women denied in them natural sex drive and any 

woman showing natural sexual urges were termed as 'whore' or 'fallen'. 

Therefore an ideal Victorian woman meant a passionless woman. The 

Victorian society polarized the entire race of womanhood into two types: 

Madonna and Whore. The Madonna or perfect womanhood was 

characterized by sacrifice, self effacement, moral and physical purity and 

service, while a whore or fallen woman was characterized by sexual passion 

and masculine activities. The society demanded purity and chastity only from 

women, while men were free to keep prostitutes for their sexual satisfaction, 

and thus a double-standard is legitimized. 
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Here I think it is quite pertinent to throw some light on the nature of 

woman as observed by women novelists of the era. In their writings these 

women novelists were exploring myth about marriage and motherhood and 

insisting that a woman can have no vocation outside their marriage and 

motherhood. George Eliot, a major novelist of the period, believed that 

woman's "ultimate nature" is different from man's. In George Eliot's novels the 

question of marriage and vocation are linked to the problem of moral choice 

for men as for women. George Eliot's moralistic idealism clashes with her 

realism on the question of women's choice. Ideally women should be given 

the same free moral choice as men, which is what gives drama and interest of 

the moral process so brilliantly depicted in the portraits of Tito Melema, Fred 

Vincy. Eliot has to concede that the only choices open to women are negative 

choices of renunciation and submission. George Eliot insists chiefly that 

women are different from men. She justifies the value of that difference by 

attributing it to 'moral power'. Charlotte Bronte, another woman novelist of the 

era, shows a persistent and in many ways revolutionary interest in the 

essential nature of women but ultimately insists the idea that a woman's 

highest vocations lay in the conventional concerns of love and marriage. She 

glorified and idealized the womanly values of chastity and maternal love. Mrs. 

Gaskell wished to arouse sympathy for a fallen woman and portrayed her as 

remotely sensual. Mrs. Gaskell tried to show downfall of woman a misfortune 

rather than a crime. Many contemporary women writers, both major and minor 

advocated for a perfect womanhood like sacrifice, self effacement, moral 

purity and service. They diffused the ideology that women's main concern are 

those of love, the home and family. In this way the women novelists of the 

period exerted ideological pressure on society and womanhood. 

It was against this background of literary tradition, sexual and social 

prudery and double standard of the society towards women that Hardy began 

to write his novels. A literary genius. Hardy believed and wished to wield his 

pen in defiance of the Victorian ideology and its rules .He gradually came to 

understand the politics of the publishing world. He could perceive that he had 

to subject to power rules and conventions if he wished to make a permanent 

place in the literary market and achieve social respectability. Thomas Hardy 
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rejected rigid literary convention for representation of women In his novels. He 

in his novels directly attacks the conventional ideology and institutionalized 

values of the society that denies woman any independence. Hardy not only 

acknowledges or gives due recognition to female volatile emotions, female 

sensations, but he also treats them with the same devotion to physical detail 

as he gives to male (Morgan: 1988 P.XI). Hardy's representation of 

womanhood In his novels therefore did not always conform to the traditional 

image of womanhood and for this he came directly in clash with the 

conventional critics and readers. He did not confonn to the conventional 

ideology of marriage, and in his major novels projected a gloomy vision of 

marriage and matrimony and firmly believed like radical feminists that 

marriage in its current institutionalized form must be abolished to save 

womanhood from the male dominant sexuality. Nor did his depiction of 

womanhood conform to the notion of idealized womanhood. In his major 

novels he represented radical womanhood that rebelled against the 

oppressive values of the male dominated society. Hardy had to suffer 

alienation from the literary world and he thought himself a 'misfit' in a 

conventional society. 

Hardy's representation of woman received mixed reactions from the 

critics. One group of critics accuse Hardy of being anti-feminist. They 

complained that Hardy showed sexist attitude in representing womanhood 

that he represented womanhood ambivalently. However, the women 

characters in his earlier novels show their efforts to come out of their 

stereotyped roles. In Desperate Remedies. Hardy's first published novel, the 

heroine Cytherea Graye is shown as a penniless, orphan girl. She seeks 

employment under an imperious lady Miss Aldclyffe. She manipulates Cythera 

to marry her illegitimate son Aeneas Manston. Cytherea regards him with 

mingled feelings. At last she Is rescued and it is revealed that Manston is the 

killer of his first wife. Hardy in this novel attacks the institution of marriage that 

circumscribes the inner aspirations of women. He shows her as a victim of her 

own circumstances. Hardy shows Cythera's sexuality and her attempt to find 

a place in the patriarchal society. In A Pair of Blue Eves. Elfride is represented 

with her vibrant, assertive sexuality, transcending her streotyped role of 
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Victorian womanhood. Her unconventional role borders on the 'unfeminine' 

and she was to court death for her unconventional role. Hardy in this novel 

exposes the hypocrisy and the double-standard of Victorian sexual morality. A 

woman is judged by the conventional society not for her infinite capacity for 

love but for some of her insignificant womanly indiscretions. Bathsheba, 

Hardy's heroine in Far From the Madding Crowd is more assertive and 

independent than Cytherea and Elfride. Hardy shows that the patriarchal 

society traps her to marriage. She ultimately surrenders to the code of 

patriarchal society and Hardy was forced to conclude the novel in such a way 

as to please the conventional critics and readers. Ethelberta, Hardy's heroine 

in The Hand of Ethelberta is unique among Hardy's heroine in the sense that 

she is apparently in control of her own destiny. Hardy shows her progress 

from humble social origin to Lady Mountciere. She plays her 'hand' in the 

game of social maneuvering. Hardy shows her a successful romancer, a 

public storyteller, and epic writer. But Hardy show her tragic compromise with 

old Lord Mountclere for the economic security of her family. In The Return of 

the Native. Eustacia Vye, the heroine, finds herself suffocated in the narrow 

world of Egdon Heath. She being financially dependent and having no other 

opportunity was entrapped in marriage and the society has no space for 

aspirations of a rebellious womanhood. Hardy shows through Eustacia that 

when a woman becomes assertive to fulfill her aspirations she is to take 

death. The patriarchal society terms her a 'fallen' woman. Hardy's vision of 

the plight of womanhood in the conventional Victorian society grew bleaker in 

each of his successive novels. His representation of womanhood became 

more radical as he gathered more self confidence and came under the 

influence of radical feminist thought of the period. In The Mayor of 

Casterbridqe Hardy shows women are turned into a commodity by the 

patriarchal society. The women are sold in the market like cattle and the 

society gives no value to her human qualities. Irving Howe declares the male 

fantasy of Henchard is universal and he shows society's hostility towards 

women through Micheal Henchard. However, in his last three novels he 

attacked bitterly the institutionalized codes of marriage and sexuality that 

subordinate women to the patriarchal society. In these novels he expresses 

his deep cynicism about conventional marriage and sexual morality. The 
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heroine of the novel The Woodlanders. Grace Me|bury finds herself with an 

adulterous husband who marries Grace deliberately for material advantages. 

Fitzpier's immorality allows Hardy to incorporate the theme of divorce and 

refer to an Act of 1857. He in this novel attacks the double standard of the 

Divorce Act. The Divorce law was discriminatory and was against women, 

because they could be divorced for adultery while their husbands could not. In 

this novel Hardy draws attention to the injustices of the Judiciary by showing 

his heroine with a womanising husband with no possibility of getting free of 

him. Tess of the D'urbervilles and Jude the Obscure brought Hardy into the 

vortex of contemporary controversy. Hardy presents Tess as the victim of 

society's sexual morality and double standard. Hardy subtitled the novel "A 

Pure Woman" causing much uproar when the first edition of the novel was 

published. The critics as well as readers were outraged by Hardy's challenge 

to conventional morals, religious and social attitudes. Here, Hardy insists that 

in spite of Tess's sexual violation and pregnancy she remains basically a pure 

woman .As Rosemarie Morgan says, 'Hardy depicted Tess with her emotional 

generosity, sexual vitality and moral strength the capacity to rise above her 

fall and ultimately to redeem the man who bearing the values and sexual 

prejudices and double -standard of society fails to rise above them in the hour 

of the need' (Morgan: 1988, 109). The focus on the theme of female 

emancipation culminating in the concept of the 'New Woman' became 

sharpest in Jude the Obscure. Hardy shows in Sue Bridehead the climax of 

struggle of Victorian heroine to come out of her traditional role and personality. 

In this novel Hardy, through the heroine. Sue, attacks the Victorian institution 

of marriage .She does not accept the Victorian codes of marriage, maternity 

and sexuality, which proved to be patriarchal and oppressive. These radical 

ideas about marriage and sexuality brought the novelist the charge of 

immorality. But he remained uncompromising and unmoved in his challenge. 

The following chapters exploring his novels will try to understand the nature 

and artistic handling of this challenge. 

2JfJG0/, 
1 "i JUN 2009 
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Chapter - II 

Desperate Remedies 

After the rejection of his first novel The Poor Man and The Lady Hardy 

wrote after on Meredith's advice 'a story with a plot'. He structured the novel 

on the sensational genre and published it anonymously. 'Desperate Remedies 

was modeled mainly on Collin's Basil and The Woman in White, although 

there are echoes of Ladv Audlev's Secret, but it also contains much that is 

uniquely Hardyan '(Seymour Smith:1994.122). 

Desperate Remedies. Hardy's first published novel, needs a closer 

attention than hitherto accorded, since it affords us an opportunity to examine 

the author's first exploration into the condition of women in the patriarchal 

society. Desperate Remedies initiated the process that culminated in Jude the 

Obscure .But for a long time the novel failed to attract critical attention and 

was relegated to the status of a minor novel. The novel is centred on the 

experience of a sensitive, beautiful, orphan girl, Cytherea Graye, in the 

patriarchal society. The author shows her vulnerability to the society's 

economic, sexual and marriage codes. She is represented as a passive victim 

to the forces of the society that circumscribes her inner aspirations. The 

Victorian conventional ideology proves stronger in her, she has to submit to it 

and her struggle proves to be ineffectual against its forces. Hardy through the 

defeat of Cytherea shows ironically her victimisation to the existing power-

relations of the society, "the tragic trajectory can be said to have moved from 

a willingness to internalise and accommodate herself to patriarchal 

expectations of the feminine to an 'unfeminine' desire for freedom of choice 

over her oWn destiny" (Ingham: 1989, 33). Through the passive victimisation 

of Cytherea the novelist appears to interrogate society's gendered ideology 

which he attacked more bitterly in his later novels. He shows in this novel how 

the institution of marriage frustrates the innner feeling and aspirations of 

woman, while in his later novels he attacks the hypocrisy and double-standard 

of marriage ideology. In fact, Cytherea anticipates some of the themes of 

radical womanhood in a veiled form. A new entrant in the literary market, 
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Hardy did not want to jeopardize his prospect as a novelist by coming directly 

In clash with the conventional ideologies of the society. Rather he tactfully 

represented Cytherea to evade the conventional scrutiny of the critics. He 

deployed in the narrative structure the voice of a conventional narrator who 

endorses the conventional ideology in Cytherea and at the same time 

denounces her unconventional role. This camouflage on the part of the author 

renders Cytherea's representation ideological. But in his later novels Hardy 

freed himself from these constraints and represented womanhood more 

radically The plot of Desperate Remedies like other Hardy novels constantly 

keeps its eye riveted on Cytherea Graye, an orphan penniless girl, and on her 

experience in the patriarchal society. The narrator describes the tragic demise 

of her father, Ambrose Graye and her resultant destitution. In his Thomas 

Hardy: His Career as a Novelist Millgate observes that' the helpless orphan 

victim is common enough but the early presentation of Cytherea's father 

suggests that he has almost willfully precipitated her into that position through 

his casualness about money and personal safety ' (Millgate: 1971,33). The 

narrator informs us that 

the undoubted truth, that they were the children of dreamer who let slip away every 

farthing of his money and ran into debt with his neighbours -that the daughter had 

been brought up to no profession-that the son who had, had made no progress in it 

might come to the dogs - could not from the nature of things be wrapped up in 

silence in order that it might not hurt their feelings; and as a matter of fact, it greeted 

their ears in some from other wherever they went fPesperate Remedies 18, hereafter 

referred to as DR). 

Cytherea along with her brother leaves their native village 'to avoid the 

exchange of ideas' (DR, 19) about them. They leave for Creston in search of 

livelihood and Owen Graye finds employment under an architect's office. 

Cytherea, in absence of any suitable occupation for women, accepts the role 

of a lover. She has learnt since her childhood that love and marriage are the 

supreme goal of womanhood. The author shows love relationship between 

Cytherea and Edward Springrove, a colleague of Owen Graye. The 

relationship is basically structured in the mould of Victorian ideology. The 

narrative stresses Cytherea's 'idealized inferiority' (Ingham, 1989 ) and her 
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feminine weaknesses as lover. She is described by the narrator not as an 

individual but in terms of an essentialist ideology of womanhood. As Patricia 

Ingham observes: 

True Wittenberg admits, Cytherea's sexist lover Springrove is implicitly criticised by 

the narrative as unlikely to offer 'the full fledged regard and intellectual equality she 

obviously desires'. But another, if less visible controlling male figure...the Hardyan 

narrator keeps the heroine in her subordinate place by 'intrusive generalisations 

about women - most of which seen condescendingly designed to reduce the 

struggles of Cytherea and other female characters to the stereotypically female and 

thus to undermine and reader's regard for them as individuals (Ingham; 1989,2). 

George Wotton in his book Thomas Hardy: Towards a Materialist Criticism 

observes that, 

In so far as the aesthetic project is the writing of a discourse which will reveal the 

true, we are meant to see Cytherea's action in a certain light. In effect the attentive 

reader should see that 'women's prescriptive infirmity' which appeares to the 

distracted gaze as vanity is infact a condition of her existence which she cann't help 

or alter. What writing 'cannot see' is that when Cytherea or any other woman 

fetichises her appearance she acts not instinctively put ideologically, surveying inher 

appearance the image men have of her . As an ideological subject, Cytherea Is. 

subjected to and dominated by the masculine gaze, a subjection and domination 

which she experiences as guilt (Wotton:1982,130). 

Cytherea's encounter with Springrove is described by the narrator in a 

highly erotic tone. The narrative becomes tinged with sexuality when 

Springrove abandons his oar and sits next to Cytherea. Their every 

movement, gesture and talk becomes highly charged with eroticism. As the 

narrator describes, 'He put his left hand behind her neck till It came round 

upon her left check: it was not thrust away. Lightly pressing her, he brought 

her face and mouth towards his own; when, at this very brink, some 

unaccountable thought or spell within him suddenly made him halt-even now, 

and as It seemed as much to himself as to her, he timidly whispered 'May I'?' 

(DR. 50). 
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Cytherea's second meeting with Edward Springrove imparts the 

narrative a highly sensuous tone, 'It was the supremely happy moment of their 

experience. The bloom and the purple light were strong on the lineaments of 

both. Their heart would hardly "believe the evidence of their lips" (DR, 50). 

J.B. Bullen in his book The Expressive Eve: Fiction and Percepion in the Work 

of Thomas Hardv(1986)observes: "In the little world created by their'mutual 

attraction, colour plays an integral part in generating ' the supremely happy 

moment of their existence"(Bullen:1986, 37). Cytherea learns that Edward has 

been engaged to his cousin Adeleade Hinton for a year. 

She leaves her lover and tries to live an independent life by seeking 

employment. As Jane Thomas in her book Thomas Hardy. Femininity and 

Dissent observes, "Cytherea being alienated by her sexist lover seeks 'self 

empowerment by seeking employment" (Jane Thomas:1999, 61) . The author 

shows that the scope for women to find employment in the contemporary 

society was nonexistent. The social ideology did not allow women to provide 

self empowerment through employment. The scope for women's employment 

was lihiited to the post of governess or lady's maid etc. As Francoise Basch 

observes: 

From the seventeenth century onwards the evolution towards a capitalist mode of 

production was deeply affecting woman's role In society. The industrial revolution and 

capitalist concentration broke up the family productive unit within which women had 

played an important part. The decline in home industry and increasing specialization 

meant among other consequences that female labour began to be devalued, and this 

became increasingly so during the first part of the nineteenth century. In the struggle 

to survive, women found themselves in the following dilemma: to work for starvation 

wages in dying sectors of the economy or to depend financially on a family to which 

they could not easily make a financial contribution. The latter solution was 

Increasingly approved by a society which prescribed for a woman in the home an 

ornamental, metaphysical and morally inspiring role (Basch: 1974, 103). 

Cytherea's independent self could not tolerate the idea of being a 

dependant on his brother's income. Cytherea gives advertiserhent in local 

newspaper seeking the situation of a 'governess' or 'lady's maid'. However, 
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her illusion of autonomy through employment is shattered when she fails to 

elicit any suitable response from any employer. Cytherea found that her 

attempt to seek employment was futile and ended in futility due to the 

gendered ideology of the society. Hardy shows Cytherea's emergence from 

the conventional pattern of femininity to advanced womanhood. As Peter J. 

Casagrande observes: 

But Cytherea's strength is not her innocence; her strength is her unsentimenta] 

resolve to get on with life in spite of misfortune and loss. Speaking to Owen of the 

intense joy of loving Springrove, she can yet dismiss it. "With dignity': 'What is he to 

me? Nothing I must dismiss such weakness as this-believe me, I will. Something far 

more pressing must drive it away. 1 have been looking my position steadily in the 

face, and I must get a living somehow (Casagrande:1982, 76). 

However, Cytherea's advertisement for lady's maid was responded to 

by Miss Aldclyffe, an aristocratic middle aged woman. The narrator describes 

her appearance: "There was severity about the lower outlines of the face 

which gave a masculine cast to this portions of her countenance. Womanly 

weakness was nowhere visible save in one part - the curve of her forehead 

and brows -there it was clear and emphatic" (DR, 57). Hardy says:" Both the 

women showed off themselves to advantage as they walked forward in the 

orange light; and their mutual attraction is conveyed when each showed too 

in her face that she had been struck with her companion's appearance" (DR, 

57). 

Cytherea being appointed by Miss Aldclyffe as a lady's maid is called 

to attend to her: to remove her dress and 'stockings and black boots', and 

help her to wear 'silk stockings and white shoes*. Cytherea's inexperience 

causes Miss Aldclyffe fall into a 'smouldering passion'. Miss Aldclyffe's 

imperious behaviour invites a quarrel between Cytherea and her employers. 

Cytherea feels humiliated by and calls her 'ill-tempered' and unjust', and she 

is promptly dismissed from her job. On returning to her room, Cytherea 

contemplates, "Starvation itself should not compel her to hold such a 

humiliating post for another instant" (DR, 80). While undressing Cytherea 

looked "... in the glass for an instant at the reflection of her own magnificent 
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resources in face and bosoms and to mark their attractiveness unadorned, 

was perhaps but the natural action of a young woman who had so been 

children whilst passing through the harassing experience of decorating an 

older beauty of Miss Aldclyffe's temper" (DR, 80). As Jane Thomas explains 

"In reality both women are involved in a struggle to appropriate for their own 

use the ideologically sanctioned subject position of 'lady' the female role 

which appears to offer the most effective agency "(Jane Thomas:1999, 61). 

The author shows how terrible could be the social and individual pressure on 

Cytherea for being penniless and orphan. Her inner conflict is narrated in the 

following lines when she forced by poverty adopts the role of a lady's maid: 

She was thinking that nothing seemed worthwhile; that it was possible, she might die 

in workhouse, and what did it matter? The petty, vulgar, details of servitude that she 

had just passed through her dependence upon the whims of a strange woman, the 

necessity of quenching all individuality of character In herself, and relinquishing her 

own peculiar tastes to help on the wheel of this alien establishment, made her sick 

and sad (DR, 67). 

However, relationship between Cytherea and Miss Aldclyffe grows to 

be erotic. Hardy boldly depicts the lesbian scene between Miss Aldclyffe and 

Cytherea. Miss Aldclyffe entering into Cytherea's bed asked to be hugged and 

kissed with increasing passion. The narrator informs that 'the instant they 

were in bed Miss Aldclyffe freed herself from the last remnant of restraint. She 

flung her amis round the young girl, and pressed her gently to her heart. "Now 

kiss me" she said (DR, 83). When Cytherea reveals to Miss Aldclyffe that she 

has a lover, she is pressed by Miss Aldclyffe, "to love her more than she loves 

him She says: "1 love you more sincerely than any man can. Do Cythie: dont 

any man stand between us: O I can't bear that" (DR, 86). Miss Aldclyffe's 

frustrated outburst against Cytherea is tinged with sexual jealousy when she 

comes to know about the existence of Cytherea's lover. "Find a girl, if you can 

whose mouth and ears have not been made a regular higway by some man or 

another" (ibid). Hardy represents the sexuality of two women boldly in the 

conventional society. As Kristin Brady observes: 
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Miss Aldclyffe does not consistently isolate herself, moreover, from patriarchal 

construction of her sexuality. First, she is attracted to Cytherea partly as the daughter 

of her lost male lover. Second her passion for vicarious pleasure eventually takes the 

form of forcing a marriage between Cytherea and her son, the living proof of her 

ruined state. Here the maternal impulse seen as so central in woman by Victorian 

culture and by Hardy's narrator overtakes Miss Aldclyffe's desire to find a love outside 

patriarchal definitions (Kristin Brady: 1993, 93). 

Hardy incorporates the lesbian scene in the novel to challenge the 

male construction of female sexuality and hints at the re-structuring of gender 

relationship in the patriarchal society. J. Charvet comments that 'the 

overthrow of patriarchy requires a complete sexual revolution which would 

destroy the traditional taboos on homosexuality' (Charvet: 1982,123). 

Through this sensational fiction Hardy explores not only criminality and 

aberrant behaviour but also explores the ideological pressure on the 

vulnerable Cytherea not only by the people closest to her but also by the 

society in general The conventional idea of duty, self-renunciation, exploits 

Cytherea and she as an individual had been brought to bear different social 

pressures. Michael Millgate observes that "Cytherea certainly anticipates Tess 

in her combination of sexuality and passivity" (Millgate: 1994, 33). He 

expresses his sentiment against the social ideology and marriage institution 

that exploits the womanhood and denies the right for self assertion. 

Hardy wrote Desperate Remedies to please the publishers who 

rejected his previous novel, and on Meredith's advice' to write a story with a 

plot '(L, 66) he structured the novel in the sensational genre. Hardy 

successfully weaves the different heterogeneous elements into a single strand 

and projects a unified vision about the oppressive codes of the society. Hardy 

incorporated into the novel the Gothic atmosphere giving the plot of 

Desperate Remedies a complex and melodramatic twist. To maintain a 

suspense necessary for a mystery novel he unfolds the plot gradually. 

Aeneas Manston, the illegitimate son of Miss Aldclyffe, is moulded in the form 

of a Gothic villain and whose identity and activities are shrouded in mystery 

and suspense. Miss Aldclyffe blackmails Cytherea to be the wife of her 
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illegitimate son, Aeneas Manston. In keeping with the spirit of sensational 

genre Hardy portrays Aeneas Manston as a man "connected with deeds of 

darkness rather than light "(DR, 116). Though the narrator does not disclose 

the real identity of Mr. Manston, he comments that 'some secret bond of 

connexion existed between Miss Aldclyffe and her companion' (DR, 117). 

Miss Aldclyffe shapes the situation in such a way as to force Cytherea to 

accept Manston as her husband. Miss Aldclyffe sends Cytherea to Manston's 

house to collect subscription for a lady's charitable fund. Cytherea finds 

Aeneas Manston 'dark in outline' and 'of towering height his eyes penetrating 

and clear'. Cytherea's first encpunter with Manston places Cytherea before 

the eyes of Manston as a sexual prey. Manston tempts Cytherea to fall in love 

with her. The encounter scene is tinged with sexuality : "Thus the touch of 

clothes, which was nothing to Manston sent a thrill through Cytherea, seeing 

moreover, that he was of the nature of mysterious stranger" (DR, 136) . 

"Cytherea was swayed mto emotional opinions concerning the strange man 

before her, new impulses of thought came with new harmonies and entered 

into her with a gnawing thrill" (DR,139). T.R. Wright in his book Hardv the 

Erotic (1989) observes: 

The erotic atmosphere of the novel grows even more humid as Manston takes 

advantage of a storm, whose outer raging acts as a clear Index of Cytherea's ipner 

turmoil to impress her with the power of his organ. . .His reverberating tones cut 

through her surface personality, stirring hidden depths of passion: they shook and 

bent her to themselves, as a gushing brook shakes and bends a shadow across its 

surface she finds herself literally speechless, reduced to a silent admiring gaze, 

'Looking with parted lips at his face' (167-8). Her sense of identity, the stable image 

she had of herself as a coherent personality, has been shattered (Wright: 1989, 42). 

The author very skillfully weaves into the narrative the sexual scene so 

that the fastidious tastes of the critics and readers may not be outraged. As 

Penny Boumelha observes, "by exercising this kind of imaginative 

precensorship of his own Hardy managed on the whole to retain the sexual 

character of such episodes, at the same time preserving the decencies of the 

three-decker". (Boumelha: 1982, 30). 
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The plight of Cytherea worsens as Aeneas Manston, the illegitimate 

son of Miss Aldclyffe falls in love with her. She is compelled by her brother's 

illness and Springrove's desertion to embrace Manston. The author stresses 

economic vulnerability of Cytherea. She in spite of herself submits to the 

economic manipulation of Manston. The narrator brings out Cytherea's 

gradual exposure to Manston's blackmailing, and she comes to think, "To 

marry this man was obviously the course of commonsense to refuse him was 

impolitic temerity. There was reason in this. But there was more behind than a 

hundred reasons - a woman's gratitude, and her impulse to be kind" (DR, 

229). 

Hardy shows emotional conflict in Cytherea at its height as she was 

pressurized to choose Manston. The narrator informs that "the matter had 

come to a crisis: she must once and for all choose between the dictates of her 

understanding and those of her heart" (DR, 232). These emotional conflicts 

characterize Hardy's latter heroines. The author shows that Cytherea is forced 

to take up the stereotypical role of Manston's wife. As Jane Thomas observes, 

"In the absence of a viable alternative self conceits she is reduced to the 

helplessness and enforced abnegation of desire which was to characterize 

Hardy's later tragic novels" (Jane Thomas :1999 , 64 ). Hardy shows Cytherea 

as the society's victim of economic and social pressure upon her. She is 

forced by her brother's lameness to be blackmailed by Aeneas Manston. 

Cytherea finding no other way submits to Manston. This passive victimization 

of Cytherea anticipates Toss's submission to the aggressive sexuality of Alec 

D' urbervilles. Both Cytherea and Tess are victim of society's ideology of 

womanly duty and self sacrifice. The narrator stresses her ideological role 

when Cytherea denying her inner feelings for Springrove, 

Persuades herself that a kind of heroic self-abnegation had to do with the matter, she 

became much more content in the consideration of it. A willful indifference to the 

future was what really prevailed in her, ill and worn out as she was, by a perpetual 

harassments of her sad fortune, and she regarded this indifference as of her gushing 

natures will under such circumstances, as genuine resignation and devotedness (DR, 

233). 
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The author shows Cytherea as passive, self-effacing and with 

abnegation of desire. Hardy in his earlier novels upholds the ideology of 

womanhood in spite of his original intention to expose the victimization of her. 

He rather tactfully imposes a conventional narrator's voice to evade the 

searching and orthodox eyes of the critics. The narrator endorses womanly 

virtues of family duty, self sacrifice and self effacements In Cytherea. Hardy, 

after the rejection of his first novel, was careful about pleasing the orthodox 

critics and readers. He seems to have compromised his position by 

Cytherea's conventional role. The narrator supports Cytherea's self-sacrifice 

for the benefits of the family and comrnents that "by a slight sacrifice here she 

would give happiness to atleast two hearts whose emotional activates were 

still unwounded. She would do good two men whose lives were far more 

important than hers" (DR, 233). The author rather ironically shows the 

oppressive nature of Institutionalized codes of marriage when Cytherea 

supports her decision to marry Manston. "Yes," she said again, "even 

Christianity urges me to marry Mr. Manston" (ibid). As George Wotton 

observes: 

Women live their subjection In ideology through the roles which have been assigned 

to them as the Other. Captured by the masculine gaze, interpellated as subject, 

subjected to the myth of being the weaker sex and recognizing themselves in that 

image.they behave accordingly. Sometimes they appear to behave, as though in 

expiation of their inner guilt of being woman, 'perversely' and even masochistically, as 

they 'court their own discomfiture by love' like Eustacia, or like Grace Melbury who 

took her scourging to their exquisite extremity', or Sue who acts 'for the odd and 

mournful luxury of practicing long-suffering in her own person (Wotton: 1982,127). 

The Victorian institutionalized values of marriage destroy Cytherea's 

integrity as a woman. Hardy exposes the religious code that reinforces the 

Victorian ideology of marriage. The conventional religion remains ingrained in 

Cytherea's mind. The narrator infonns that the illogical power found in women 

"not only of kissing, but of delighting to kiss the rod by a punctilious 

observance of the self-immolating doctrines in the sermon on the Mount" (DR, 

217). The observation satirizes "the illogical power" in general, but the 

narrator focuses on the spiritual resources for the ethics of self-sacrifice. 
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Hardy questions the religious impact of marriage on the personality of a 

woman. In his last novel Jude the Obscure he came to attack the institution of 

marriage more vehemently. 

Through the melodramatic plot of the novel Hardy expresses his anger 

and dissatisfaction against the Victorian code of marriage that circumscribes 

the freedom of choice between, "the dictates of her understanding and those 

of her heart" (DR, 232). He shows Cytherea powerless against the patriarchal 

marriage ideology and she is unable to rebel aganist the society. This 

powerlessness of Cytherea against the social codes imparts to her 

representation a tragic colour. Hardy attacks the institution of marriage in this 

novel. The marriage ideology the author shows stiffles the individuality of 

women and denies any self fulfillment. Hardy's view of the marriage codes 

became more and more gloomy in each of his successive novels, and 

especially in his last three novels he bitterly attacks the conventional marriage 

laws that deprives women of their autonomy and individuality. The narrative 

shows excruciating conflict in her mind when by accepting certain conventions 

as norms of her life, Cytherea is unable to recognize the constructive nature 

of society which conditions men, women and all discourses to maintain 

women as "willing slaves" .As Margaret Mead observes, "Society assigns 

different roles to the sexes, surrounds them from birth with an expectation of 

different behaviour, play out the whole drama of courtship, marriage, and 

parenthood in terms of types of behaviour believed to be innate and therefore 

appropriate for one sex or for the other" (Margaret Mead in Alice Rossi 

(ed)1973.659). 

Her brother, Graye, reminds her sister about her duty to society and 

tells her to disregard her emotions about Springrove. He urges her to marry 

Aeneas Manston, "Act in obedience to the dictates of commonsense and 

dread the sharp sting of poverty" (DR, 241) .Neglecting the dictates of her 

heart for Edward Springrove Cytherea decides to follow Owen's selfish 

advice. Cytherea anticipates Tess in her economic vulnerability and sexual 

passivity. Owen Graye's crippling illness propeis Cytherea on the verge of 

mental break down and she readily accedes to Manston's blackmailing .Miss 
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Aldclyffe being inspired by Cytherea's change of mind towards IVlanston 

advises her to court IVlanston and thus to avoid the jaws of poverty. The 

narrator brings out Cytherea's gradual surrender to Manston's clutch. When 

she finds her ailing brother recuperating from illness with the financial help of 

Manston she thought," To marry this man was obviously the course of 

commonsense to refuse him was impolitic temerity. There was a reason in 

this .But there was more behind than a hundred reasons - a woman's 

gratitude and her impulse to be kind "( DR, 229). The narrative shows extreme 

mental conflict in Cytherea's mind before her submission to Manston's 

marriage proposal The narrator asks "Considering his kindness to her 

brother, his love for herself, and Edward's fickleness, ought she to forbid him 

to do this?"(DR, 330). The narrator informs,' "She could dally with her 

perplexity, evade it , trust to time for guidance , no longer . The matter had 

come to a crisis: she must once and for all choose between the dictates of her 

understanding and those of her heart" (DR, 232). 

At the marriage ceremony she catches sight of Edward and her old 

passion for him comes back. For a moment she forgets herself and declares, 

"I love Edward Springrove with all my strength and heart, and soul. You call 

me a wanton for it, don't you? I don't care I have gone beyond caring for 

anything" (DR,250 ). Owen Graye insists on her disregarding her own feeling 

for Springrove and if needed practicing hypocrisy for the sake of social 

respectability. He advises Cytherea, "Your duty to society and those about 

you, requires that you should live with (at any rate) all the appearances of a 

good wife and try to love your husband" (DR, 251). However, Cytherea's 

sensibility revolts at the selfish advice of her brother. She found selfish motive 

behind her brother's advice to marry Manston. Cytherea quickly realizes her 

situation and exclaims, "Marrying for a home- what a mockery it was" (DR, 

249). Her individual cry against the exploitative code of the society is shown 

by the author in the following lines: 

"Yes, my duty to society" she murmured 'But ah, Owen it is difficult to adjust our outer 

and inner life with perfect honesty to all! Though it may be right to care more for the 

benefit of the many than for the indulgence of your own single self, when you 
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consider that the many and duty to them, only exist to you through your own 

existence, what can be said ? What do our own acquaintances care about us? Not 

much, i think of mine. Mine will now (do they learn ad the wicked frailty of my heart 

in the affair) look at me, smile sickly, and condemn me. And perhaps far in time to 

come, when 1 am dead and gone , some other's accent or some other's song , or 

thought like an old one of mine will carry them back to what I used to say and hurt 

their hearts a little that they blame me so soon (DR,251). 

This emotional conflict is more prominent in his later novels. We find 

that the heroines of Hardy's later novels are broken down mentally and 

physically by the hypocrisy and oppressive codes of the social institutions. 

Broken down mentally, they are either to compromise their ideas or court 

death. The heroine of Hardy's first novel Is weak to resist the ideological 

pressure upon her. She ultimately resigns to her brother's point of view and 

marries Aeneas Manston, the man whom she detests. Cytherea like Tess 

accepts sexual aggression of Aeneas Manston passively .Cytherea is 

rewarded at the end with a husband and the novel ends with a conventional 

marriage that provides the happy ending. Her passivity against the injustices 

and inequalities of the society is stressed. She can not come out of her 

stereotypical role. As George Wotton observes, "When women experience 

their sexual domination and exploitation ideologically as the inevitable 

consequences of their natural inferior position they are deprived of the ability 

to defend themselves" (Wotton: 1982, 128). This shows Hardy's compromise 

with the Victorian values, although those values themselves are not left 

unscrutinized. 

It is evident that Cytherea's uhhappiness grows out of her forced 

marriage to Aeneas Manston. She stiffles her love for Edward Springrove. As 

Patricia Ingham observes, "In spite of the male narrator's theology of woman, 

he allows another discourse to emerge which speaks of how a sensitive 

woman may experience social and individual pressure upon her. Through him 

not polemic but her new perceptions, begin to speak" (Ingham: 1989, 21). 

Cytherea's weak personality before her marriage with Manston is traced. An 

autonomous desire may yet be detected in her outcry against the social 

pressures. However, the Victorian ideology demands she must be divested of 



31 

her desire for autonomy and self assertion. After the death of Aeneas 

Mansion she is shown to choose her inconstant lover Edward Springrove. 

Cytherea is shown to have accepted the traditional role as the wife of 

Springrove. This is the Victorian ideal of womanhood. 

The ending of the novel shows the traditional closure. It ends with a 

conventional marriage that provides the happy ending. Hardy compromised 

with the conventional Victorian ideology in spite of the manipulation of 

Cytherea. A girl who has lost her virginity though unwillingly is stigmatised by 

the society as a fallen woman. The narrator stresses on Cytherea's 

miraculous escape from the clutch of her sexual oppressor. This is in keeping 

with the demands from the literary decorum and tastes of the conventional 

readers. As Catherine Neale in her essay "^Desperate Remedies; The Merits 

and Demerits of Popular Fiction" observes that 'throughout the details of train 

timetables, telegrams, hotel proprietors and lawyears. Hardy manages to 

avoid spelling out the unspecified disgrace, that she will have lost her virginity 

before Edward and Owen reach her' (Neale :1993,115 -22). 

The Hardy narrator interprets Cytherea's role in terms of contemporary 

discourse on femininity and female sexuality. The contemjDorary scientific 

discourse on femininity identified woman with the biological role. She was 

considered an instrument of production, and hence her intellectual activates 

remained subordinated to her reproductive role. Herbert Spencer identified 

woman with her biological entity. He argued that the reproductive role of 

women diminishes the intellect in them. Irrationality, inconstancy and 

capriciousness predominate in women's nature. Therefore, they were 

assigned the role within the domestic sphere, whereas the male members 

were given the role of intellectual activities and adventurous jobs. This 

contemporary discourse on female sexuality stresses their sexual passivity 

and inborn inclination towards motherhood. This discourse of femininity 

reinforced the inferior status of women in the society. 

In Desperate Remedies the narrator projects Cytherea as weak, fragile 

and hysteric. The narrator's anti-woman generalisations are scattered 
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throughout the novel. Cytherea's womanly weakness at the marriage 

ceremony and her hysteric outburst at the sight of his beloved Springrove 

establish her essentiality as woman. Cytherea's representation, therefore, 

contradicts with the authorial narrative voice. Hardy in spite of himself 

represented Cytherea's submission to the social pressures. A contradiction is 

observed in Cytherea's representation. Though Cytherea's ideological 

submission is shown by the author, a new perception is also discerned in 

Cytherea. As Patricia Ingham points out, "In Hardy's early novels women 

begin occasionally to experience themselves as well as others with a sense of 

enhanced, not diminished self. In the later novels this struggle for autonomy is 

more extensive and more explicitly articulated" (Ingham: 1987, 7). Through 

this melodramatic novel, however. Hardy projects his gloomy vision of the 

predicament of the helpless women in the society. Cytherea's inner 

aspirations find no space in the male - dominated society .Cytherea's flexible 

personality becomes an easy prey to the power game of the society and her 

desires and womanly aspirations are controlled by the male dominated 

ideology of the society. In this novel Hardy indirectly accuses the values of the 

patriarchal society that expects self -sacrifice only from women and fails to 

provide fulfillment to them. 

However, Cytherea, despite her traditional role is shown slowly to have 

moved away from a static state towards a new identity and new dimension, 

thereby appearing to be much more challenging than their perfectly angelic 

counterparts. Cytherea, Hardy's first woman character, developed positively 

towards a more complete awareness of the potentialities as a woman, but she 

also shows Hardy's awareness of the social situation of the day. The social 

situation, along with the economic and the legal implications finds a critical 

exposure through Cytherea. Hardy's presentation of Cytherea's unhappiness 

in life has been well documented in terms of the legal systems of the society. 

Hardy believed that in a society where social conventions were in conflict with 

the inner aspirations and natural inclinations of the women, there is little 

chance of happiness for them in such a society. The development of 

Cytherea's character is marked by changes in her emotional states resulting 

from the changing circumstances of her life. She is provided by Hardy with the 
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power of self -exploration that characterizes the later heroines of Hardy. Her 

powerlessness becomes more poignant with the development of the plot of 

the novel. The plot of the novel develops in parallel with her transition from 

one state of awareness to another- her traumatic childhood, her relationship 

with Miss Aldclyffe and her changing relationships with her selfish brother 

Owen and her lover Springrove. Compromising with the traditional closure of 

the novel, Hardy has shown Cytherea's acceptance of the bond of marriage 

with her selfish lover Springrove. The author has already demonstrated 

disillusionment in her about the institution of marriage. Cytherea's tragic 

awareness of the true nature of marriage is noted by the author. Pointing out 

with irony, Hardy states that women are forced to embrace marriage and 

matrimony In a male dominated society. Throughout his career as a novelist 

Hardy's attacks against the institution of marriage became more acute and it 

culminated in the Jude the Obscure. No wonder, in his next novel A Pair of 

Blue Eves Hardy subverts the traditional plot showing Elfride accepts death 

rather than the bonds of matrimony, and thus she escapes the inequities of 

the codes of marriage. Cytherea's struggle to find a place in society is carried 

fon/vard by Elfride in the next novel A Pair of Blue Eves. 
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Chapter-III 

A Pair of Blue Eyes 

A Pair of Blue Eyes continues interrogation of the society's gendered 

ideology and the forces that victimise woman. In Desperate Remedies, the 

heroine Cytherea Graye struggles against the prevalent social forces to get 

womanly fulfillment in the male dominated society. She is defeated by the 

social forces and at last submits to the ideological role. But in A Pair of Blue 

Eves. Hardy seems to have been able to break away from the patriarchal 

ideology. It is evinced in Elfride Swancourt who can be shown to have come 

out of the traditional role of the Victorian woman. She with her vibrant 

sexuality, fiction writing, adventurous undertakings and secret elopement 

breaks the idealized code of womanhood. The author shows her victimised by 

the patriarchal ideology of purity and sexual prudery. Like Tess she is the 

victim of society's notion of sexual morality and double standard. Hardy shows 

that the conventional values of the society cannot tolerate Elfride's sexual 

vitality, her frank and outspoken (ovemaking, romance writing, and expedition 

on the cliff. Rather society condemns her extreme vitality as 'unfeminine'. The 

two male lovers who came in Elfride's life could not see her true self due to 

their ideological vision of womanhood. They judge her for her negligible 

womanly indiscretions. But they cannot love her for her infinite capacity for 

loving. For her unconventional role in the conventional society it is mandatory 

on her part to accept death. She transgresses the conventional ideology and 

meets with punishment. Like Tess, the author, however, shows her essential 

purity and innocence. 

The plot of the novel A Pair of Blue Eves is chiefly Victorian. The 

characters of the novel are the bearers of traditional Victorian values .As 

Susan Wlendus and Jane Kendall observe: "Victorianism' is generally 

understood to mean sexual double standard, hypocrisy and prudery among 

the middle classes" (Mendus and Rendall: 1989, 5). The gendered 

relationship in the novel is influenced by the sexual code which is constrained 

by Victorian convention. The conventional sexual codes demanded from 
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women were sexual ignorance and purity. The contemporary discourses in 

different contexts, for example, religious, philosophical, medical and literary, 

reinforced the sexual subordination of women. Family as a social institution 

advanced the theory of separate sphere of man and woman. Women were 

allotted the work in domestic sphere and men in the external world. In family 

the relation between the sexes were governed by a fundamental principle, the 

subordination of woman to man. This was the deep rooted heritage of the 

age-old division of production and reproduction. The model to which social 

pressure made people conform reflected the values and mandates of classic 

patriarchal society to a fundamental principle, the subordination of woman to 

man, that Is, the authority of husband over wife, father over children. The 

Victorian bourgeoisie skillfully took up this rural model and adopted It to an 

urban and industrial society. At the base of this was of course the division of 

roles and masculine superiority. The break-up of old communal ties, the 

triumph of individualism, and the commercial economy and the substitution of 

an exchange value for a utility value reinforced man's superiority In the family 

and the society . The woman, on the other hand, found herself exalted and 

put down at the same time. Whole moral and religious considerations were 

subtly blended with economic needs. However the most remarkable aspect of 

the society were sexual repression and masculine hypocrisy. As Susan 

Mendus and Jane Rendall note, "What were emerging were new and powerful 

ways of ordering disruptive forces of sexuality, not by legislation or 

ecclesiastical penalties but through qualities appropriated to masculinity and 

femininity. New kinds of sexual order were embedded within the family within 

the separate worlds of men and women" (Mendus and Rendall: 1989, 5). It 

was mandatory on the part of women to be innocent sexually, and society 

constrained women's sexual behaviour by imposing on them ideological roles. 

The image of woman as sexually innocent and passlonlessness was 

projected by the masculine Ideology. Therefore the male ideology gave the 

concept of two types of womanhood: Madonna and Whore. A woman who did 

not conform to Victorian Ideology of womanhood was termed 'whore' or 

'fallen'. This contradiction in the representation of womanhood remained in 

the society. Hardy challenged this Victorian construction of femininity showing 

how his heroine breaks the barrier of masculine ideal and thus strikes at the 
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very base of partriarchal structure. Hardy as a lover of womankind was 

sensitive to the issues of the contemporary 'Woman Question'. Being a writer, 

he believed that in the traditional plot of the novel marriage began to assume 

central ideological function concealing the real power-relations between man 

and woman. Even risking censure of the orthodox critics Hardy broke away 

from the Victorian conventional plot, ending the novel without the ringing of 

the marriage bell. Like the radical feminists, Hardy did not believe in the 

traditional marriage ideology and in his later novel he came to attack the 

codes of marriage more bitterly. Hardy found that the conventional marriage 

denied a woman her power of self-determination and recognised no 

individuality in her. As Joseph Allen Boone observes: 

In the traditional love - plot, the sexual ideology has been most forcefully registered in the 

fictional idealization of the married slate as the individual's one true source of earthly 

happiness. Likewise, the povt/er of the fictional marriage tradition owes much of its idealizing 

appeal to its manipulation of form to evoke an illusion of order and resolution that, as we have 

seen, glosses over the contradictions, the inequities, concealed in the institution of marriage 

itself (Boone;1987, 9). 

Rosemarie Morgan in Woman And Sexuality in the novels of Thomas Hardv (1989) 

observes: 

Marriage saves all, ensures happiness ever after, but before receiving her prize of husband 

and marriage, convention dictated that the heroine should be brought to acknowledge her 

deficiencies, should then become penitent, should then reform. Love and courtship were thus 

co-terminus with moral reformation, and getting- married- and living- happily-ever-after 

provided the most desirable consummation for both characters and plot. (Morgan; 1988, 3). 

Hardy along with George Meredith and Gissing joined the battle for 

artistic freedom of presenting Victorian women as breaking the shackles of 

marriage and matrimonial bond. They tried to infuse into the women 

characters the impulses of re-structuring the man woman relationships. Hardy 

and his fellow novelists felt the necessity of moulding the women characters in 

flesh and blood reality. As Patricia Stubbs observes, "They almost had to re

invent women in the novel introducing the inner conflicts and sexual feelings 

which had been denied to women in English fiction for neariy a century" 

(Stubbs:1979, 58). As a writer, Hardy insisted on the need for candour in 
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dealing with the matters of sex. As Lolyd Fernando in his book 'New Women' 

in the Late Victorian Novel ' (1977) observes, 

As a writer Hardy Insisted on the need for candor in dealing with matters of sex. In 

another symposium, he wrote "Life being a physiological fact, its honest portrayal 

must be largely concerned with, for one thing, the relations of the sexes, and the 

substitution for... [happy endings] catastrophes based upon the sexual relationships 

as it is". The tragedy of sexuality !ay in its waywardness, its unpredictability: desire 

cooled easily, and men and women sought new objects of pleasure because sexual 

passion ruled them far more strongly than was acknowledged'. In Hardy's view, the 

unreason of sexuality, the inability of men and women either to keep instinct at bay 

or to order it along preconceived paths, under mined the Victorian ideal of marriage 

as an indissoluble tie, and produced the chief conflicts and disasters besetting mortal 

clay ( Fernando: 1977,134). 

Wanting to give his heroine a new image of sexual reality Hardy had in 

his mind, as Rosemarie Morgan observes: "the very real fact of female 

desire, sexual understanding ,erotic love, none of which had any connection 

as far as he was concerned, with physical or moral infirmity with mental or 

moral derangement"(Morgan: 1988,2). Hardy was constrained by the all-

pervasive Victorian convention of representations of subversive woman in his 

novels. Elfride's assertive sexuality, her challenge to the conventional pattern 

of femininity, her confrontation with the patriarchal values posed a serious 

problem to Hardy in terms of Victorian proprieties. Hardy as a rising novelist 

did not dare to clash with the orthodox critics. 'Rather he resorted to 

concealment of his intention by deliberately imposing on the narrative 

structure the voice of a 'proprietary narrator" (Morgan, 1988) who denounces 

Elfride's 'unfeminine role' and at the same time endorses her unconventional 

role. Thus a contradiction is generated in the narrative structure camouflaging 

author's vindication of his 'unconventional' heroine. Rosemarie Morgan 

observes that' the contradictoriness occasioned by the asides persists 

unifonnly and with such frequency that I am persuaded of a purposeful 

conflict, an intentional conflict, thrust by Hardy into the text as he grapples, on 

the one hand, with an unconventional heroine, and on the other, with the 

Grundiysts looking, as it were over his shoulder'(Morgan:1988,13), Hardy in 
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his later novels reflected this strategy, where he personally came to defend 

his heroine's sexuality and denounced prevailing sexual ethics, and sexual 

double standards. The Victorian social ideology demanded that a woman who 

transgresses the codes of femininity must be punished by withholding the 

patronages of her husband or lovers and dubbing her a 'fallen woman'. Hardy, 

in order to vindicate Elfride's sexual vitality and self-assertion tactfully, 

subverts the ideology showing Elfride outshining her two lovers who 

accidentally came into her orbit. She with her frank sexuality, loving 

personality and risk taking mentality rises above her lovers, Stephen Smith 

and Henry Knight, represented by the author as lacking in moral honesty and 

clarity of vision. Hardy did this willingly to demolish the conventional image of 

the male. They lack in moral stature and fail to infuse into the novel the 

conventional chivalric pattern i.e. men as the heroic rescuer and initiator of 

sexual relationships while women as the passive receptor of the male heroic 

exploits. Hardy reverses the pattern of the conventional Victorian novel. As for 

young Elfride's freedom from the conventional femininity, she is frank and 

outspoken in her sexual relationship with her lovers, her bareheaded 

unfettered movement on horse back, her attempts of romance writing and 

finally a heroic rescuer of Henry Knight breaks the received image of 

femininity. Rosemarie Morgan says, "this reversal of roles blatantly 

transgressed convention and openly subverted the ethical codes of the 

culture. Male control of the female depends in large measure upon his 

activating , and thereby regulating, her sexual responses and thus 

maintaining his supremacy" (Morgan:1988,8).Stephen Smith's lack of virility 

and initiative to claim Elfride from her father and Henry Knight's traditional 

morality and sexual frigidity brings down the heroine to the level of a 'fallen 

woman.' 

The novel opens with the description of Elfride. She is seen by the 

narrator not as a fully grown woman, her presence can only be perceived. As 

the narrator observes, "As a matter of fact, you did not see the fonri and 

substance of her features when conversing with her" (A Pair of Blue Eves.8. 

henceforth referred to as PBE). "Her personality is scarcely formed as she 

had lived all her life in retirement-The monstrari digital of idle men had not 
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flattered her, and at the age of nineteen or twenty she was no further on in 

social consciousness than an urban young lady of fifteen" (PBE 8) Elfride like 

the early Hardy heroine represents contradictory traits of personality in her. 

The narrator informs "Elfride Swancourt was a girl whose emotions lay very 

near the surface" (PBE 51). The conventional narrator shows Elfride as 

emotional, capricious and childish. The narrator emphasizes her youthful 

inexperience in early chapters of the novel. But at the same time she is also 

shown in the role of a nurse and a perfect host to Stephen Smith. The narrator 

confirms Elfride's inadequate exposure to the process of socialization. 

However, she in her isolated existence acquired some of the etiquette of a city 

woman by dint of her reading novels and magazines that she subscribed to 

regularly. As Jane Thomas In her book Thomas Hardv: Femininity and 

Dissent observes, "She is isolated in the remote rural enclave of St. Juliet and 

permissively parented by her father. At this stage of her development she has 

had little experience of the disciplinary technique incumbent upon her urban 

equivalent" (Jane Thomas:1999, 70). Elfride with her unfettered movement on 

the rectory, her self-expression through romance writing and vibrant sexuality 

takes a rather 'unfeminine' role before the eyes of the patriarchal society. 

Society demands in her stillness, passivity and passionlessness. But in a bid 

to break the conventional image of womanhood Hardy shows Elfride's self-

assertion through romance writing and her assertive sexuality as something 

healthy and normal. She is neither morally degenerate nor an 'angel in the 

house'. But the conventional ideology demands that a woman whose role 

borders on 'unfemininity' must be punished by stigmatisation and withholding 

of male patronage. Elfride's relationship with each of her lovers places her in 

the discourse of sexuality. The discursive nature of female sexuality identifies 

female body with 'sex' and simultaneously the discourse denies the sexual 

feeling in her. The society demanded that a woman must be purged of her 

sexual feelings and an 'aberrant' womanhood must be brought to discipline by 

the patriarchal institutions. 

Hardy represents Elfride in the backdrop of the relationship between 

Stephen Smith and Henry Knight, the two male lovers of Elfride. In Hardy's 

novels women lose their autonomy and identity as soon as they come in 
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contact with the male world. The male ideology of women circumscribes their 

freedom and spontaneous sexuality .Hardy reworks the theme of his first 

novel The Poor Man and the Lady in Elfride - Stephen Smith relationship. 

Here the poor man is represented by plebian Stephen Smith and Elfride 

becomes the Lady. Stephen Smith,a young architect, who is the son of a 

master mason comes to Endelstow on a architechtural mission hosted by 

Mr. Swancourt, the rector of the church. Elfride Swancourt, the daughter of a 

snobbish rector, plays the role of a perfect hostess. When Stephen is sent to 

the Endelstow rectory to restore the church, he and Elfride fall in love, 

encouraged by Swancourt, who does not know Stephen's parents are among 

the lower ranks of his own parishioners .The narrator describes Stephen 

Smith as a 'youth in appearance, and yet a man in years' (PBE, 6) and 

stresses on the feminine aspects of his appearance: 

His complexion was as fine as Eifride's own; the pink of his cheecks almost as 

delicate. His mouth as perfect as Cupid's bow in form, as cherry-red in colour as hers. 

Bright curly hair; bright sparkling blue-green eyes; a boy's blush and manner, neither 

whisker nor moustache, unless a little light brown fur on his upper lip deserved the 

latter title: this composed the London professional man, the prospect of whose advent 

had so troubled Elfride (PBE.60). 

Hardy subverts the notion of man -woman relationship - man as the 

dominant protagonist and woman as the submissive, self-effacing, self-

deprecating being. Elfride takes a rather dominant position in this relationship 

and controls the situation. As Pamela Dalziel observes, 

Her interactions with Stephen, however, create a more complicated representation: 

initially awed by him, she quickly takes up a more dominant position, observing, 'you 

are not critical', or experienced or-much to mind. Her self-assertion increases in 

proportion to his self-effacement. As his lack of a gentleman's experience gradually 

reveals itself in his odd manner of holding chess pieces, his non-standard Latin 

pronuncintion and his inability to ride, Elfride increasingly takes control of the 

situation, allowing him to win at chess, appearing and disappearing at will during their 

excursion to Windy Beak and ruling his heart, 'with absolute despotism'. After the 

secret of Stephen's origins is discovered it is she who breaks her father the news of 
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their wish to marry, arguing 'gallantly in her attempts to control his opposition (Pamela 

Dalzlel, Introduction to A Pair of Blue Eves. 1988, xxii). 

Hardy symbolically establishes Elfride's supremacy over Stephen 

Smith through the chess game. The author shows Elfride's dominance 

over the novice chess player Stephen Smith, Through this chess game 

Hardy subverts traditional concept of womanhood. As Mary Rimmer 

observes, 

Hardy's use of chess-game motif is specially provocative in A Pair of Blue Eves. 
where chess matches are the most resonant of the parallel events in Elfride 
Swancourt's two successive relationships . These two matches structure, develop 
and symbolize the currents of social and sexual dominance that defines Elfrides 
relations with her two suitors (Mary Rimmer in Margaret R. Higonnet (ed) 1993, 205). 

Elfride -Stephen Smith relationship is dominated by class theme rather 

than the gender theme. The pfebran origin of Stephen Smith disqualifies him 

as a suitor of Mr. Christopher Swancourt's daughter. The author depicts Mr. 

Swancourt as a comic character. Through the character of Mr. Swancourt 

Hardy satirizes the materialistic clergy. Mr. Swancourt for his material 

advancement marries a wealthy widow Mrs. Troyton. A snobbish and 

unprincipled clergy, Mr. Swancourt wants to attain a higher class mobility 

through marriage of his daughter with an aristocrat. Stephen Smith with his 

plebian origin, wrong Latin pronunciation, self-effacing mentality and 

ignorance of horse riding is more marginalized than Elfride. As Patricia 

Ingham observes *ln early Hardy works, including A Pair of Blue Eves, the 

categories of woman(usually Lady) and poor man are not always discrete and 

that woman becomes a vehicle of metaphor for the socially disadvantaged 

male' (Ingham, 1989,53-54). Hardy represents Stephen Smith with the fervour 

and imagination of his first romantic association in Cornwall during his 

courtship with Emma Gifford, his first wife. Stephen Smith shares similar class 

position with Hardy. Stephen Smith is shown by the author as a victim of class 

prejudice in the Victorian society. This class vision, as George Wotton 

observes: 



42 

always has the status in Hardy's writing of a form of blindness. Swancourt sees 
Stephen as one man when he believes him to be a member of the aristocratic 
Fitzmaurice Smith's but as a totally different man when he find that he is the son 'of 
one of my village peasants'. In vain does his daughter plead that he is the same 
man....The same in every particular (Wotton:1982, 83). 

Elfride shows her readiness to fight with her class obsessive father. 

Elfride is shown by the author free from any class prejudice and she boldly 

proposes to Stephen to solemnize their marriage in London. The author 

castigates an effeminate Stephen who fails to claim Elfride from her snobbish 

father. Elfride's daring personality instigates the weak and directionless 

Stephen to marry secretly, and thus Stephen's weak personality is stressed 

by the author. As Rosemarie Morgan observes, "Stephen's discovery of 

Elfrides engagement to Knight in his absence spurs no hot pursuit, no valiant 

attempts at reconciliation, but instead a passive if not unconventional retreat 

from the locality" (IVIorgan:1988,12). Elfride becomes a victim of double 

standard of society's sexual morality. When she returns from London 

unmarried, she becomes a subject to the scrutiny of conventional morality and 

the society condemns her as a fallen woman, whereas the society absolves 

Mr. Smith of the charge of sexual immorality as he happens to be a male 

member of the society. As Mary Rimmer observes: 

Elfride's anomalous position after her abortive elopement resists conventional 

definition and leaves her without firm connections to either Stephen or her father. 

Although technically she has not 'fallen', she resembles' a fallen woman' in her 

inability to be assimilated within orthodox.(i.e. male-headed) family structures, she is 

neither married nor openly engaged, nor still unequivocally an inexperienced girt 
* 

(Mary Rimmer: 1993,209). 

Elfride's indiscreet decision of elopement and her past love affair with 

Felix Jethway, the son of widow Mrs. Jethway, exposes Elfride to the 

disciplinary action by the patriarchal society. As Jane Thomas observes: 

The woman who failed to discipline herself or who sought agency and freedom 

outside the conventional boundaries of femininity was threatend and contained by the 

stigmatisation of sexual looseness and punished by the withholding of male 



43 

patronage, the consequences of which were severe in a society where women were 

systematically excluded from access to gainful employment in their own right. It is 

Stephen's failure to incite Elfride to the proper management of desire or to contain 

that desire by making his wife that renders her so deficient when subject to the 

'normalizing gaze' of the 'manly' Henry Knight' {Jane Thomas:1999,72). 

Elfride's attempt to evade the consequences of abortive elopement 

fails miserably due to the double standard of the prevailing sexual ideology. 

She is forced to take the stigma of a fallen woman and the society considers 

her indiscretions as something irreversible and inexcusable. This double 

standard of the contemporary sexual morality is presented by Mr. Henry 

Knight, a heavy - weight bourgeois intellectual and who looks upon woman 

not as an individual but 'as a mass of generalities'. As Penny Boumeiha 

observes, 

Clare is prefigured by Henry Knight in A Pair of Blue Eves who adopts the official mid-

Victorian view of women as creatures of effortless sexual immaculacy. In contrast to 

Clare's relatively crude application of double-standard in the later novel, Knight takes 

chastity as a principle to which he adheres equally in his own conduct. His prudish 

over-prizing of his virginity contrasts with Elfride's franker and more impulsive 

sexuality (Boumelha:1982, 45). 

Elfrides earlier independence and defiance of conventional role over 

was shadowed with the advent of Henry Knight at the Endelstow vicarage. 

The reviewer and the reviewed come face to face '(PBE 211). Mr. Knight 

considers Elfride's effort to gain literary recognition as something unfeminine, 

he prefers conventional role for women: 

'But I would advise you to confine yourself to domestic scenes'. 

'Thank you. But never again!' 

"Well, you may be right. That a young woman has taken to writing is not by any 

means the best thing to hear about her.' 

"What is the best?' 

'I prefer not to say.' 

'Do you know? Then do tell me, please?' 

'Weir - (Knight was evidently changing his meaning) 'I suppose to hear that she has 

married (PBE, 212). 



44 

Henry Knight's patriarchal ideology cannot approve of Elfride's 

unconventional role as a writer. To him a woman's proper place is the hearth 

or home. In fact, the author explores through Mr. Knight the contemporary 

ideology of sex difference and its pernicious effect on man-woman 

relationships. 

Elfride-Kriight relationship is fundamentally based on the prevailing 

sexual ideology disseminated by the discourse of sex difference. The 

Victorian society adopted the politics of silence on sexuality, especially on 

female sexuality. The society desired that women should be not just 

technically pure but innocent in mind and thought as well. This denial of 

knowledge of sex to young English woman gave birth to a super sensitive 

society whose tension and acute fear of sex drew such a distinction between 

what was proper and what was not that it gave birth to Victorian prudery. 

Spheres of existence were much more rigidly separated for the middle class 

Victorian woman than for the working class woman or those belonging to the 

highest aristocracy. The latter were still independent while the middle class 

woman was essentially 'kept' by the society by her husband or other male 

members of the society. This subordination or the inferior status of woman 

was further reinforced by the dominant evolutionary discourse derived from 

Darwin and Spencer. As Jane Thomas in her book Thmos Hardy. Femininity 

and Dissent observes, "[They] regarded the social order as an extension of a 

fixed natural order whose telos was the continuing progress of the human 

species. Consistent attempts were made to fix gender identity in a way that 

fully supported patriarchal capitalism through an appeal to 'Natural Law' 

"(Jane Thomas:1999, 28-31). 

Mr. Henry Knight's traditional ideology reflects contemporary 

contradictory discourse on women and sexuality. His conventional mentality 

cannot approve of Elfride's intellectual self-assertion, bouncing sexuality and 

her demand for recognition as a person in her own right. Mr. Knight with his 

dominant Victorian ideology misconstrues free and frank sexuality of Elfride. 

As a privileged member of the dominant class he thinks it his duty to purge 

Elfride's mind of intellectual aspirations, and normal sexuality. Knight's sense 



45 

of superiority in respect of Elfride reveals his sexist ideology. This ideology 

holds out the idea that women are naturally inferior to men in respect of their 

intellect and other emotional activities. Women take their inferiority as 

something natural and irreversible. It is because they know since their birth 

that their intellectual faculty is less developed than their male counterparts. 

Mr. Knight with his conventional ideology believes that women are more 

interested in jewellery than intellectual exercises. He tells Elfride, "Perhaps to 

a woman it is almost dreadful to think of losing her beauty as losing of her 

reputation" (PBE 386). Mr. Knight's attempt to transform Elfride into a 

childlike, self-effacing, submissive, approval-seeking woman finally succeeds 

and we are informed by the narrator that 'Elfride's mind had been 

impregnated with sentiments of her own smailness to an uncomfortable 

degree of distinctness, and her discomfort was visible in her face' (PBE 234). 

Elfride's sense of inferiority in respect to Knight dominates her mind when she 

thinks, "Ah, what a poor nobody I am!' she said sightng. "People like him, who 

go about the great world, don't care in the least what I am like either in mood 

or feature "(PBE.235). 

Hardy shows the process of the internalization of woman's subjection 

to male domination. A woman takes her inferiority as something natural and 

they try to accommodate themselves to the masculine ideology of the society. 

With the advent of Henry Knight at the Endelstow Vicarage the novel comes 

to the exclusive point-the sexual domination. The author symbolically 

represents Elfride's gradual exclusion from the male-dominated culture 

through the chess game motif. Earlier in the novel the chess game motif was 

deployed by the author in the plot to show Elfride's dominance over Stephen 

Smith. As Jane Thomas observes, 

The chess metaphor permeates A Pair of Blue Eyes. The turning point in the 

relationship between Elfride and her two lovers, Smith and Knight, is" marked by a 

game of chess which can be read as an analogue of the disciplinary technologies 

which produce subjects of class and subjects of sex. The chess board represents the 

Victorian middle class social formation-the contract which conjoins individuals 

together in a society-and the king is a manifestation of Power, which operates by 

categorizing individuals and attaching them.to their identities and which it is in the 
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interests of a patriarchal capitalist society to protect and defend (Jane 

Thomas;1999,76). 

Elfride took seriously the match with Henry Knight and played the 

game more aggressively. She engaged her whole body and mind to win the 

match against her opponent. As Mary Rimmer observes: 

Unsurprisingly then, Elfride goes through a much more intense struggle in the second 

match than in the first. Unlike Stephen she has staked almost everything on the 

game. She wants to use victory over Knight to repair the wounds he has administered 

to her self-esteem in his review, in his refusal to withdraw criticism when they met in 

person, and most recently, in the school masteriy scolding he has given her for her 

daredevil walk around the parapet of the churchtower. For Elfride, the apparently 

neutral ground of chess is almost the only place where she can hope to make this 

claim (Mary Rimmer in Margaret Higohnet(ed) 1993, 210). 

Elfride's defeat in the match creates a severe physical and mental 

strain and Hardy submits to the ideology of the biological construction of 

femininity showing Elfride's reaction "as the sort of 'feminine' inability to cope 

with intellectual stress often cited in the nineteenth century as a reason to bar 

women from professional pursuits, from higher education and from chess 

tournaments" (ibid). 

It is apparent that Mr. Knight's chief attraction to Eifride remains in the 

idea of her 'sexual immaculacy' and in the fact that 'she had barely seen a 

man before him' (PBE246). We are informed by the narrator that 'Stephen 

Smith fell in love with Eifride by looking at her and Henry Knight ceasing to do 

so' (PBE 244).His obsession for finding in Elfride 'the woman with untried lips' 

reflects the contemporary male ideology on female sexuality. The ideology 

disseminated the idea that 'Victorian women had no sexual identity and no 

passions except emotions relating to her home and children. Their purity, the 

most revered aspect of Victorian womanhood, was essentially a product of 

sexual ignorance. The society was afraid of women's sexual freedom but they 

were commended by the same society as guardians of high moral standards 

at home. Hence women were considered both irresponsible for their own 
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actions and totally responsible for those of their family. Of contemporary male 

opinions regarding female sexuality, there is evidence that while Dr. William 

Acton denied female sexuality altogether, Havelock Ellis rejected that theory 

but believed that since female sexuality was passive it was to be initiated by 

the male partner. There was in general a practice of repression of sexual 

emotions. The ideal of restraint or chastity within and outside marriage was 

impinged on women rather than men. There existed within that framework of 

morality, a double standard, where men were concerned. As Constance 

Rover in her book Love. Morals and the Feminists n969) observes: 

There were forces at work in Victorian times, botli in this country and America, 

tending to build up the ideal of the purity of women, Men had traditionally allowed 

themselves a liberty of sexual experiment which they denied to the women of their 

family , but the tendency in earlier times had been to harp upon the inherent 

wicl<edness of women and to consider they needed restraint for this to be kept in 

check .... The standard changed and it became acceptable to look upon women, 

though weak and in need of protection, as pure and, like the Queen, the guardians of 

family life - the 'Angel in the House'. To some extent this could be held to justfy the 

double moral standard. If women were naturally pure (apart from a certain degraded 

group) then the imposition of a high moral standard was no hardship or injustice. 

Also, if men were highly sexed but decent woman were fundamentally incapable of 

enjoying sexual experience, then it was only reasonable that a greater freedom 

should be permitted to men than to women. It was considered that a satisfactory 

relationship could be the better attend if the woman came to marriage totally 

inexperienced (could there be a fear of invidious comparisons ?) and the man had 

had some practice in sex relations ; as initiative lay with the man, the greater his 

experience, the better the marriage. Thus the double moral standard was 

rationalized. If a woman showed an active interest in sex, it was thought she had 

become depraved through addiction to drink orsome other cause (Rover:1969, 44 -

45). 

Hardy being susceptible to oppressive nature of Victorian ideology 

never underestimated female sexuality and he believed that due to constant 

pressure of social norms women were forced to conceal their normal sexual 

instincts. Hardy through Knight's sexual prudery and uncompromising morality 

exposes oppressive side of Victorian double-standard of sexual morality. 

Elfride's sexual appeal at 'Endeistow Tower' creates in Mr. Knight's mind 



48 

revulsion and anxiety about female sexuality. As Rosemarie Morgan 

observes: 

Knight rationalises Elfride's look-at-me sexual display as a vain artifice, not female 
desire expressly testing male response. Moral judgment thus clouds the world which 
his sense perceptions might at first register quite accurately, and female sexual 
receptivity, which urges testing behaviour, is marked down as mere vanity. Knight 
thus enacts the exemplary Victorian, and Elfride's sexuality remains unapproved, 
unproven and (for Knight's peace of mind) uncomforted (Morgan:1988, 22). 

After falling in love with Elfride, Mr. Knight began to encounter an alien 

sentiment in his mind. The narrator informs that Henry Knight's mental 

constitution is like that of a bachelor in responding to female sexuality. He 

looks upon Elfride as the idealized image of womanhood. He cannot see 

individual Elfride with her virtues and vices. The conventional Victorian 

morality conditioned his mind in such a way that he cannot imagine the 

existence of womanhood between Madonna and a whore. As the narrator 

observes: 'Inbred in him was an invincible objection to be any but the first 

comer in a woman's heart' (PBE, 246). He lives in his fantasy world and 

thought "Elfride had hardly looked upon a man till she saw me "(ibid).Jane 

Thomas writes, ' Henry's male ideology shows his desire for a girl with no 

experience is fundamentally a wish to mould the female in accordance with 

his fantasies' (Jane Thomas,1999).Mary Rimmer says, " Knight's relationship 

with Elfride a year later steps up the pressure on her considerably, because 

his class and professional position as a reviewer, essayist and arbiter of 

cultural worth enables him to dominate her much more thoroughly than 

Stephen can" (Rimmer, in Higonnet (ed) 1993,209). Elfride takes the role of 

ultra-submissive, self-effacing, guilt-ridden woman approximating to the 

idealized notion of femininity. Henry Knight thinks Elfride 'a mere child and 

continually overwhelms her with her own smallness'. The narrator informs that 

'she never once held an idea in opposition to any one of his, or insisted on 

any point with him or showed any independence, or held her own on any 

subject. His lightest whim she respected and obeyed as law' (PBE 359). 
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Hardy obliquely identifies himself with his heroine's struggle for 

recognition as an individual in the male dominated society. The sex-biased 

society represented by Mr. Henry Knight wants to narrow and constrict the 

world of Elfride's widening horizon towards self-exploration and a new sexual 

identity. Her journey towards womanhood turns into a nightmare by the 

conventional forces of the society Hardy takes the side of his rebellious 

heroine to establish her superiority over her two lovers. He subverts the 

traditional male superiority incorporating 'the cliff scene'. In this scene the 

female becomes the heroic rescuer of the male. Elfride plays the role of a 

gallant rescuer throwing challenge to the male dominated society. Elfride's 

daring role is shown by the author when she comes to the edge of the cliff to 

rescue 'giant intellectual' Henry Knight. The insignificance of man against 

nature's treacherous attempt to put an end to him is stressed in this scene. 

Hardy shows powerlessness of Henry Knight in the scheme of nature. As the 

narrator observes: "He had hoped for deliverance, but what could a girl do? 

He dared not move an inch. Was death really stretching out his hand? The 

previous sensation, that it was improbable he would die, was fainter now" 

(PBE 272). Taking the linen from her body Elfride began to rend it into strips. 

She knotted end to end and aftenwards twisted them like the strands of a cord. 

'In a short space of time she has formed a perfect rope by this means six or 

seven yards long' (PBE 276). By means of her ready wit Elfride rescues this 

'giant intellectual' from the clutch of sure death. Elfride out stepping her role 

as a traditional woman becomes a heroic rescuer. To the conventional eyes of 

the society Elfride's action verges on immodesty when she strips off her 

underclothing so that her dress seems 'to cling to her like glove' and with a 

rope formed from her undergarments she pulls Knight to safety. The 

conventional narrator endorses Elfride's heroic action. The narrator observes:" 

It was novelty in the extreme to see Henry Knight, to whom Elfride was but a 

child, who had swayed her as a tree sways a bird's nest, who mastered her 

and made her weep most bitterly at her own insignificance, thus thankful for a 

sight of her face"(PBE.276). In Henry Knight the narrator traces a kind of 

psychological complexity that fails to respond to Elfride's penetrating love. As 

the narrator observes: "It was impossible for two persons to go nearer to a 

kiss than went Knight and Elfride those minutes of impulsive embrace in the 



50 

pelting rain. Yet they did not kiss. Knight's peculiarity of nature was such that 

it would not allow him to take advantage of the unguarded and passionate 

avowal she had tacitly made" (PBE.278-79). 

However, Hardy succeeds in breaking new ground in A Pair of Blue 

Eves without jeopardising his reputation. As Rosemarie Morgan observes: 

"Careful riot to offend against propriety, he quietly but emphatically reverses 

Western literary chivalric tradition in his depiction of a heroine of some 

courage and nerve who plays knight gallant to the hero in a scene which also 

goes someway to discredit his intelligence about the world around him" 

(Morgan: 1988,22). 

For avoiding direct confrontation with the conventional critics and 

readers Hardy tactfully represents Elfride's dominance over sex prude Henry 

Knight. Through Knight Hardy attacks the double standard of the sexual 

morality of the society. To Henry Knight sexual ignorance is mandatory on the 

part of a woman and woman having sexual desire is a 'fallen woman'. In the 

interest of patriarchal power structure ignorance of sexual knowledge is a 

must for a woman as woman sexuality poses a threat to the patriarchal 

society. Being a representative of the dominant class Heniy Knight needs to 

contro] vibrant sexuality of Elfride. As Michael Foucault observes, " A policing 

of sex: that is, not the rigor of a taboo, but the necessity of regulating sex 

through useful and public discourses" (Foucault:1976,25). In discourse on sex 

women assume a subject position within discourse and become subjected to 

the power and regulation of the discourse. Elfride's past love-affair with Felix 

Jethway and next her abortive elopement with Stephen Smith expose her to 

the disciplinary system of the society. It is mandatory on her part to take 

punishment in the form of withholding love and patronage from her male lover. 

Henry Knight wrings out of Elfride her past love affair with Stephen Smith and 

Felix Jethway. Mr, Knight tells Elfride: "Though I own that the idea of your 

inexperienced state had great charm for me. But I think this :that if I had 

known there was any phase of your past love you would refuse to reveal if I 

asked to know it, 1 should never have loved you" (PBE,383). Like Angel Clare 

in Tess Mr. Knight fails to see Elfride's infinite capacity for love and her 
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sexuality. Hardy's conception of Knight anticipates the figure of Angel Clare. 

Both Henry Knight and Angel Clare reject their women for the same reason 

that they cannot see their lovers' infinite capacity for love and their purity 

.Through authorial disguise Hardy vindicates Elfride's self-concealment of her 

past love affair. In fact the novel is structured around concealments. The 

author sees no fault of Elfride in this regard. As the narrator observes : "The 

reluctance to tell, which arose from Elfride's simplicity in thinking herself so 

much culpable than she really was, had been doing fatal work in Knight's 

mind" (PBE,399-400).When Knight rejects Elfride for her past love affair with 

Stephen, the narrator observes that' It is a melancholy thought that men who 

at first will not allow the verdict of perfection they pronounce upon their 

sweethearts or wives to be disturbed by God's own testimony to the contrary, 

will, once suspecting their purity, morally hang them upon evidence they 

would be ashamed to admit in judging a dog' (PBE,399). 

Henry Knight using his privileged position as a Victorian bourgeois 

intellectual acts as an authority figure demanding confessions from Elfride 

about her past love affairs. As Michael Foucault observes: 

The confession is a ritual of discourse in which the speaking subject of the statement; 

it is also ritual that unfolds within a power relationship, for one does not confess 

without the presence (or virtual presence) of a partner who is not simply the 

interlocutor but the authority who requires the confession, prescribes and appreciates 

it, and intervenes in order to judge, punish, forgive, console, and reconcile; a ritual in 

which the truth is corroborated by the obstacles and resistances it has had to 

surmount in order to be formulated; and finally, a ritual in which the expression alone, 

independently of its external consequences, produces intrinsic modifications in the 

person who articulates: it exonerates, redeems, and purifies, him; it unburdens him of 

his wrongs, liberates, him and promises him salvation. For centuries, the truth of sex 

was, at least for the most part, caught up in this discursive form (Foucault:1981, 61-

62). 

Henry Knight rejects Elfride for she had been kissed by a man before 

him. He justifies his rejection of Elfride saying: "1 looked into your eyes, and 

thought 1 saw there truth and innocence as pure and perfect as ever 

embodied by God in the flesh of woman" (PBE 398). To maintain hegemony 
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of the patriarchy it is necessary to discredit or marginalize a woman who 

shows healthy manifestation of her sexuality. Foucault observes: 'It would be 

driven out, denied, and reduced to silence. Not only did it not exist, "it had no 

right to exist and would be made to disappear upon its least manlfestation-

whether in acts or words" (Foucau(t:1981, 4). 

Elfride challenges Henry Knight's attempt to fix her identity to the 

category of a 'fallen woman'. As a woman she demanded recognition from the 

society in her own right. Elfride emerges from a submissive, guilt ridden 

woman to a confrontational woman defiantly faces Knight's rejection: 

Am I such a-mere characterless toy- as to have no attraction in me, apart from 

freshness? Haven't I brains? You safd-l was clever and ingenious in my thoughts, 

and- isn't that anything? Have I not some beauty? I think Ihave a little- and I know I 

have- yes, 1 do! you have praised my voice, and my manner, and my 

accomplishments. Yet all these together are so much rubbish because I- accidentally 

saw a man before you! (PBE 383) 

The narrator's sympathetic voice is heard when he accuses Mr. Knight 

of sexual frigidity: "Perhaps Knight was not shaped by Nature for a marrying 

man. Perhaps his lifelong constraint towards women, which he had attributed 

to accident was not chance after all, but the natural result of instinctive acts so 

minute as to be indiscernible even by himself (PBE385). Elfride is 

stigmatised, rejected and finally silenced by the conventional morality of Mr. 

Knight. The author records gradual decline of a spirited, self-assertive, loving 

woman. 

At the end of the novel Hardy vindicates Elfride's innocence and moral 

purity and shows her two lovers sharing the same train to ask Elfride's love 

and ironically that train carries Elfride's dead body. Mr. Knight and Stephen 

Smith vie with each other for Elfride and Hardy deliberately withdraws the 

heroine from getting by them. Hardy projects diminishing worth of these two 

male characters beside the towering personality of Elfride who loved them but 

instead got the stigma of a 'fallen woman'. Hardy subverts the traditional 

closure of the Victorian novel showing the death of the heroine at the end of 
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the novel. Hardy's revolt against the traditional closure of the novel is 

emphasised in the funeral procession of the heroine whom her two lovers 

have failed to win. Hardy does not believe in the ideology of the marriage that 

it can ensure peace and happiness. Hardy's cynicism about the institution of 

marriage gets bleaker in each of his successive novels and it culminates in 

Jude the Obscure. Hardy moves Elfride away from the world of Henry Knight's 

sexual double-standard and moral prudery. As Pamela Dalziel notes: Recent 

feminist critics have also seen a glimpse of the more assertive Elfride in the 

woman who becomes Lady Luxellian. It is certainly true, as Patricia Ingham 

has pointed out, 

that Elfride marries a man who socially, financially and even physically outshines' 
Stephen and Knight and thus thwarts her fomier lovers' belated attempts to posses 
her.... There is an element of victory in her death: Knight and Stephen, having 
earlier indulged in possessive squabbling about whether Elfride died for love of one 
or another for them, are effectively vanquished by the painful recognition, that both 
have been supplanted. Everi so, Elfride's triumph at the cost of her life (Quoted in 
Pamela Dalziel, 1998, XXVl-XXVll). 

Elfride was starved of real affection from a good man. She was 

hungering for a more complete relationship and this need had grown from her 

efforts to explore her psycho-sexual needs, for her exploration of her womanly 

identity in the male dominated society. Both Stephen Smith and Henry Knight 

failed to provide any fulfillment to her womanly aspirations or help in her 

striving towards the quest of her sexual identity. Stephen was not 'man' 

enough to snatch away Elfride from sexually-inhibited and prude Henry 

Knight. Henry Knight with his mid-Victorian sexual morality and total lack of 

sexual drive could not accept Elfride's healthy sexuality and her extreme 

lovingness. Elfride teaches this inhibited intellectual giant how to love risking 

life. But his blunt morality remained impervious to Elfride's penetrating love. 

Elfride's presentation thus questions the condition of women in the mid-

Victorian male dominated society. The author shows that Elfride bears the fire 

of rebellion in her breast and questions the role allowed her by the society. 

Yet Hardy could not fully liberate her from traditionalism though he was 
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conscious of the changing concept of woman. However, through the 

presentation of this unconventional woman Hardy advances considerably in 

his vision of the radical womanhood. His struggle with the gendered ideology 

of the society continues in the next novel Far From the Madding Crowd. 
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Chapter-IV 

Far From the Madding Crowd 

In Far From The Madding Crowd Hardy chooses a woman as a central 

character and he defines her not according to patriarchal assumptions of ideal 

woman. Bathsheba is depicted with the subversive aspirations for social, 

political and cultural equality in the society. She challenges the male-

dominated corn market and her unconventional role threatened the 

masculinist ideology of womanhood. She is represented by Hardy as a proud, 

spirited and virile woman. She denies to be 'a man's property' through 

conventional marriage. But the traditional forces of the society tries 

incessantly to break her self-confidence as an efficient manager and imposes 

on her the ideology of marriage. Bathsheba courageously repulses the 

attempts of the society to chain her in the conventional roles. Her attempts at 

self-preservation and self-identity proves futile at the end of the novel and she 

is forced to embrace the conventional role of a wife. Hardy's conception of 

Bathsheba foreshadows some of the themes of 'New Woman' in the late 

Victorian novels. But Hardy has no idea of the issues of the 'New Woman' 

during his writing of this novel. However, from the beginning of his career as a 

novelist. Hardy explores the masculinist codes of the society that denies 

woman her right as a human being. In his previous novels Hardy's frustration 

and anger with the sexist codes of the society remain disguised under the 

surface of a traditional narrative voice. As Hardy gains more self-confidence 

and recognition as a writer his clash with the traditional society becomes more 

acute. He challenges the society's attitude to division of roles on the basis of 

gender and in his novels he deliberately tries to demolish the concept of 

separate spheres for men and women. Bathsheba's emancipation from the 

conventional role, her explicit sexuality, virile quality, strong resistance to the 

ideology of marriage gives her a new identity. However, the society has no 

space for this kind of womanhood. Hardy's definition of Bathsheba in terms of 

a highly independent, proud, wily woman transcends the Victorian ideal of 

femininity. Her spiritedness, vanity and sexual experience is disvalued as 

'unfeminine ', and her activities are constantly judged from the angle of 



56 

masculine values. Her challenge to the male oriented socio-economic system 

brings her humiliation and loss of identity as a person. The male-dominated 

society breal<s her independent spirit through violence and conventional 

marriage. The marriage codes denies her right over her property. The entire 

novel is seen by critics as a process of taming Bathsheba. She has to pay for 

her efficiency and integrity as a woman. Hardy under the apparent gloss of a 

pastoral novel lays bare the power structured gender-relationship in the 

society. He asserts that the concept of gender role as a construct of the 

society and Bathsheba is brought to submission for violating the gender role. 

Thomas Hardy broke away from the traditional convention of 

representing women in the novels. This is due to the fact that Victorian 

patriarchal social structure unden/vent extreme pressure from the emergent 

feminist movement. This movement challenged the accepted norms of 

feminiriity. Thomas Hardy was deeply in touch with the feminist movement of 

his age. Hardy's acquaintance with the thlnl^ing of John Stuart Mill, Comte, 

Spencer and the feminist literature of his period helped him to realize the 

predicament of women in the society. Hardy's novels reveal the influence of 

these thinkers. John Stuart Mill was a champion of the 'Individual' against the 

tyranny of the society. Mil! stressed that, 'there needs protection also against 

the tyranny of the prevailing opinion and feeling against the tendency of the 

society to fetter development and if possible prevent the formation of an 

individuality not in harmony with society' (On Liberty. 3). Hardy accepted Mill's 

comment that 'protection was needed not only against the tyranny of the 

magistrate but also against the tyranny of the prevailing opinion and feelings' 

(Ibid). Mill in The Subiection of Women (1860) argued that 'subordination of 

one sex to the other is now one of the chief hindrances to human 

development'. 'Women have always hitherto been kept as far as regards 

spontaneous development into unnatural a state, that their nature cannot but 

have been greatly distorted and disguised, and no one can safely pronounce 

that if woman's nature left to change as freely as 'man's '(Subjection,171). For 

the argument that women are 'naturally inferior, suited for the domestic 

sphere. Mill argued that 'we cannot know what women are naturally at all 

.what is now called the nature of women is an eminently artificial thing -the 
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result of forced repression in some direction, unnatural stimulation in others' 

(Subjection,136). Mill argues, 'the benefit which it has appeared that the world 

would gain by ceasing to make sex a disqualification for privileges and a 

badge of subjection are social rather than individual' (Subjection, 210). If 

women were given the same education and freedom as men they would 

surely eliminate "nearly all the apparent diffei-ences between the sexes. It 

would benefit men as well, since too much power makes them arrogant and 

spoiled" (Jane O' Grady: 1996, XX). He insists that to deprive women of the 

freedom which is 'ennobling' and Inspiriting' to all humans alike, not only 

lessen their potentiality for happiness and fulfillment, but halves the quantity of 

talent available and impoverishes the whole of human kind. Mill declared with 

Harriet Taylor in the Enfranchisement of Women (1851) 'What is wanted for 

women is equal rights, equal admission to all social privileges, not a position 

apart, a sort of sentimental priesthood '(Enfrahchiment,311). Mill says, "The 

moral regeneration of mankind will only really commence when the most 

fundamental of the social relations is placed under the rule of equal justice, 

and when human beings learn to cultivate their strongest sympathy with an 

equal rights and 'cultivation" (Subjection,210 ). Hardy's note books shows he 

was a keen reader of Mill's writings and was in full sympathy with the liberal 

feminist movement of his day. Hardy like the radical feminists did not believe 

in the conventional institution of marriage. Hardy's anti-marriage campaign 

culminates in Sue Bridehead. Bathsheba's inflexible attitude to Victorian 

ideology drew unfavourable remarks both inside and outside of the novel. The 

Weather bury community criticised her as 'a head-strong woman and to Henry 

James, 'Bathsheba is inconsequential, willful and mettlesome and we cannot 

say that we either understand or like her* (Nation, 24 Dec,1874). Bathsheba 

breaks the prescribed codes of womanhood and denies to conform to the 

ideal of femininity. She with her vanity, willfulness and daring sexuality does 

not fit into the 'angle in the house' image of Victorian womanhood. She 

creates moral censure from the conventional critics. Hardy being fully aware 

of the implication of representing subversive womanhood in the novel risked 

his future prospect as a novelist. The dominant ideology demanded that 

Bathsheba must get rid of her vanity and manliness. She must transfomi 

herself from a proud, vain and efficient woman to meek, submissive and 
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dependent woman without any individuality and identity. Through 

melodramatic events of adultery and death Bathsheba is forced to accept 

marriage and is lost in oblivion. 

Bathsheba is introduced to us through the point of view of Gabrial Oak 

and we are involved from the very beginning in his perception of her. She is 

seen riding on an ornamental spring wagon and observed herself as 'a fair 

product of Nature in the feminine kind* (Far From The Madding Crowd 13. 

henceforth cited as FFMC). Hardy's comic narrative mode in the novel seeks 

to emphasize on the complex psychological processes of Bathsheba. Gabriel 

Oak casually glacing over the hedge sees the coming down the incline before 

him 'an ornamental spring wagon painted yellow and gaily marked' (FFMC 

12). Bathsheba's unconventional personality doesnot confomn to traditional 

womanhood. Gabriel Oak is "little piqued by the comely traveller's 

indjfference" (FFMC14). Through his male-vision Oak finds Bathseba's 

expression of sexuality as a 'fault', his constant gazing at Bathsheba 

constructs her as a sexual object for possession and he ponders that this 

'vain' self delighting woman must be brought to submission and humiliation. 

Hardy narrates Bathsheba's exposure to the scrutinizing gaze of a male. The 

society denies a self-assertive woman her right to self-preservation and her 

spontaneous expression of sexuality is misinterpreted as vanity. This 

paradigm of male dominance has been structured through the masculine 

vision of woman. Gabriel incessantly gazes at Bathsheba to control her 

sexuality and at the same time like a 'voyeur' he derives sexual pleasure from 

Bathsheba's vibrant sexuality. As Linda M. Shires observes: 

All events of gazing might seem to signify the same thing possession: of the female 

as an object. Yet because a paradigmatic event is part of a syntgam that necessarily 

changes Its value, each event of male gazing signifies somew/hatdifferently...Oak to 

be sure idealizes Bathsheba and even casts her as a divinity, a version of Venus, 

Ashtoreth, as well as a fleshly country girl. Initially, in the role of male investigator 

who gazes at woman as enigma, he stereo types her and prides himself that he can 

win her. Yet the value of his gazing shifts significantly as the story unfolds {Shire in 

Hlgonnet:1993,54). 
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Shortly aftenwards Oak watches Bathsheba feed the sick cow and rises 

on the horses back through the plantation and leave the cattle shed. The 

narrator compares Oak stealthy looking at Bathsheba to "Milton's Satan first 

saw paradise" (FFMC 21). The narrator says :"Had Gabriel been able from 

the first to get a distinct view of her countenance, his estimate of it as very 

handsome and slightly so would have been as his soul required a divinity at 

the moment" (FFMC 22). Oak learns from Bathsheba's conversation that she 

has lost her hat. Finding the hat Oak peeps through the hole of it to enjoy 

Bathsheba's movements on horse back in pursuance of the hat. When Oak 

comes near Bathsheba's home with her hat he finds the left arm of Bathsheba 

being shown bare to make "Oak wish that the whole would have been 

revealed " (FFMC 25). Bathsheba's sexual attraction so much fascinates Oak 

that "she saw Gabrial's face rising like the moon behind the hedge" (FFMC 

26).Rosemarie Morgan observes, "Gabriel as stealing Bathsheba's freedom 

by spying on her. And this has far reaching consequences. Oak's espials and 

subsequent humiliation of her lead indirectly to her tragic mismatch with Troy, 

with whom she had engaged primarily, at the level of private, lighthearted 

sexual exploration without guilt or shame or fear"(Morgan: 1988, 44). Oak 

meets Bathsheba for a fourth time when Bathsheba rescues Oak from the fire 

in his hut. Oak awakens to find, "the young girl with the remarkably pleasant 

lips and white teeth was beside him. More than this -astonishingly more-his 

head was upon her lap, his face and neck were disagreeably wet, and her 

fingers were unbuttoning his collar"(FFMC 29). Though there is no explicit 

sexuality in the fourth meeting of Bathsheba with Oak, the scene conveys 

Oak's obsession with Bathsheba's beauty and his dogged determination to 

break her independent and self-assertive personality. Bathsheba's absence 

spurs Oak to follow her at Weather bury. Oak's persistent effort to follow and 

subdue Bathsheba continues. He persistently follows her first as a moral 

commentator, then as a bailiff, and manager and finally takes control of 

Bathsheba's farm as the husband. Bathsheba's self-delighting sexuality 

causes concern in Oak's mind and he wants to dominate her body and 

sexuality through conventional marriage. Hardy shows Oak's shrewd 

movement towards his object under the guise of a devoted and constant 
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lover, dak is a conventional male who cannot tolerate independent spirit of 

Bathsheba. To quote Landa M. Shires: 

Feminist critics do not judge Oak as lacking in manliness; indeed, they read him as a 

patriarch who would control Bathsheba, from the start, and who does so in the end. 

They interpret Bathsheba, in turn, as passively entangled in a sexual ideology that 

positions any woman in terms of her being desired but not in terms of her desiring. In 

their view, Bathsheba is objectified by the regard of her suitors. The woman farmer, 

so resistant to becoming man's property, is gazed at obsessively by Oak, taken in by 

the sexual aggressor Troy, humiliated first by him and then by the persistence of 

Farmer Boldwood, broken, and married off to Oak in a final gesture of Hardyesque 

taming (Shires, in Hlgonnet,l993, 50-51). 

Hardy depicts constant threat to Bathsheba's attempt at self-

exploration and self-preservation by the aggressive sexuality of the privileged 

male class. Hardy has shown marriage as the most powerful ideological 

weapon of the patriarchal society to subdue and control woman. Like radical 

feminists, Hardy had no faith in the institution of marriage. Marriage 

oppresses a woman by denying her individuality and freedom. Like a 'New 

woman' Bathsheba is aware of the humiliating codes of marriage that deny 

women their identity and right to self-presentation. Hardy has shown 

Bathsheba stubbornly to resist Oak's proposal of marriage and say, "I hate to 

be thought men's property in that way" (FFMC 38). She asserts her 

independent identity by declaring "I want some body to tame me" (FFMC 38). 

As Rosemarie Morgan observes: 

Legal and sexual discrimination apart, as surely as Bathsheba attempts to maintain 

her independence and prove her talents, so Oak attempts to subdue and reduce her. 

And it is this more insidious form of subjugation that Hardy treats most 

comprehensively in Far From the Madding Crowd. There is bitter irony indeed In 

Bathsheba's rejection of marriage on the grounds, as she tactfully puts it to Oak at 

the point of her own independent nature: '1 want somebody to tame me (FFMC, 35). 

We infer, of course, that the voluptuous giri is actually pleading for a, more virile 

suitor, but that she should light on the word 'tame' when in reality he owns all the 

'corrective' methods for breaking her spirit entirely, is bitterly ironic (Morgan: 1988, 

44). 
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As a member of the dominant class Oak thinks that it his moral duty to 

mould Bathsheba into a conventional woman. He Interprets Bathsheba's 

activities from the angle of a moral guardian. He expects from Bathsheba 

meekness, submission and passionlessness. But Hardy had no intention to 

represent Bathsheba as a traditional woman conforming to the prescribed 

roles and image. He daringly depicts her as a woman with appetite for healthy 

sexuality. Bathsheba's efficiency as a farm manager, her virile quality, and 

above all her vibrant sexuality made of the orthodox society to raise 

eyebrows. However, at this stage of his writing career Hardy did not intend to 

jeopardise his career as novelist. He tactfully imposed on the narrative 

structure a male voice who indicts Bathsheba's unwomanly behaviour and at 

the same time endorses her weakness as a woman. 

Oak with his patriarchal notion of propriety considers Bathsheba's open 

and frank behavjour with Boldwood as something un-feminine. He, therefore, 

castigates her and tries to reform her bouncing vitality. Bathsheba's strong 

personality being unable to withstand the interference into her private affair, 

remarks, "I cannot allow any man to criticize my private conductH" she 

exclaimed. "Nor will I for a minute. So you'll please leave the farm at the end 

of the week!" (FFMC, 153). Under the guise of a devoted follower Oak moves 

towards his goal breaking the Independent spirit of Bathsheba. It is worth 

noticing in the chapter " Perplexity- Grinding the Shears- A Quarrel" how 

Hardy metaphorically deploys the scene to foreshadow the male-violences 

that are to engulf Bathsheba. Under the cover of a pastoral ritual of sheep 

shearing Hardy symbolically shows wounding of Bathsheba by the killing 

weapon of the male. The shearing takes place in the great barn. Bathsheba is 

carefully watching the men, to see that there is no cutting or wounding of the 

animals through carelessness. Bathsheba complements Gabriel upon his 

speedy and correct fleecing of the sheep. But sudden appearance of 

Boldwood at the barn distracts Oak and "he watched Boldwood's nianner he 

snipped the ship in the groin. The animal plunged; Bathsheba instantly gazed 

toward it and she saw the blood" (FFMC, 168). Feminist critics finds a parallel 

between Bathsheba's subjugation through male violence and wounding of the 

sheep by the weapon. To quote Linda M. Shire: 
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Other feminists have interpreted this scene by connecting it to earlier and later 

scenes where men bear phallic weapons: Troy's sword, Boldwood's gun. They 

interpret Oak's cut as directed against Bathsheba whom the ewe represents (about to 

be branded with her sign BE). And the words of the text here do support such a 

reading. It is implied that Oak is getting back at his mistress. Bathsheba. Oak tells us, 

knew that she was the cause of the wounding, 'because she had wounded the ewe's 

shearer in a still more vital part' {Shires; 1993, 57). 

Bathsheba is shown to be under constant pressure of her suitor's 

expectation of marriage. Of the three suitors Farmer Boldwood's marriage 

obsession after receiving the Valentine card from Bathsheba sows the seeds 

of future tragedy. Being unware of the traps and loopholes of the patriarchal 

society, Bathsheba commits the indiscretion. For her sending the Valentine 

card is a whimsical freak originating with Liddy. The working of chance is 

symbolised by the tossing of a hymn book to decide whether the recepient is 

to be little Teddy Coggan or William Boldwood. Bathsheba having earlier 

noticed Boldwood's indifference to her and wanting to test his response to 

her, sends him the Valentine card writing 'Marry Me' on it. As the narrator 

observes: "So very idly and unreflectingly was this deed done" (FFMC, 114). 

Receiving the Valentine card Boldwood is transfixed by it "till the large red 

seal became as a blot of blood on the retina of his eye" (FFMC,115). From 

that moment he places it in the mirror:". . . Boldwood dozed, she took a form, 

and comparatively ceased to be a vision. When he awoke there was the letter 

justifying the dream" (FFMC,116). Before Bathsheba he had not seen any 

woman with interest. "To Boldwood women had been remote phenomena 

rather than necessary complements" (FFMC, 134) and "he had never 

inspected woman with the very centre and force of his glance" (FFMC, 135). 

As the narrator informs: "His eyes, she knew, were following her everywhere . 

. . . But it had been brought about by misdirected ingenuity, and she valued it 

only as she valued an artificial flower or a wax fruit" (FFMC, 136). Like a 

neurotic, Boldwood obsessively gazes at Bathsheba. In the corn market 

"Boldwood looked at her, not silly, critically or understandingly but blankly at 

gaze, in the way a reaper looks up at a passing train" (FFMC, 134). He says: 

"I may have been called a confirmed bachelor, and I was a confirmed 

bachelor" (FFMC, 145). As H.M. Daleski observes: 
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Boldwood may have a "strong nature" and so be at the opposite pole from a character 

such as Stephen Smith, but he nonetheless resembles him in one respect. Stephen 

had a tendency to "draw himself in with the sensitiveness of a snail"; Boldwood, too, 

prior to the valentine, has lived within his "shell", not so much in sensitive withdrawal 

as in the "natural reserve" of a habitual sense of "self-containment". His reserve has 

made him physically impassive, for no feeiing moves into or out of his hard, shell-like 

"impossibleness", keeping him closed up like a dark tower or shut book. When 

Bathsheba comes into his life, the new feeling "overflows" and he then writes himself 

in his body, "the tablet of his soul"; powerfully lit from within, he now can read at a 

glance. Having sallied forth from the tower, he lives "outside his defence for the first 

time; or, alternatively, having shed his shell, he has "a fearful sense of exposure 

(Daleski: 1997,64). 

On receiving the Valentine card Boidwood's long repressed sexuality 

comes out like a volcano and it distorts the life of Bathsheba beyond 

recognition. Boidwood's obsessive sexuality takes a tragic pattern. Being 

exposed to male lust she finds it impossible to maintain her dignity and 

efficiency as a farm manager. Like a neurotic, Boldwood obsessively gazes at 

Bathsheba. Boidwood's abnormal psychology anticipates some of the traits of 

Freud's findings in psychology. Boldwood offers a unique study in pre-

Freudian psychology. As Rosemary Sumner observes: 

Hardy's treatment of Boldwood shows, I think, that he was hovering on the point of 

suggesting that his unbalanced state of mind derives from the burying of traumatic 

sexual experience in the unconscious. Admittedly, Hardy does not say this with any 

clarity or definiteness. He is, rather, groping towards an awareness of this 

psychological phenomenon; as a result unrecounted contradiction in the character 

remain' (Sumner:1981, 48). 

Boldwood conveys to Bathsheba "I have felt lately, more and more, 

that my present way of living is bad in every respect. Beyond all things I want 

you as my wife" (FFMC.145). He informs Bathsheba: "My life is a burden 

without you . . . . I want you - to let me say I love you again and again!" 

(FFMC. 145). A puzzled Bathsheba responds "I feel, Mr. Boldwood, that 

though I respect you much, i don't feel - what would justify me to - in 

accepting your offer" (FFMC,145). The narrator infonns "Beyond the 
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mentioned reasons with which she combated her objections, she had a strong 

feeling that, having been the one who began the game she ought in honesty 

to accept the consequences. Still the reluctance remained" (FFMC, 149). In 

the chapter 'Eventide: A Second Declaration' we find Boidwood's marriage 

obsession disturbs her normal life. After the shearing supper Boldwood like a 

obsessive pursues her. Being unable to withstand Boidwood's repeated 

persuasion, Bathsheba almost promises him - "1 will try to love you;' she says. 

and says that she has "every reason to hope that at the end of the five or six 

weeks between this time and harvest that you say you are going to be away 

from home, I shall be able to promise to be your wife" (FFMC, 179). 

Hardy exposes the fact of male dominance and male privileges through 

the narrative. Being a woman Bathsheba is always under the threat of 

aggressive male sexuality. Boldwood as a member of the privileged class 

thinks it very natural to coerce a woman sexually. This paradigm of male -

dominance has been shown by Hardy throughout the novel. The social forces 

expose her as an object of male desire. Hardy shows an unconventional 

young woman's brave struggle against the male supremacy. The coercive 

sexuality of the masculine world destroys her challenging spirit and transforms 

her into a dispirited, submissive and silent woman. 

Far From The Madding Crowd Is intended by Hardy to represent a 

heroine with all the characteristics of the emerging womanhood. To this end 

he depicts Bathsheba as virile, proud and sexually assertive. In her pride and 

challenging sexuality she transcends the prescribed gender role. This type of 

womanhood has no place in the contemporary society. Hardy in spite of 

himself is influenced by the prevailing code of femininity. Moreover, he writes 

the novel under the constant supervision of Leslie Stephen, the editor of The 

Cornhill Magazine. Mr. Stephen ensures that Hardy's novel may not break the 

prevailing decorum. He keeps a searching eye on Hardy's serial instalments 

and deletes the portion that he thinks indecorous to the eyes of the readers. 

As Patricia Stubbs informs: 
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A fascinating exchange of letters between Hardy and Leslie Stephen, editor of The 

Cornhill at the time it serialized Far From The Madding Crowd in 1874, gives us a 

glimpse into another magazine's policy on women, sex and fiction. Stephen wrote to 

Hardy saying that he had; 'ventured to leave out a line or two in the last batch of 

proofs from an excessive prudery of wh(ich) 1 am ashamed ; but one is forced to be 

absurdly particular. May I suggest that Troy's seduction of the young woman wiii 

require to be treated in a gingerly fashion, when, as I suppose must be tha case, he 

comes to be exposed to his wife? I mean that ttie thing must be stated but that the 

words must be careful- excuse this wretched shed of concesseion to popular 

stupidity; but I am a slave' (Stubbs: 1979, 21). 

The censorial scrutiny of Mr. Stephen on Hardy's presentation of 

women leaves an unhealthy influence. Hardy detests any curbing influence on 

the growth of the characters. In an article he comes openly against the 

pernicious effects of censor of the editors and their activities. However, Hardy 

in his earlier novels has tried to evade the scrutiny of the critics by showing 

indirectly unconventional behaviour of his heroines indirectly. As Hardy has no 

belief in the so-called image of 'perfect womanhood' he depicts in B;athsheba 

a daring sexuality and an irresistible passion for consummation of love. In the 

encounter scene between Bathsheba and Sergeant Troy, Hardy shows 

Bathsheba's unwomanly role as a sexually hungry woman. Hardy matches 

Troy's flamboyance with Bathsheba's daring sexuality. Hardy shows 

Bathsheba's inadvertent entanglement in the destructive web of Troy's 

sexuality. Troy represents the destabilising forces that destroy the harmony of 

the rural world. He is an outsider to the Weather bury people and not 

conversant with their ways of life. He brings rootless modernity to the rural 

community. Hardy incorporates the character of Troy in the later version of the 

novel showing him in contrast with Boldwood's repression. Troy is shown with 

an instinctive capacity for understanding women's sexuality. He is licentious in 

nature and has already seduced Bathsheba's maid Fanny Robin. As Norman 

Page in Thomas Hardy: TheNovels (2001) observes: 

For Hardy, however, at an early stage of his career and anxious to secure a good 

reputation with editors, publishers and readers, presenting Troy as the potential 

seducer of the heroine is a project fraught with risk. Far From The Madding Crowd 

was his first big opportunity to publish a novel in a leading London Magazine, and he 
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must have known that what he produced could make or break him. His brilliant 

solution to this specific problem was to write a scene that, a generation before the 

early writings of Freud, make powerful use of sexual symbolism' (Page: 2001, 131). 

In the chapter 'Fir Plantation' Hardy symbolically presents the 

seduction of Bathsheba through Troy's sexual offence motivated by desire for 

conquest. Bathsheba meets Troy when she is making her routine check of her 

farmstead. Before going back to the house she hears "the noise approached 

came close and a figure was apparently on the point of gliding past her when 

something tugged at her skirt and pinned it forcibly to the ground" (FFMC, 

181). Troy's spur gets hooked with gimp' of Bathsheba's skirt. The man asks 

Bathsheba; 

'Are you a woman ?' 

'Yes' 

'A Lady, I should have said.' 

"It doesn't matter.* 

'I a m a man.' 

*Oh!' 

Bathsheba softly tugged again, but to no purpose (FFMC, 182). 

Bathsheba found the man to "whom she was hooked was brilliant in 

brass and scarlet. He was a soldier. His sudden appearance was to darkness 

what the sound of trumpet is to silence" (FFMC, 182). Hardy symbolically 

uses the scene to foreshadow Bathsheba's entanglement with Troy's 

sexuality. As Richard Carpenter observes: 

At the same time, but less obviously the spur like the sword a traditional symbol of 

cruel male potency is entangled Inextricably with the soft tissues of the dress, which 

as Hardy is fond of pointing out (accurately or not), is to a woman not merely a piece 

of clothing but an extension of her personality. Hardy is saying symbolically that 

Bathsheba will be connected with Troy through sex rather than through the romance 

of respect she could expect from her other lovers, and that she is to be dominated 

phallically as D. H. Lawrence would say, by an aggresive male (Carpenter: 1964 , 88 -

89). 
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Hardy focuses on the insubstantiality of the relationships of Bathsheba 

and Troy: "The lantern radiated upwards into their faces, and sent over half 

the plantation gigantic shadows of both man and woman, each dusky shape 

becoming distorted and mangled upon the tree-trunks till it wasted to nothing" 

(FFMC, 183). When Troy opens the lantern and "looked hard into her eyes 

when she raised them for a moment' Bathsheba looked down again, for his 

gaze was too strong to be received pointblank with her own" (FFMC, 183). 

The narrator observes: "Gloom the genius loci at all times hitherto, was now 

totally overthrown, less by the lantern light than by what the lantern lighted. 

The contrast of this revelation with her anticipations of some sinister figure in 

sombre grab was so great that it had upon her the effect of a fairy 

transfonnation" (FFMC, 182). 

To Bathsheba Troy's 'brilliance' is connected with his "brass and 

scarlet" of his uniform. H. M. Daleski finds that it is the vibrating sexuality of 

Troy that dazzles Bathsheba: 

What emanates from him is a sexual vividness and brightness, as is underscored 

when the phallic spur finally becomes apparent. To be open to such brightness, it is 

implied, is liberating: 'when Troy takes in what has happened, he says to her, "you 

are prisoner miss" (215); the rays of the lantern that revealed this to be the case are 

said (in an image that otherwise would be incongruous) to "burst out from their prison" 

when the lamp is opened (Daleski: 1997 69). 

A skilled seducer Troy continues his persuasions of Bathsheba with his 

'winnowing tongue'. Little did Bathsheba perceive that the dashing soldier 

whom did she met at the darkness of night is "a walking ruin to honest girls". 

As the narrator informs, "Troy was a man to whom memories were an 

encumbrance and anticipations a superfluity" (FFMC 187). "He was 

moderately truthful towards men, but to women lied like a Cretan" (FFMC 

188). He believes that "in dealing with womankind the only alternative to 

flattery was cursing and swearing. There was no third method"(FFMC, 189). 

'Treat them fairly and you are a lost man, he would say" (ibid). Troy with his 

flattery and insincere admiration of Bathsheba woos her. From Bathsheba's 

response the practised seducer perceives that "the seed which was to lift the 
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foundation had taken root in the chink: the remainder was a mere question of 

time and natural changes" (FFMC, 194). 

Bathsheba's sexual awakening is depicted by Hardy in the scene of 

sword-exercise. The scene is laden with sexual symbolism. Troy with his 

sword exercise fascinates and dominates Bathsheba. Troys sword exercise is 

a kind of seduction that Hardy imcorporates in the novel. Troy with a view to 

knowing whether Bathsheba has "pluck enough", at first starts with a 

"preliminary test" and tells her that if she is afraid, he cannot play the sword 

Troy's sword exercise makes her" murderous and blood thirsty"(FFMC, 206). 

Troy deftly wields the dangerous weapon controlling it with keen eyes. To 

demonstrate his skill in swordmanship Troy uses his sword to cut a lock of 

hair of Bathsheba and he splits a caterpiller into two. When Bathsheba learns 

that the sword is sharp like a razor she shudders, "I have been within an inch 

of my life, and did not know it!" (FFMC, 209). Troy compliments her courage: 

"Bravely borne! ... you didn't flinch a shade's thickness. Wonderful in a 

woman!" (FFMC,208). In this scene Hardy emphasizes Bathsheba's sexuality. 

As the narrator informs: "Bathsheba's adventurous spirit was beginning to find 

some grain of relish in these highly novel proceedings. She took up her 

position as directed, facing Troy" (FFMC, 207). As his "reflecting blade 

flashes" taking "beams of light" from the sun, the atmosphere is transfonned 

to Bathsheba's eyes. She is "enclosed in a firmament of light and of sharp 

hisses, resembling a sky full of meteors close at hand" (FFMC, 208). 

Bathsheba 'felt powerless to withstand or deny him. He was altogether too 

much for her, and Bathsheba seemed as one who, facing a reviving wind, 

finds it blow so strongly that it stops the breath' (FFMC, 210). Hardy's sexually 

assertive heroine is shown equally responsive to male sexuality. But Hardy's 

woman expresses her sexual feeling in such euphemistic terms that it passes 

unaware by the reader. Bathsheba's presentation contradicts with the 

conventional pattern of femininity. However, she could not free herself totally 

from the norms of idealized femininity. As the narrator informs: 
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That minute's interval had brought the blood beating into her face, set her stinging as 
if aflame to the very hollows of her feet, and enlarged emotion to a compass which 
quite swamped thought. It had brought upon her a stroke resulting, as did that of 
Moses in Horeb, in a liquid stream - here a stream of tears. She felt like one who has 
sinned a great sin. The circumstance had been the gentle dip of Troy's mouth 
downwards upon her own. He had kissed her (FFMC, 210). 

Bathsheba being unware of the traps and crosscurrents of the 

patriarchal society and succumbing to the tremendous pressure for marriage 

takes Troy hastily as her life partner. And the narrator says: "Bathsheba loved 

Troy in the way that only self - reliant women love when they abandon their 

self-reliance" (FFMC, 211). Bathsheba's foolish infatuation leads her to Troy, 

we are told that his "deformities" lie "deep down from a woman's vision" while 

his "embellishments" are "upon the very surface" (FFMC, 212) is chiefly 

responsible for the failure of his marriage with Bathsheba. Bathsheba painfully 

observes that her hard earned money is squandered by Troy in gay prusuits. 

Troy is incapable of loving any woman. He gets sadistic pleasure by 

subjecting a woman to suffering. He marries Bathsheba only to exploit and 

humiliate her. Bathsheba is subjected not only to Troy's aggressive sexuality 

but also to the prevailing laws of matrimony which deprive her of her right to 

property. What has Bathsheba earned in her own right is assigned to her 

husband upon marriage. As Lee Holcombe observes: "In the eyes of the 

common law, married women had no identity apart from their husbands. As 

the saying went, in law husband and wife were one person when property was 

concerned, this meant in practice that a husband assumed legal possession 

or control of all property that belonged to his wife upon marriage"(Holcombe: 

197,4). 

In this novel Hardy presents a bleak vision of marriage. This vision gets 

bleaker in each of his successive novels. He believes that marriage in its 

current institutionalized form must be abolished. A woman loses her identity 

and autonomy embracing traditional marriage. Victorian institution of marriage 

'circumbscribes her ways of thinking, ways of behaviour and ways of her 

thought'. (Morgan, 1988). Troy is described by Hardy as a sexual adventurer' 

and soon after the marriage Troy's tragic desertion of Fanny and her 
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consequent death in the Casterbridge Workhouse comes to light, bringing to 

Bathsheba an intensity of suffering. Hardy shows similarity of two women in 

thier victimisation. Fanny becomes vulnerable to sexual exploitation of Troy 

due to her poor socio-economic condition. She as a destitute woman and 

finally 'a fallen woman' takes the occupation of a seamstress. As Linda M. 

Shires observes: 

As a fallen woman, Fanny is the figure who presented the most trouble to Leslie 

Stephen and the conservative Cornhill. Fanny is also the problem of the book and 

Hardy certainly knows it. He will retell a story like hers in Tess of the D'urbervilles 

where he takes the entire novel to do it justice. In this novel, Fanny's plight as a 

woman, a fallen woman, an educated woman, a woman deluded by Troy's romance a 

poor woman, and an ill woman, is never dealt with adequately by any character, by 

the narrator, or by any ideology in the book {Shires: Introduction to FFMC, 2005, 

xxix). 

But I think. Shire's observation regarding Fanny's presentation is not 

true. Hardy as a novelist strongly detests the prevailing literary norms of 

representing the plight of fallen womanhood. Though Fanny fails to occupy a 

central place due to her compromised past, she is omnipresent in the novel. 

Like Tess's struggle Hardy imparts Fanny's struggle a kind of heroic dignity 

and It is unparalleled in the contemporary novel. Hardy exposes the 

psychological and ideological inequities of the patriarchal values through the 

sufferings of Fanny Robin. Joseph Allen Boone observes: 

For the double standard by which even innocent female victims of male sexual 

violence are made to suffer fates worse than those of their seducers attests to the 

ideological and psychological inequities buried in a cultural standard of male 

superiority. The woman who willingly lapses from a moral code that upholds the 

sanctity of marriage, of course, suffers the worst punishments. She threatens, indeed 

an even more damaging exposure of the contradictions embedeed in the social order 

first, because she co-opts the male prerogative of desiring, and second because her 

very existence outside the accepted male-female hiearchy recapitulated in marriage 

disporves its universal applicability (Boone: 1987, 101). 

Hardy depicts failed marriages in this novel. Bathsheba loses her 

identity and autonomy choosing traditional bond of marriage. Moreover, when 



71 

she discovers that" Troy keeps another woman's coil of hair in the case at the 

back of his watch" (FFMC 303). Bathsheba's impression that Troy still has 

connection with Fanny comes true. Her disillusionment with marriage Is given 

by the narrator: 

Directly he had gone, Bathsheba burst into great sobs - dry - eyed sobs, which cut as 

they come, without any softening by tears. But she determined to repress all 

evidences of feeling. She was conquered; but she would own never it as long as she 

lived. Her pride was indeed brought low by despairing discoveries of her spoliation by 

marriage with a less pure nature than her own. She chafed to and fro in 

rebelliousness, like a caged leopard; her whole soul was in arms, and blood fired her 

face . . . She had never taken kindly to the idea of marriage in the abstract as did the 

majority of women she saw about her. In the turmoil of her anxiety for her lover she 

had agreed to marry him; but the perception that had accompanied her happiest 

hours on this account was rather that of self-sacrifice than of promotion and honour.. 

. That she had never by look, word or sign seriously encouraged a man to approach 

her-that she had felt herself sufficient to herself, and had in the independence of t\er 

giriish heart fancied there was a certain degradation in renouncing the simplicity of a 

maiden existence to become the humbler half of on indifferent matrimonial whole, 

were facts now bitterly remembered (FFMC, 305-06 ). 

In the chapter 'Fanny's Revenge' Hardy parallels the sufferings of 

Bathsheba and Fanny Robin who is linked to Bathsheba as a maid of her fann 

and through her relationship with Troy. Hardy incorporates parallelism of 

events in the novel to focus on the plight of these two women. As Judith 

Bryant Wittenberg observes: "Appropriately since both Fanny and Bathsheba 

are victims of the same predator, Hardy suggests similarities between the two. 

In moments when Bathsheba confronts romantic predicaments, she is 

described as a "robin" (30,218). And both women are shown in moments of 

desperation "unfemininely" running after a man in order to clear up a 

misunderstanding" (Wittenberg In Subash Chandra, 2000, 70). 

Bathsheba's sense of brutalisation becomes intense when the true 

relationship between Fanny and Troy is revealed to her. Bathsheba has 

suspected that Troy's profligacy is the cause of Fanny's death. She along with 

her maid Liddy goes to Oak's cottage and tries to find more about Fanny. 
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Bathsheba opens the lid of the coffin and finds there Fanny's dead child: 

"conclusive proof of her husband's conduct" (FFMC, 330). On Troy's coming 

near the coffin of Fanny, Bathsheba asks Troy about her marital status and 

she listens to Troy's declaration of love for dead Fanny. Hardy narrates Troy-

Bathsheba marriage: 

What Troy did was to sink upon his knees with an indefinable union of remorse and 

reverence upon his face, and, bending over Fanny Robin, gently kissed her, as one 

would kiss an infant asleep to avoid awakening it. At the sight and sound of that, to 

her, unendurable act, Bathsheba sprang towards him. All the strong feelings which 

had ben scattered over her existence since she knew what feeling was, seemed 

gathered together into one pulsation now. The revulsion from her Indignant mood a 

little earlier, when she had meditated upon compromised honour, forestallment, 

eclipse in maternity by another, was violent and entire. All that was forgotten in the 

simple and still strong attachment of wife to husband. She had sighed for hei- self-

completeness then, now she cried aloud against the severance of the union she had 

deplored. She flung her arms round Troy's neck, exclaiming wildly from the deepest 

deep of her heart- "Don't - don't kiss them! O Frank, I can't bear it -1 can't! 1 love you 

better than she did - kiss me too, Frank - kiss me! - You will Frank kiss me too ! " . . . . 

"1 will not kiss you !" he said pushing her away (FFMC,333-34). 

In this scene we observe Frank is earnestly is in love with Fanny and 

her child. Hardy depicts acute mental agony that Troy inflicts on Bathsheba. 

Troy observes: "This woman is more to me, dead as she is, than ever you 

were, or are, or can be" (FFMC 334 ) .And then he calls Fanny his "very very, 

wife". He heartlessly tells Bathsheba "You are nothing to me - nothing. A 

ceremony before a priest does not make .a marriage. I am not morally yours" 

(FFMC 335). As Penny Boumeiha analyses: 'While Fanny is obviously and 

straightforwardly a victim, the situation rendered more complex by the 

counterpointing of her life with Bathsheba's explicitly remarked in the novel, 

which leads eventually to a temporary reversal of their status. Bathsheba, the 

legitimate wife, is spurned and deserted, and becomes the outcast' 

(Boumeiha: 1982,44). 

Bathsheba being overwhelmed by extreme grief and anxiety takes 

refuge in a brake of fern. "She would think of nothing better to do with her 
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palpitating self than to go in here and hide" (FFMC, 336) There she spends 

the night in this 'thicket' and awakens next day with a freshened existence 

and cooler brains . She finds that 'the deceptions and fantasies of her life 

which dissolves into the fresh realities of the ordinary everyday world' (Vigar; 

1974, 108). Bathsheba wants to escape from the dominant patriarchal society. 

She has lost her independent spirit and virility and discovers that dead Fanny 

and her dead child is her rival. She cannot ascertain her real position in the 

society. She is neither a mother nor a true wife of Troy. She holds an 

anomalous position in the society. Bathsheba suffers from a crisis of identity. 

A new feminist sensibility dawns on Bathsheba. Her womanliness is 

questioned in the narrative. As Lind M. Shires observes: 

It is highly significant that Bathsheba runs away. Seeing the representation that Troy 

woald attach to Fanny and seeing herself, Bathsheba no longer recognizes the 

woman she is. The scene of the corpse, through Troy's intervention, becomes one of 

a mis recognition of femininity. 'If she's - that, -what-am-l?' cries Bathsheba with 

despair and indignation '(43.345) Not seeing her femafeness in view of her 

. femaleness, she does not know who she is. Yet she will find out (Shires, in Higonnet, 

1993,60). 

After the desertion of Troy Bathsheba finds herself in a new reality of 

gendered oppression. As a deserted wife she becomes an object of gossip. 

Hardy throws light on the plight of the deserted wife. She become vulnerable 

to sexual manipulation, as Boldwood tells Bathsheba, "Bathsheba suppose 

you had real complete proof that you are what, in fact, you are-a widow-would. 

you repair the old wrong to me by marrying me"? (FFMC 391). Bathsheba, as 

a deserted wife can only wait till Troy returns. She cannot take decision about 

her future. Her position becomes rather anomalous in the society. She is 

neither married nor single Bathsheba feels , "A runaway wife is an 

encumbrance to everybody, a burden to herself and a byword- all of which 

make up a heap of misery greater than any that comes by staying at home-

though this may include the trifling items of insult, beating, and 

starvation"(FFMC.340-41). 
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Under the apparent gloss of a pastoral novel, Hardy depicts 

contemporary realities confronting a self-assertive, intelligent and efficient 

woman. Bathsheba is denied the right to preserve her identity as a woman. 

Bathsheba's transition from an independent, spirited and self-assertive 

womanhood into a guilt-ridden, shameful submissive and meek one is 

narrated by Hardy. Violent sexuality of Troy and Boldwood destroys her 

vibrant personality. The plot of the novel has been arranged in such a way 

that an advanced womanhood is forced to embrace Victorian ideology. 

Instead of encouraging her efficiency as a woman farmer the society infuses a 

death wish into her. Through melodramatic climax of the novel Hardy shows 

the death of Troy at the Christmas Party given by Boldwood. Boldwood's 

expectation of Bathsheba surges back at the sudden disappearance of Troy. 

Becoming hopeful of gaining Bathsheba, Boldwood arranges a Christmas 

party coerces her into a promise of their future engagement. At the sudden 

appearance of Troy at the party, Boldwood losing balance of his mind shoots 

Troy to death. Bathsheba through bitterness and sufferings of life loses her 

zest for it. On the final crisis of Troy's death Rosemarie Morgan observes, 

"Each male suitor is furnished with a killing weapon or a cutting blade. 

Moreover, each enjoins Bathsheba to his own action in handling the same. 

She is thus drawn inexorably into the web of male brutality and sexual 

domination that constitutes the darker world of 'Far From The Madding 

Crowd" (Morgan:1988, 53). The violence at the Christmas party clears the 

way for Oak to chain Bathsheba through the bonds of conventional marriage. 

The closure demonstrates that Bathsheba offers to renew her courtship to 

Gabriel. Hardy at the end of the novel reverses the situation of earlier 

courtship of Oak. Bathsheba repentant, spiritless and shorn of her vanity 

comes to Oak's cottage to request him to help her in farm management. 

Hardy painfully depicts Bathsheba's loss of efficiency as a farm manager. 

"She was bewildered too by the prospect of having to rely on her own 

resources again; it seemed to herself that she never could again acquire 

energy sufficient to go to market, barter and sell" (FFMC, 435). The closure of 

the novel shows ultimate reassertion of male ideology when Bathsheba 

surrender to the code of conventional womanhood by marrying Oak. Hardy's 

reconciliation with the Victorian convention ended the novel with an 
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apparently happy union between Bathsheba and Oak. In earlier period of his 

writing career Hardy could not be totally radical in his representation of 

woman. Hardy intending not to offend the editor of the Cornhill Magazine 

Leslie Stephen compromised with the Victorian code and he could not be 

totally radical in his representation of woman. As Rosemarie Morgan, in 

Cancelled words (1992) observes: "Mr. Stephen kept a hawks eye on Hardy's 

writings and provided Hardy with a short course in Grundian conventions 

literary prudery and decorum that are deeply engrained in him but not in 

Hardy" (Morgan:1992,13). 

Hardy very tactfully articulates Bathsheba's suffering, loss and 

isolation. Being rendered a lonely widow by the society she feels extremely 

helpless when Oak offers to withdraw from her farm. Bathsheba's spirit is 

totally destroyed by Oak's attempt to mould her into a conventional woman. 

She is no longer the woman that takes confidence in her own ability. As Liddy 

informs Coggan, "Her eyes are so miserable that she is not the same woman, 

only two years ago she was a romping girl and she's thus" (FFMC, 429). 

Hardy expresses his deep grief and anger at Bathsheba's inability to laugh 

and share the joys of life. Hardy's sympathy for Bathsheba's isolation, loss of 

vitality and lack of independence come again and again at the end of the 

novel. Rosemarie Morgan says: 

Oak's activity of espial unobtrusively links vi/ith denial, with the prohibition placed 

upon Bathsheba's growth to self- knowledge, which, is pre-figured in the proposal 

scene, ultimately leads to the total enclosure of her space that Oak's wedding ring 

signifies . . . . Hardy details her decline from glowing vigour to enervation and 

obmutescence - the muted utterance. It is this poetic close detailing, this thoughtful, 

imaginative attention to her inner life, that brings us close to the Hardy who needs 

and wants to give recognition and voice to Bathsheba's sorrow, pain and loss - to her 

truncated feminine life(Morgan: 1988, 53). 

Hardy questions the marital ideal implicit in the novel. The closure of 

the novel refuses the happy note that Gabriel and the rustics seem to offer, 

rather the ending stresses on the tragic note describing metaphorically the 

weather condition. As the narrator informs, "it was a damp, disagreeable 
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morning" (FFMC 443). "The marriage celebration with its hideouss clang of 

music" (FFMC 444) could not cover up the fact of Bathsheba's ultimate 
I 

surrender to the institution of marriage the closure of the novel allows Oak the 

position of a all powerful male asserting his supremacy over dispirited 

Bathsheba. 

A voice of Bathsheba, however muted in form can be discerned in the 

novel. Bathsheba's repressed voice on the eve of her wedding with Oak 

amply demonstrates her suspension of womanly desires and aspirations. 

Through the device of contemporary ideology and the plot of the novel she is 

forced to accept the ideological rote of a marginalized heroine. Her voice 

remains repressed under the weight of traditional narrative structure. The gap 

between the narrative voice and the inarticulated voice of Bathsheba shows 

sexual politics of Victorian language. The silence of Bathsheba demonstrates 

inadequate language base to air her feelings Bathsheba found it difficult to 

convey properly her feelings in "language which is chiefly made by men to 

express theirs" (FFMC,390). Bathsheba's difficulty points to the radical 

feminists struggle to liberate language from the clutch of male domination. 

The radical feminists have shown that language relates to gender identity. 

This identity constituted or marked in language is primarily a matter of 

dominance. The linguistic domination reduces women to passive victims. Men 

controlled language subordinates women and marginalizes them in society 

because they are marginal in language. Bathsheba's inability to express the 

reality through the language controlled by men has been so total that she 

seems to echo the feminist demand to wrest away languauge from male 

control. Perhaps Hardy wants to tell that language controlled by women shall 

resolve women's problem and that language will reflect perception and 

experiences of women. Bathsheba voices the radical feminist's concern over 

the male controlled language. 

Though Far From The Madding Crowd was subtitled a tragi- comedy, 

a weak tragic vision could be discerned. Hardy wrote J.B. Priestely "tragedy . 

. . always underlines Comedy if you only scratch it deeply enough" (CL, VIII, 

38) and we can recognise the elements of some underlying tragic vision in Far 
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From The Madding Crowd . Hardy's novels show a tragic attitude to the world. 

In Far From The Madding Crowd Bathsheba through sufferings and bitter 

experiences was forced to accept Oak as suitor. In spite of her sufferings and 

Bathsheba adjusts with Oal<. Her perception about the world is now more 

pragmatic. The Victorian society turns her into a powerless, dependent 

woman. 

Hardy's women characters evolve chronologically in spite of his 

obligations to the traditional ideology. Cytherea, Elfride and Bathsheba are 

represented by Hardy through comic mode. But Hardy's representation of his 

women in his later novels became radical. The women characters are 

represented through the tragic mode. In The Return of the Native. Tess of the 

D'urbervilles. and Jude the Obscure Hardy did not compromise with the 

representation of his woman characters. Such women characters become 

radical in these novels. As Patricia Ingham observes: 

The early novels tend with some degree of uneasiness to reflect the standard 

masculine (Patriarchal) prejudices built into mid Victorian fiction. As Hardy gathers 

self-confidence, he becomes increasingly dissatisfied with conventional ideas, 

specially with regard to the stereotyped 'ange! in the house' image of Victorian 

womanhood, and there is progressive realisation of the independence and 

individuality of particular women, who have thoughts and desires of their own, in the 

sequence of heroines from Bathsheba Everdene and Eustacia. . . to Grace Melbury 

(quoted In Draper 1991,22). 

Hardy's heroines from Eustacia to Sue Bridehead are drawn to show a 

form of 'defiance'. They do not conform to the roles prescribed for them. In 

The Return of The Native. Eustacia Vye revolts against the suffocating world 

that denied her any scope of self-realisation and aspirations. In The Mayor of 

Casterbridge and The Woodlanders Elizabeth Jane and Grace Melbury are 

the victims of the codes of patriarchy. Hardy shows radical womanhood in 

Tess of the D'urbervilles and Jude the Obscure. For Tess's tragedy the author 

holds responsible society's double standard of sexual morality. Sue 

Bridehead, the New Woman, is a radical who struggles against the marriage 
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institutions. Hardy's women characters with their thoughts and desires thus 

question society's attitude to gender ideology. 

Thomas Hardy has shown a different form of womanhood in 

Bathsheba. Though the author represents her in the light of contemporary 

ideology, yet Bathsheba already demonstrates her possibilities and 

potentialities, in order to show this Hardy presents her in terms of 

reconciliation. However, this reconciliation is replaced by a more radical 

standpoint in his next novels. 
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Chapter-V 

The Hand of Ethelberta 

In Far From Maddlna Crowd Hardy challenges the traditional concept 

of femininity and feminine role and he exposes the power-structured 

relationships that subordinate and exclude women from their right to self 

assertion. Bathsheba's highly independent personality, explicit sexuality, and 

efficiency as a farm manager offended the conventional forces of the society. 

The traditional critics as well as readers grew apprehensive of Hardy's 

attempt at demolishing the age-old barrier between man and woman on the 

basis of gender. Bathsheba's representation, therefore, was not received well 

by the conventional society. Hardy as a budding novelist had no other way 

than to compromise with the orthodox views about the position of women. But 

he did not lose sight of the glaring fact of the oppression of women by the 

patriarchal society. Hardy's campaign against the female subordination and 

exclusionary principle of the masculine society continues in The Hand of 

Ethelberta. Ethelberta voices bitter criticism against the patriarchal society. 

Hardy presents her as radically different from other heroines of his novels. 

She is endowed with an extraordinary talent for manipulation, using her 'hand' 

for upper class mobility. Keeping her identity secret, Ethelberta employs 

subterfuges and stratagems to ensure her place in the literary market. The 

most talented of Hardy's heroines, she is 'awfully ambitious' with an 

uncommon ability for suppressing her inner feelings to achieve her objectives, 

and she is a good hand at 'contrivance'. She is shown to be in total control of 

her emotions, and her transformation from Berta Chikerai to lady Mountclere 

is a result of her exploitation of her 'IVlephistophelian' endowment of brains 

^The Hand of Ethelberta. 242, henceforth referred to as HE). Ethelberta, in 

spite of being a story-teller, poetess, and romancer, could not establish 

herself as a literary figure in a society uncongenial for women. Ethelberta is 

represented through the ideologies of self-sacrifice, sense of duty, and 

abnegation of desires to show that the system of exploitation works well 

through such idealization of traditional values for women. Hardy has used a 

comic narrative mode as a guise in this novel to show up exploitation of 
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women. He connives at the tragic implication of the novel. He believes that, 

'all comedy, is tragedy, if you only look deep enough into it' (L, 439). However, 

this strategy generates a tension in the novel and makes a the tragic 

undertone inescapable. Leslie Stephen, the editor of The Cornhill IVIagazine, 

requested Hardy to write for his magazine a novel similar iri theme to the 

previous novel. Hardy wishing not to be identified as a follower of George Eliot 

and to escape being type cast as a writer of rural love comedies radically 

departed in theme and pattern in the new novel. The novel that he contributed 

to the magazine was titled The Hand of Ethelberta. a Comedy in chapters. IVlr. 

Stephen deleted the subtitle 'a Comedy in chapters' fearing that his readers 

might take this new novel as a farce. Hardy incorporated into the novel comic 

elements on the pattern of Comedy of Manners to satirize the upperclass of 

the London society. Hardy through comedy shows exploitation of a talented 

poet, a storyteller, who sacrifices her whole life but in return did not get any 

recognition. He used 'ironic comedy of manners' to expose the condition of 

the highly ambitious, talented but poor women in the patriarchal society. The 

exploitative system of the society perpetuates its exploitation of women 

demanding from them self-sacrifice. Ethelberta, like Tess, sacrifices her whole 

life for her family. Marrying an old, dissolute aristocrat, Mr. Mountclere, for the 

economic security of her family, she gradually ended in oblivion. As a novelist, 

Hardy was committed to highlighting in all his works this oppression of women 

in the society. He shows that Ethelberta is forced to give up her emotional 

longings and aspirations and her compromise with the institution of marriage 

for her social and familial obligations. Lennart A.Bjork pertinently observes 

this tension at the heart of the novel: 

The novel focuses on Ethelberta, the daughter of a servant, and on her emotional 

afflictions as she is twice forced to marry out of her class, quenching her spontaneous 

feelings for the poverty stricken artist Christopher Julian, her first love. In the 

unfolding of Ethelbrta's fate, the psychological drama grows out of Hardy's tragic 

vision of the struggle between love and ambition, between the natural feelings of 

the heart on the one hand and the artificial values of social expediency on the other -

unnatural values which Hardy increasingly came to associate with head, with man's 

intellect(BJork:: 1987,89). 
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In all his novels Hardy projects women's sufferings due to this social 

ideological pressure on them. Ethelberta like Cytherea finds that her freedom 

of choice between, 'the dictates of her understanding and those of her heart' 

(Desperate Remedies. 232) gradually gets constricted by external forces. 

Early death of Ethelberta's husband puts her into severe emotiona| strains 

and suppression of love for her former lover, Julian Christopher for social 

expediency. Such emotional awakening In Hardy's earlier heroines is found to 

have further intensified in the heroines of his later novels. 

Hardy represents Ethelberta to air bitter criticism against the masculine 

world. Ethelberta is shown radically different from other heroines of his novels. 

Hardy in this novel tries to de-construct the image of 'Woman'. The traditional 

image of Victorian womanhood demanded of woman passive, powerless and 

submissive entity. They were hardly assigned any role of a masculine job. But 

Ethelberta is given the vocation of a story-teller, a romancer, and a skilled 

manipulator. As Sarah Davies in an article on The Hand of Ethelberta 

observes: 

in the novel Hardy Intentionally sets out to destroy the myth of woman's limited 
character and sphere of action, as propagated by a substantial amount of nineteenth 
century fiction, including much of his own work. He constantly draws the reader's 
attention to the conventional assumptions made in fiction about inherent feminine 
characteristics and by inverting those very conventions he succeeds in exposing 
them as fallacious (Davies:1993, 124). 

Hardy subverts the notion that women are weak, emotional and 

irrational beings. Ethelberta with an iron will suppresses her emotions. In this 

novel Hardy reverses the gender role showing Ethelberta more masculine 

than her male lover Christopher Julian. The author challenges the Victorian 

concept of polarised spheres. This polarisation gave rise to the concept of two 

sphere one for men, and the other for women. Women were assigned the role 

of a wife whose sphere was limited to hearth and home. Men were assigned 

the role of a more adventurous job out- side the home. Hardy very tactfully 

destroys this concept. Ethelberta as a professed story-teller, a breadwinner, 

and a paternal figure in her family transcends the Victorian concept of 
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womanhood. She manipulates the situation in such a way that her suitors are 

controlled by her whims. Hardy has shown her involvement in a multiple role 

and her potentialities as of subversive traditional womanhood. She like 

Bathsheba dominates the male world and assuming a fictitious identity breaks 

the gendered ideology of the society. As Tim Dolfn observes, "Ethelberta turns 

the male cultural heritage to her own advantage, adapting and distorting it at 

her own convenience and as each event occurs. This cultural opportunism 

aids her in her constant reinvention and her subversive conformity" (Tim Dolin 

in introduction to The Hand of Ethelberta 1997 xxxix), 

Robert Gittihgs traces similarities between situations of Hardy's life and 

Ethelberta's. Concealing his true class origin, Hardy like Ethelberta makes 

space for himself in the literary society of London. Ethelberta like Hardy 

temporarily gave up verse for novel writing. Like Hardy she published her first 

volume of verse 'Metres by E'. Both could not follow their passion for verse for 

a mere pressing professional job. Hardy through Ethelberta expressed his life

long contempt for class ridden Victorian society. Like Ethelberta, the author 

was a victim of class prejudice of the upperclass London society. As Robert 

Gittings observes: 

Like Ethelberta's growing dissociation from his relatives and necessary concealments 

of his origin as he married middleclass Emma Gifford and because successful with 

Far From The Madding Crowd and Hardy made a surprising and very personal 

decision that his next novel would deal with the situation in which he found his own 

life as a writer by humble origin, acclaimed by a society which might if knowing have 

found them contemptible {Gittings: 1975 289). 

The Hand of Ethelberta being a feminist novel questions the values of 

the patriarchal society. Hardy shows Ethelberta as a widow with a poetic gift 

and upper class mobility. As a strategy for survival in the discriminatory 

patriarchal society, she has to have recourse to hypocrisy and subterfuge. As 

a member of the underprivileged class she perceives that society would never 

grant her the privileges enjoyed by a male member. She adopts the policy of 

'self concealments' as a means of her self-fulfillment. In the struggle for 

existence, male members of the society are provided with undue advantages, 
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while the women are denied the rightful ones. Ethelberta conceals her true 

class origin and creates a space for herself in the upper class society. Hardy 

justifies her policy of concealment of true identity because he knew that the 

society would never recognize her talents due to her class origin. The author 

narrates Ethelberta's meteoric rise in the literary society of London by 

publishing a collection of verses, entitled 'Metres by Me'. The collection of 

verses was the talk of the town, especially in the aristocratic society and it 

was reviewed highly in London Magazine. This critical review attracted 

attention of some of the so-called aristocrats like Mr. Neigh and Mr. Ladywell. 

They felt an irresistible attraction towards Ethelberta. At a musical party in Mr. 

Doncastle's house the talk was Ethelberta's poetic gift. Hardy using 'Comedy 

of Manners' as his narrative mode satirizes the aristocratic society. A victim of 

class prejudice, Hardy in all his novels satirizes the follies and foibles, 

snobbery and superficialities of this society. At the musical party at Mr. 

Doncastle's house Hardy narrates to give a exposure to Ethelberta's genius. 

Hardy projects Ethelberta's emotional and intellectual sufferings after the 

death of her husband, Mr. Pethenwin. Her attempt at publication of a collection 

of verse gets a serious obstruction from her mother-in-law, Lady Pethenwin. 

Lady Petherwin, a conservative aristocratic woman, considers it highly 

improper on the part of a woman to print her verse. She comes to know about 

the true authorship of the 'Metres by Me' and exhorted Ethelberta to suppress 

the so-called 'amatory and gay verses'. She questions Ethelberta's fidelity to 

the memory of her deceased son. 'You might have left them unwrtten, and 

shown more fidelity, to him', she admonished her. Hardy shows Ethelberta's 

self-assertion when she refuses to withdraw her verses from the magazine. 

Ethelberta openly asserts: "1 will not. 1 don't wish them to be suppressed. I am 

not ashamed of them, there is a nothing to be ashamed of in them and I shall 

not take any step in the matter" (HE 60). 

Lady Petherwin with her internalized masculine ideology considers it 

highly improper to get printed the inner feelings of a Ethelberta. A widow, it is 

unfeminine on the part of Ethelberta to publish amatory verses. Ethelberta 

was disinherited from her rights on the property of her late husband. 

Ethelberta's plight shows the fate of average Victorian widows. 
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Ethelberta, the widow heroine of Hardy, is endowed with a multiple 

roles. She is a talented poetess, a successful romancer, a skilled manipulator 

of events, a schemer of marriage and a surrogate mother for her dozen of 

brothers and sisters. Ethelberta Is unique among Hardy's women in the sense 

that she is apparently in total control of her own destiny. 'Far From passively 

allowing her hand to be sought in marriage, she deftly plays her 'hand' in the 

game of social maneuvering' (Shanta Dutta: 2000,23). Deprived of the 

property of her late husband, Ethelberta brings her family to London. Here she 

shoulders the responsibilities of a dozen of his brothers and sisters. Being the 

sole bread-winner of her family, Ethelberta thinks of letting out her house at 

London and turn it into a Lodge. Ethelberta denies her passion for Christopher 

and in a letter stresses the importance of her social obligations than the 

demands of her heart. When Christopher Julian, her lover, asks her if she 

thought of writing verse again, she replies: "I cannot, that is, I can write no 

more that satisfies me. To blossom into rhyme on the sparkling pleasures of 

life you must be under the influence of these pleasures and 1 am at present 

quite removed from them surrounded by gaunt realities of a very different 

description" (HE 72). . 

Ethelberta with the tender heart of a mother suppresses her own 

emotional feeling for Christopher and decides to leave him for Picotee. This 

sacrifice of Ethelberta illuminates the fact of her uncommon ability for 

suppressing her inner feelings. It is an expression of her power not 

powerlessness, further evident in the new vocation she chooses for herself. 

To keep her family members from poverty she plans to take to the vocation of 

a story teller. She determines to appear before the audience in London. She 

cannot write poems any more, because she is 'surrounded by gaunt realities' 

(HE72). Ethelberta wants to take to writing stories rather than verses as she 

reasons "1 felt that to write prose would be an uncongenial occupation, and 

altogether a poor prospect for a woman like me. Finally I have decided to 

appear in public" (HE 72). Ethelberta's narrative technique fired the 

imagination of the public. Some of the weeklies observed this and commented 

that' a handsome woman, may have her own reasons for causing the flesh of 

London public to creep upon its bones by her undoubtedly remarkable 
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narrative power' (HE 87). 'It was in performing this feat that Ethelberta 

seemed first to discover in herself the full power of that self-command which 

later on in her career emerged her as her singular possession until at last she 

was tempted to make of it many fantastic uses, leading to results that affected 

more households than her own' (HE 84). EthelJDerta's novel endeavour did not 

find any moral support from her relatives. According to her mother 

Ethelberta's profession is synonymous with sexual fall. As Patricia Ingham 

observes: 

The narrator informs her mother also speaks in terms of appropriate to a sexual fall 

when she expresses fear that Ethelberta's story telling activities if combined with the 

revelation that she is not a lady will take away the family's good name as a simple 

country folk and interfere with her sisters chances in domestic service' {lngham:1989, 

35). 

Faith, Julian's sister, complains of obscenity in Ethelberta's public 

appearance. She remarks, "Perhaps it Is not altogether a severe punishment 

to her to be looked at by well dressed men. Suppose she feels it as a 

blessing, instead of an affliction?" (HE 86). Ethelberta's ambiguous position in 

her family is shown by the author as he points to the fact that instead of 

recognising her sacrifice for her family, the family members do cruelly criticise 

her novel attempt. Ethelberta thought of an expedient marriage when her 

audience at the story-telling sessions became thin. 'A good hand at 

contrivance' she preferred reason over emotion in this case. As Lennart A. 

Bjork observes: 

Ethelberta is forced to curb her own passions for the responsibility she feels for her 

destitute family when, having realised that her own earnings will not suffice to 

maintain her relatives, she faces the opportunity of relieving their situation by a 

financially rewarding marriage. Despite her warm affection for Christopher, she forces 

her relationship with him to acquire gradually "a predominance of judgment over 

passion" (186) (Bjork: 1987, 90). 

The narrative primarily emphasizes on Ethelberta's upper-class 

transition through a marriage of convenience. Though it is not uncommon in 
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the Victorian novels. Yet Ethelberta's case is a unique one in the sense that 

she is endowed with the uncommon ability in choosing her own life partner. 

The novelist uses under the cover of a comic mode to show Ethelberta's 

selection of husband of stress Ethelberta's manipulation. As Penny Boumeiha 

observes: 

In much of Hardy's work, issues of class expectations and allegiances and Issues of 

gender determination converge upon the act of apparent erotic freewill that is the 

choice of a marriage partner. But the essentially comic structure of the romance plot 

becomes increasingly problematic in the course of his writing. His more mode is 

closely connected with the extent to which his female protagonist is able to exercise 

the power of choice and in this he is at one with George Meredith {Boumela in 

Margaret Higonnet (ed) 1993, 244). 

Hardy imparts a Meredithian touch to the novel representing Ethelberta 

as a more active female protagonist. He subverts the passive female plot of 

the nineteeinth century showing Ethelberta in total control of the plot. Of the 

three suitors of Ethelberta, Christopher Julian Is an impoverished music 

composer with whom she is In fact, in love. Mr. Neigh and Mr. Ladywell are 

society men who pursue Ethelberta. Mr. Lord Mountclere, a dissolute old 

aristocrat, pursues her and she, to save her family from poverty, turns to 

maneuvering for a useful marriage rather than marriage of love. Hardy 

reversing gender roles in the novel invests Ethelberta with the privileges of a 

male in the matter of selection of a husband. Suppressing her inner emotions 

with Iron will, Ethelberta rejects Christopher as a prospective lover 

Considering the deteriorating financial condition of her family, she reasons: 

"But somebody in the family must take a practical view of affair or we should 

all go to the dogs" (HE 102 ). Sometimes she thought of marrying Mr.Alfred 

Neigh, the horse knacker. She was momentarily fascinated by Mr. Neigh's 

self-assured statement about her at the British Museum, "Ethelberta is going 

to marry me" (HE135). But Ethelberta accepts of' an advantageous marriage,' 

rejecting romantic love. Penny Boumeiha observes: 

What is most unconventional about the mamage plot of Ethelberta Chickerel, though 

Is no the question of whom she will marry: fairy-tale plots in the Cinderella mould 



87 

have accustomed as to such spectacular ascents through the class system. It is, 

rather the degree of consciousness with which the mamage is brought about that 

surprises the reader, the point becomes clear if Hardy's protagonist is compared with 

another comic heroine, Austen's Elizabeth Bennet (Boumeiha in Higonnet (ed) 1993, 

245). 

With a view to assessing the prospect of Mr. Neigh as a husband, 

Ethelberta along with her sister Picotee undertakes a secret visit to Mr. 

Neigh's farm at Farnhill. Here she was informed of Mr. Neigh's misogynistic 

character. However, this trip of Ethelberta ends in disillusionment about Mr. 

Neigh's profession as a horse knacker. "Ethelberta fancied at that moment 

that she could not have married Neigh, even had she loved him, so horrid did 

his belongings appear to be" (H E140). 

The author shows Ethelberta's repression of healthy sexuality and 

emotion in pursuit of her social ambitions and ideas. There lay open to her 

two directions in which to move. As the narrator informs: "She might annex 

herself to the easy going high by wedding an old nobleman or she might join 

to good and all the easy going low by plunging back to the level of her family, 

giving up all her ambitions for them setting as the wife of a provincial music 

master named Julian with a little shop of fiddles and flutes" (HE 279-80). 

Ethelberta's final decision to choose Lord Mountclere, older than her 

father, suppressing her tender emotion shows her inhuman capacity for 

repression of her feelings. She ultimately comes to understand that her 

marriage with Mountclere is necessary for the benefit of many people around 

her. Moreover, she is constantly urged by her mother towards marriage with 

wealthy Lord Mountclere "You see my dear Berta, marriage is a thing which 

once, carried out, fixes you more firm in a position than any personal brain 

can do" (HE203). Ethelberta with a pragmatic mind came to discern the 

importance of her mother's advice. Like Tess she is forced by her family to 

accept old, disolute, Mr. Mountclere. Patricia Ingham in Thomas Hardy (1989) 

observes: 
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of logic over Love, masculine reason over the softer womanly virtues. Ethelberta is 

not a woman whose errant, impulses are suppressed for the sake of conformity with 

the events that are to beffel her. That would be so if she had decided to marry the 

man she loves. On the contrary, she is a woman to whose will events are seen 

largely to conform (Ingham: 1989 37). 

Hardy gives the plot of the novel the touch of the 'Comedy of Manners' 

of the Restoration period showing Ethelberta's lover in Rouens and in Paris 

asking her hand. Hardy through frivolous narrative technique shows 

desperation of lovers for Ethelberta and their competition for her. The 

ridiculous farce In the hotel in Rouens when three Ethelberta's suitors, all 

attending on her in different room, and two of them leaning out of their 

windows, recognize each other while overhearing the third's conversation with 

her. Here Mr. Mountclere 'frankly and earnestly asks Ethelberta to become his 

bride' (HE 247). Not only so, but he pressed her to consent have the 

ceremony performed before they return to England. Ethelberta, on the other 

hand in order to fortify her reason of marrying Mr. Mountclere sits up all night 

reading Mill's Utilitarianism. She finds arguments in support of her self-

sacrifice: 

The ultimate end' she read 'with reference to and the sake of which all other things 

are desirable (whether we are considering our own good or that of other people) is 

an existence exempt as far as possible from pain, and as rich as possible in 

enjoyments, both in point of quantity and quality....this being, according to the 

utilitarian opinion, the end of human action, is necessarily also the standard of 

morality'(HE 222). 

A conflict occurs in Ethelberta's mind, whether her own happiness 

should or should not be preferred over that of others. Reading Mill's treatise 

she comes to the conclusion that her personal interest should not be 

considered more important than others: "The happiness which forms the 

standard of what is right in conduct is not the agent's own happiness but that 

of all concerned. As between his own happiness and that of others, 

utilitarianism requires him to be as strictly impartial as a disinterested and 

benevolent spectator" (H E222-23). 
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Mill's writing provides her with ample reason for self-sacrifice and about 

the midnight she felt the necessity of marriage with Lord Mountclere. A 

daughter of a butler Ethelberta was always under the mental anxiety that her 

true identity might be revealed to the higher society. She thought whether it 

would be expedient to conceal from Lord IVlountclere the circumstances of her 

position. She consulted a treatise on Casuistry: An old treatise on Causistry 

lay on the self. She opened it more from curiosity than for guidance this time. 

Ethelberta always finds justification for duty to her family as she does from her 

reading Mill's Utilitarianism. But her success. is tinged with ambiguity. 

Ethelberta's upperclass transition is received less sympathetically by her 

family members. As the novel treats Ethelberta's mobility to aristocracy with 

force and satire, it also poses a question about Ethelberta's real achievement. 

Ethelberta gradually becomes alienated from her family. Her brother Sol, her 

father and her ex-lover Christopher, all react with horror to this decision of 

marriage beyond her class. For example her brother's angry comment: "Berta, 

you have worked to false lines. A creeping up among the useless lumber of 

our nation that'll be the fit to burn if there comes a flare. I never see such a 

deserter of you own lot as you be! But you were always like it, Berta, and I am 

ashamed ofee. More than that, a good woman never marries twice" (H E 

297). 

Ethelberta's self-sacrifice fails to take the tragic trajectory as the 

narrative shifts its stress from the heroine's self-sacrifice to her fulfillment of 

ambition. Under the cover of opulence Ethelberta's tragedy remain concealed 

from our view. The conflict between her inner desire to return to her original 

self and her fictional artificial self creates a contradiction in her. It ultimately 

imparts her representation a tragic tone. Richard H.Taylor points out this 

ambiguity as he observes: 

Ethelberta's achievement is riven w'\\h ambiguity; she attains the social and economic 

status that she wanted, but it is uncertain whether she has not sacrified more than 

she has gained. Her progress is epigrammatically expressed as being 'from soft and 

playful Romanticism to distorted Benthamism', which begs the question which Hardy 
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asks but does not answer; 'was the moral incline upward or down?' (Taylor: 1982, 

64-65). 

Ethelberta being tired of her self concealment and burden of everyday 

deception for her professional advancement and upperclass mobility 

confesses to her father; 

Father, I cannot endure this kind of existence any longer. I sleep at night as if I had 

committed a murder: I start up and see processions of people, audiences, battafions 

of lovers obtained under the false pretences-all denouncing me with the finger of 

ridicule I am sick of ambition. My only longing now is to fly from society altogether, 

and go to any hovel on earth where I could be at peace (HE 220). Under the false 

pretences-all denouncing me with the finger of ridicule I am sick of ambition. My 

only longing now is to fly from society altogether, and go to any hovel on earth where 

I could be at peace (HE 220). 

She seeks freedom from exploitative sexist society through death. 

Ethelberta, a victim of circumstances cannot escape the false pretensions 

considering her family's deteriorating economic conditions. Peter Widdowson 

in Hardy in History : A Study in Literary Sociology (1989) observes ; 

Ethelberta's destructive consciousness of the falsity of her life (her' self-killing', in 

D.H. Lawrence's phrase) and her longing to return to an earlier self, another 'reality' 

which pre-exists the one that now constitutes her life- one which is theoretically her 

'true self. But what the trajectory of the novel confirms is the delusion of these 

dreams: she can not escape the logic of her life. Indeed she marries Lord Mountclere 

- the ultimate symbol of her incorporation by the fiction of class, and the agency 

which, while enabling her to fulfill her 'duty' to her family, alienates her most 

completely from them; so that, by the end, she controls the estate, runs all her 

family's lives, but has herself disappeared from the novel - except as a distant 

figure who passes in a coach and is talked about with awe by her sister and erstwhile 

lover (Widdowson: 1989, 193). 

The Hand of Ethelberta is unique in the sense that it converges its 

issues to a comic outcome after giving it the closure of a happy ending, but 

yet it could not attain the comic resolution through Ethelberta's individual class 

transition. Hardy appears to have compromised with the Victorian ideology but 
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on closer examination of the novel a tragic potentiality can be detected. Hardy 

presents Ethelberta as a woman with the spirit of self -sacrifice and duty. 

Despite her representation as a talented poetess, story-teller, a professed 

romancer and a good 'contriver', the author idealizes her through self-sacrifice 

and sense of duty conforming to the traditional notion of perfect womanhood. 

Self-abnegation was not only prescribed as womanly, it was considered a 

religious duty. (Carol Dyhouse in Laurence Lerner(ed) 1978,174). It was 

prescribed that women must remain passive, dependant and chaste. She 

should be concerned with private feelings only in a fantasy world she creates 

These Ruskinian ideas of feminine instruction stand to be criticized by Mill in 

The Subjection of Womend 860) observes: 

If women are better than men in anything, it surely is In individual self-sacrifice for 

those of their own family. But I !ay little stress on this, so long as they are universally 

taught that they are born and created for self-sacrifice. I believe that equality of rights 

would abate the exaggerated self-abnegation which is the present artificial ideal of 

feminine character" (Mill: 1860 42). 

Ethelberta is represented in terms of the Victorian ideologies of self-

sacrifice, self-abnegation and duty. Hardy apparently shows justification of 

Ethelberta's marriage with old Mountclere. Her motive for marrying Lord 

Mountclere is not for self-advancement but for her dependent brothers and 

sisters. Hardy was influenced by the contemporary ideology of womanly 

duties. Ethelberta is materially and emotionally exploited by this traditional 

ideology to which he adheres. But Hardy's compromise is on the surface only 

and under the surface of compromise Hardy has shown Ironically the sad 

plight of a talented poetess and story-teller. 

Hardy calls Ethelberta's application of the utilitarian philosophy to the 

marriage question an operation, of her own as unjustifiable as it was likely In 

the circumstances,' 'unconscious misapplication of sound and wide reasoning 

'and 'distorted Benthamism'. As Shanta Dutta in Ambivalence in Hardy (2000) 

observes: 
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But although the gradient of Ethelberta's social climb is undoubtedly a regular graph, 

there is a deliberate ambivalence about her emotional or moral progress. Hardy 

himself tantalizingly raises the question through the narrator. 'Was the mora! incline 

upward or down? {H.E.286). It is a crucial question but one which Hardy himself 

refused to answer; he deliberately left unresolved the questionof whether, for 

Ethelberta herself, achieved ambition also represents achieved happiness' (Dutta: 

2000 34-35). 

Hardy represents Ethelberta in the comic mode. If Hardy had not 

represented Ethelberta in the comic mode, a tragic potentiality of the heroine 

could have been more distinctly visible. At the end of the novel Ethelberta 

disappears from the novel and we are informed by Picotee that Ethelberta 

'lives mostly in the library...She is writing an epic poem' (HE 320). Hardy's 

vision of marriage got gloomier and gloomier in each of his successive novels. 

In the next novel The Return of the Native Hardy radically shows tragic 

implications of love and marriage. But in this novel Hardy connives at the fact 

of Ethelberta's tragic potentialities as a heroine. As Richard H. Taylor 

observes: The comic is realised but not without a sense that Hardy is 

constrained by the mode from investigating the deeper implications of the 

conclusion" (TayIor:1982,74). Under the guise of Comedy of Manners, Hardy 

studies the effect of 'modernism' on the psychic evolution of his heroines and 

this experiment he carried extensively on Eustacia, Grace, Tess and Sue. As 

Tim Dolim observes: "The very categories of selfhood, so precious to 19th 

century realism, are being dismantled in this 'real tragedy" (Dolin: 1997,32). In 

the next novel The Return of the Native. Hardy did not compromise with the 

Victorian conventions and he presents Eustacia as a confrontational 

womanhood which came to clash with the patriarchal values directly. 
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Chapter-VI 

The Return of the Native 

The first major tragic novel of Hardy is The Return of the Native, and in 

it he creates a new vision of life under a new horizon. In his earlier novels like 

Far From the Madding Crowd and The Hand of Ethelberta the endings were 

rather happy. In these novels most of the women characters were presented 

in a comic mode. Bathsheba and Ethelberta accepted the traditional role, and 

the novels ended In happy note. But it is not so in The Return of the Native. Its 

heroine Eustacia is a woman of vibrant sexuality. She is a self assertive and 

rebellious woman struggling to have a suitable place for herself in the male 

dominated society. Her efforts create a conflict between herself and the 

traditional society. This conflict with the society with her uncompromising 

instincts gives her image a tragic stature more because of a radical 

presentation of her personality. She has her own sexuality and tries to find 

autonomy and self-fulfillment in a society that denies women any scope for 

self-satisfaction. Hardy paints Eustacia as a wily and rebellious woman. She 

is non-conforming to the society's expectation of a submissive, docile and 

self-effacing ideal of womanhood. The author tries to focus light on the female 

desires and aspirations in the novel by projecting Eustacia's frustrations in the 

circumscribed world of Egdon Heath. Going against the convention, Hardy 

has shown her as an unconventional heroine who challenges gender 

discrimination and traditional sexual morality. Through the rebellion of 

Eustacia, Hardy tried to show the presence and emergence of such a non

conforming woman in the society. Though her rebellion remains partial and 

fails to shake to the root the then patriarchal society, her efforts may be seen 

as the beginning of the end of the male-dominated society. In the death of 

Eustacia, Hardy has tried to show the limitations of the values of the 

patriarchal society. She has accepted death as she fails to compromise with 

the Victorian social codes as Bathsheba and Ethelberta did. Her death puts a 

question mark on the traditional values of the male-dominated society. 
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By the time Hardy writes The Return of the Native he is sensitively 

aware of the legal, economic and social aspects that restricted the lives of 

women. He has emphasised in his writings the social restrictions on women's 

desires and aspirations. In the contemporary novels the image of the woman 

presented was passive, docile and evasive. They hardly questioned the male 

dominated role of the society. The social conventions of the Victorian period 

desired that a woman must be sexually innocent in mind and action. The 

society imposed certain restrictions on women to ensure sexual ignorance 

and silence on sex matters. Victorian women had no independent sexual 

identity and any manifestation of sexual passion on the part of women was 

regarded as highly degrading. The whole concern of woman was their 

children and husbands. The society had an aversion to female sexuality and 

the contemporary scientific literature upheld the view that a woman having 

sexual passion was a 'deviant' and the society termed her a fallen woman. 

Apart from this sex suppression by the Victorian standard, a woman of that 

period was also denied economic and political power. As Catherine Hall in her 

essay, "Private persons and Public Someones: class Gender and Politics, in 

England, 1780-1850" observes: 

At one level the exclusion of middle-class women 'from the public world of politics is 

hardly surprising. After all, women never had been very much involved in the political 

sphere. . . . The late eighteenth and nearly nineteenth centuries marked a period of 

transition in English society when traditional values and beliefs were subjected to 

attack and criticism. Established social hierarchies were breaking down and common 

-sense notions were being turned upside down. It was in this context that middle 

class men articulated their new demand for representation. This was a demand which 

did not grow naturally by a process of evolution, but rather was forged out of the 

recognition that political Influence was a necessary concommltant to their economic 

power. In the same way, there was nothing 'natural' about the process whereby 

women were not included in that demand. Certainly it coincided with the custom. But 

middle class men were busy challenging custom in other arenas. Customary patterns 

about gender divisions were reworked in this period of transition. It was in that re

working that men were firmly placed in the newly defined public world of business, 

commerce and politics; women were placed in the private world of home and family 

{Catherine Hail in Terry Lovell (ed) 1990. 52). 
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The contemporary power relations in the society stressed the need for 

subordination of the female by the male. The traditional society conceived 

women as objects for sexual use and possession. They were subjected to 

cruelty and dehumanazition. To perpetuate this sexual domination, the society 

propounded the theory of polarisation of women between the Madonna and 

the whore, the desirable and the undesirable. The Madonna or the perfect 

womanhood was characterised by passivity, sacrifice, self effacement, moral 

and physical purity. On the other hand the whore or the fallen woman was 

identified by her sexual passion and masculine activities. The society 

demanded from women only purity and chastity. Victorian society was afraid 

of women's sexual freedom and the repression of sexual emotion among 

women was a common practice. Even after marriage, fidelity was regarded as 

the supreme virtue in Victorian women. The ideal of restraint and chastity 

within and outside marriage was enforced on women and not on men. Women 

were denied any independent identity and self-fulfillment. Any deviation from 

their prescribed role termed them as fallen women. 

But with the advent of the industrial revolution a new concept about the 

role of women in the society gradually evolved. The industrial and economic 

development changed the condition of the society giving rise to new socio

economic aspects of the society. New ideas about women and their role in the 

society yvere a natural manifestation of this change. 

Hardy along with George Meredith and other major novelists of the 

period felt the need to write about women with sexual frankness and 

psychological realism in place of prudery and sentiments, by challenging the 

prevalent ideas of femininity and maternity. They tried to depict women as 

active participants in public spheres. They intended to write about the desires 

of women for power and autonomy which would result in a radical break with 

the social and cultural traditions As Patricia Stubbs observes. They almost 

had to re-invent women in the novel by introducing the inner conflicts and 

sexual feelings which had been denied to women in English Fiction, for nearly 

a century (Stubbs: 1979, 58). 
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Hardy in The Return of the Native presents unconventional women who 

refuse to conform to the society's expectation of ideal womanhood. These 

women came in direct clash with the society to attain their autonomy, identity 

and self-fulfillment. But the conventional society denies them these by making 

them powerless against the social codes. Hardy shows their partial victory 

against the patriarchal society. 

In The Return of the Native Hardy presents an unconventional 

rebellious woman who tries to come out of her circumscribed existence. At the 

beginning of the novel Eustacia Vye is introduced as the "Queen of Night" and 

as 'Raw material of Divinity' (The Return of the Native 118 henceforth referred 

to as RN). In order to convey her dignity and glamour, the author places her 

alongside the goddesses Artemis, Athena and Hera. We are informed that 

'Eustacia is a girl of forwardness of mind' (RN, 112). 'She prefers the 

Philistines to the Pious and wonders if Pilate was handsome. Her instinct 

towards social non-conformity is at the root of this' (RN 12). 'Eustacia Vye is 

the raw material of divinity. On the Olympus she would have done well with a 

little preparation. She had the passions and instinct which make a model 

goddess, that is, those which make not quite a model woman' (RN, 118). As 

Marlene Springer in Hardy's Use of Allusions (1983) observes: "In order to 

elevate Eustacia above her environment and place her in the company ofthe 

tragic heroines he so admires, Hardy surrounds her with largely classical 

allusions. In so doing he also flirts with a theme which he was to explore more 

fully in his later novels-namely, the feasibility and practicality of following an 

Arnoldian Hellenism" (Springer: 1983,109). 

Hardy, being determined to elevate Eustacia's dignity, rebellious spirit 

and forwardness of mind, writes 'that her high gods were William the 

Conqueror, Strafford, and Napoleon Buonaparte as they had appeared in the 

Lady's History uses at the establishment in which she was educated' (RN, 

122). He further observes 'that her chief priest was Byron, her anti-Christ a 

well-meaning polemical preacher at Crestmouth, of the name of Slatters' 

(fol78) Hardy has shown the glamour and dignity in the physical appearance 
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of Eustacia, her urge for self-fulfillment as well as her denial of compromise 

with the traditional society. 

As In his previous novels, in this novel also Hardy explores how women 

lose their autonomy and identity by the degrading influence of the male world. 

The autonomous world of women frustratingly gets limited when they come in 

touch with the patriarchal society. Elfride's vibrant sexuality is checked at the 

advent of Henry Knight. Bathsheba loses her independence and originality 

and is forced to enibrace patriarchal values. Eustacia, the unconventional 

heroine, too, searches frantically for her autonomy in the male dominated 

society and tries to make her life meaningful. To quote Rosemarie Morgan's 

remark, " There is no area of exploration, whether occupational, sexual or 

merely developmental, that does not eventually, conflict with the dominant 

male will to disposes woman of autonomy, identity, purpose and power" 

(Morgan ; 1988, 58). Hardy articulates Eustacia's resentment at her lack of 

freedom in the confined world of Egdon Heath. Her suffocating soul does not 

find any fulfillment in the wilderness of that confined heath. She thinks that 

Egdon Heath puts an obstruction in her way of happiness: "Egdon was her 

Hades and since coming there she has imbibed much of what was dark in its 

tone, though inwardly and eternally unreconciled thereto" (RN 119). The 

author informs that 'Her appearance accorded well with this smouldering 

rebelliousness and the shady splendour of her beauty was the real surface of 

the sad and stifled warmth within her' (RN119). By projecting the loneliness of 

Eustacia, the author comments that 'her loneliness deepened her desire. On 

Egdon coldest and meanest kisses were at famine price, and where was a 

mouth matching hers to be found?' (RN121). Her confined life at Egdon Heath 

evokes the memory of her dazzling life at Budmouth. The narrator indicates 

the responsibility of human being in placing Eustacia at this lonely and 

suffocating part of Wessex. She had 'romantic recollections of sunny 

aftemoon on an esplanade with military bands, officers and gallants around 

stood like gilded letters upon the dark tablet of surroundings Egdon' (RN 120-

21) .In contrast her past glamorous life at Budmouth her present drab 

existence at Egdon makes her frustrated . She does not surrender to the 

suffocating heath; her ramblings on the heath at odd hours show her 
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unrecognised state of mind with the heath. Eustacia was brought up as an 

orphan by her grandfather after the death of her parents. She was granted 

freedom from the end of her grand father and gradually she became an 

independent woman. But Eustacia was forced to live with the grandfather due 

to her orphan hood. "She hated the change; she felt like one banished: but 

here she was forced to abide" (RN 120). 

Eustacia's forced living at Egdon Heath is responsible for her 'wily 

'nature and her romantic obsessions. Hardy comments that Eustacia is not 

responsible for her wily nature, the circumstances are rather responsible for 

her rebellious nature. "An environment which would make a contented woman 

a poet, a suffering woman a devotee, a pious woman a psalmist, even a giddy 

woman thoughtful, made a rebellious woman saturnine" (RN 123). The 

gloomy surroundings made her passionate. The author shows her 

unconventional mind that desires "To be loved to madness" because 'Love 

was to her the one cordial which could drive away the eating loneliness of her 

days. And she seemed to long for the abstraction called the passionate love 

more than for any particular lover" (RN 121). The author shows Esutacia's 

sexuality as a powerful force in the novel. It challenges the conventional 

notion of femininity and female sexual desire. Hardy by representing 

Eustacia's unconventional mind and sexual desires breaks away from the 

norms of the so- called ideal women. Eustacia is a woman of flesh and blood 

with natural sexual desires and urge for self fulfillment. Eustacia transcends 

Victorian society's polarisation of womanhood. In this society women were 

polarised in to two types: Madonna and Whore, desirable and undesirable. 

But the author shows her vibrant sexuality as the spontaneous manifestation 

of rebellious womanhood. The author does not consider her an immoral 

woman. On the contrary he considers sexuality as the expression of her 

unconventional personality. Hardy sympathizes with Eustacia's sense of revolt 

against the social codes. 'Hardy has intended to demonstrate initially the 

quality of Esutacia's rebellious nature through classical allusions and then 

through more dramatic and objective methods' (Dale Krammer; 1975,63). 
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Hardy projects Eustacia's loneliness showing her unfettered 

movements on the heath at the odd hours of the day and night. Her 

unconventional behaviour marginalizes her from the Egdon community. She Is 

called a 'witch' and a 'strange woman' by the inhabitants. As Frank R. 

Giordano, Jr, observes: 

Eustacia's social isolation is reinforced in this scene when she builds her own bonfire, 

a symbol of man's Promethean rebelliousness and, particularly her own. At first the 

fire is thought to have been set by her grandfather old Captain Vye; but when it is 

found that Eustacia ignited the fire, Susan Nunsuch says, "She is very strange in her 

ways, living up there by herself and such things please her". So strange is her 

behaviour In fact, that the Egdon rustics consider her to be a witch (Giordano: 1980, 

507). 

Hardy shows that Eustacia's unconventional behaviour challenges the 

society's expectations of an ideal womanhood. She is neither a whore nor an 

'angel in the house' but rather a healthy vigorous woman in search of her 

sexual identity. The author informs that 'Eustacia is a girl of some fon/vardness 

of mind. . . And 'her instinct towards social non-conformity is at the root of 

this' (RN 122). Penny Boumeiha observes; 

Eustacia is, however, an interestingly feminized version of Prometheus: her 

boundless desire is to be boundlessly desired. Her sense of her own identity 

constantly seeks reaffirmation, not through action but through that confirmation of 

value which is the desire of another. Pre-occupied as she is with love, she still 

displaces her entire feelings in a way which I have argued is distinctively female in 

male dominated society. Her aspiration sets up a circle of desire: "To be loved to 

madness such was her great desire" (Boumeiha: 1982, 65). 

Eustacia seeks passionate love to escape the loneliness of Egdon 

Heath. 'Love is to her the one cordial which can drive away the eating 

loneliness of her days. And she seems to long for the abstraction called the 

passionate love more than for any particular lover' (RN 121). To escape the 

eating loneliness of the heath Eustacia falls in love with Wildeve. Eustacia 

expects Wildeve's love would take her away from the suffocating Egdon 

Heath. Wildeve is a failed engineer and without any morality and has no 
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qualms in making love with one woman and marrying another. His fickleness 

fails to provide justice to either of the two women. His frequent desertions of 

Thomasin before the marriage considerably excites Eustacia. However, 

Eustacia feels a kind of thrill of power in summoning Wildeve according to her 

will. Penny Boumeiha sees Eustacia's fascination with power as erotic in 

nature. She observes, "Eustacia's attraction towards Wildeve is partly 

determined by the eroticism of the power which his relative passivity allows 

her to imagine that she holds over him" (Boumeiha: 1982, 56). Eustacia 

through her love wants to realize her sexual identity. Hardy has shown that 

Eustacia ceases to love the man who is not loved by others and loves him 

again when he becomes desirable to another person. J. Hillis Miller in 

Thomas Hardy: Distance and Desire (1970) observes; 

Hardy's fiction might be defined as an exploration of the varieties of mediated love. 

The third person standing between most influences love and most successfully 

prevents the lover from reaching his goal. . . . Eustacia's fluctuations of love for 

Wildeve and indifference toward him provide the occasion for statements which are of 

capital importance as formulations of the pattern of loving in all his fiction. 'What 

curious feeling was this coming over her? Was it really possible that her interests in 

Wildeve had been so entirely the result of antagonism that the glory and the dreams 

departed from the man with the first sound that he was no longer coveted by her 

rival' (P,165) . So Eustacia ceases to love the man who is not loved by others and 

loves him again when he becomes desirable to another person. His relation to 

Wildeve is mediated by way of his relation to Thomasin. When Eustacia has Wideve 

to herself she soon tires of him, but as soon as he turns from her to Thomasin he 

becomes desirable again. . . i She has believed that the glory and the dream he 

radiates are evidence of power in him, his luminous glow making him so different 

from other people as to be almost like a god in his superiority. Now through her rival's 

indifference she discoves in a moment that her love has gone by way of that rival. 

The divine radiance which seems intrinsic to Wildeve is subjective marriage cast on 

Eustacia's vision of him by the fact that Thomasin loves him (Miller; 1970, 159-161). 

Eustacia's loneliness and her desire for the 'abstraction' calfed 

'passionate love' explain her reckless unconventionality. Throughout the novel 

Eustacia yearns for an object to live for. Her loneliness deepens her desire. 

To escape the loneliness of her everyday existence she idealises Wildeve and 

Clym. Eustacia sees Clym in terms of abstraction. The halo of Paris that 
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surrounds Clym makes him an object of infinite longing. Her desire to meet 

Clym proves irresistible and she fulfils it by bargaining with Charley for his 

place in the mumming. As Leonard W.Deen observes: "Eustacia's becoming a 

mummer involves her assumption of 'the heroic masculine role to which she is 

always aspiring. She wants to alter her essential human condition, to change 

hersex"(Deen:1960, 211). 

The news of the arrival of Clym at Egdon fills Eustacia's mind with the 

glow of expectations. She identifies him with romantic Paris She falls in love 

with him before she even sees him, because he promises her access to that 

celestial place. "A young and clever man was coming into that lonely heath 

from, of all contrasting place in the world, Paris. It was like a man coming from 

heaven" (Miller: 1970, 124). Eustacia's acting as a mummer follows a dream 

that foreshadows her tragic destiny in a man made world: 

She was dancing to wondrous music, and her partner was the man in silver armour 

who had accompanied her through the previous fantastic changes, the visor of his 

helmet being closed. The mazes of the dance were ecstatic. Soft whispering came 

into her ear from under the radiant helmet, and she felt like a woman in Paradise. 

Suddenly these two wheeled out from the mass of dancers, dived into one of the 

pools of the heath, and came out somewhere beneath into an iridescent hollow, 

arched with rainbows.' It must be here,' said the voice by her side, and blushingly 

looking up she saw him removing his casque to kiss her. At that moment their was 

cracking noise, and his figure fell into fragments like a pack of cards (RN, 174). 

Eustacia's dream implies her tragic death and her doomed marriage 

with Clym Yeobright. In a rare moment of self-recognition Eustacia tells Clym 

before their marriage: "Yet I know we shall not love like this always. Nothing 

can ensure continuance of love. It will evaporate like a spirit and so I feel full 

of fears" (RN 255). Eustacia's apprehension proved prophetic when Clym 

disregarding her passionate yearnings for Paris absorbes himself in his own 

world of philanthropy. When Clym gives her proposal for marriage Eustacia 

confesses to him "To be your wife and live in Paris would be heaven for me" 

(RN 253). She wants freedom from Egdon Heath and yearns for "life, music, 

poetry passion, war and all the beating and pulsing that are going on in the 
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great arteries of the world ". (RN345). Rosemarie Morgan observes: 

"Revolutionary and not aristocratic Paris would be far more to her liking 

"(Morgan: 1988", 77). Even though Clym leaves her in no doubt regarding his 

intention not to return to Paris, Eustacia clings to her illusions and persuades 

Clym to return to Paris. Clym rather sees Eustacia as a vision or idea The 

idea he brings from Paris for moral and intellectual development of the rustics 

rather than material advancement. Clym's expectation of Eustacia represents 

ideological makeup of the patriarchal society. He looks upon Eustacia as a 

mistress of his proposed school. Eustacia's aspirations are secondary to hirp. 

Clym persists in his fantasy of moulding Eustacia into a model wife to match 

his own Utopian idea of educating the Egdon 'eremites' Clym's fantasy of 

moulding Eustacia according to his desire shows him as a totally conventional 

man . ClymYeobright like Angel Clare fails to see women in thier real flesh 

and blood entity. They rather see their women in abstraction. In Anne Z. 

Mickelson's words: 

Yeobrights trouble with sexual love is due to his insistence on her mind and spirit 

rather than on her sexual actuality. Thus the desire to create another world than the 

one about him causes the individual to construct an inner world - a world often of 

false inner reality which creates acute disparity with the actual self. In essence these 

men still cling to the Victorian idea of woman as the Great Virgin (Mickleson :1976, 

34). 

Clym creates a fantasy world in his mind for implementing his 

educational plan to escape from the sordid 'ache of modernism'. 'Clym's plan' 

to educate the rustics who are living in abject poverty and to raise them into 

an intellectual and rational level of existence without subjecting them to the 

evils of material prosperity reveals a certain lack of insight into their existence 

(Arti Mathur in Subhas Chandra; 1999. 86). The narrator focuses on the 

impractibility of Yeobright's plan by satirically informing: 

To argue upon the possibility of culture before luxury to the bucolic world may be to 

argue truly, but it is an attempt to disturb a sequence to which humanity has long 

been accustomed. Yeobright preaching to the Egdon eremites that they might rise to 

a serene comprehensiveness without going through the process of enriching 
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themselves was not unlike arguing to ancient Chaldeans that in ascending from earth 

to the pure empyrean it was not necesary to pass first into the intervening heaven of 

ether (RN 231). 

Clym Yeobright is shown as a highly intellectualized Victorian. He is the 

product of the new thought that he has imbibed during his stay in Paris. His 

renunciation of body for intellect shows his gradual entombment in his 

imaginary world. The author shows that his intellectual and philanthropic 

pursuits make him blind to the aspirations of Eustacia. His abandonment of 

his job at a diamond establishment and his return to Egdon for a life of plain 

living and high thinking shows his gradual alienation from the practical world. 

He fails to see Eustaica's potentialities and possibilities. As Dale Kramer 

analyzes: 

Clym represents two coexisting but separate societies, the heath and the outer 

intellectual world, which he had learned about in Paris and which had provided part of 

the rationale for his rejection of the life of business. The philosophies that these two 

societies impress upon Clym are not identical but they are similar enough to separate 

further Clym's psychic state from Eustacia's. The two societies jostle for influence in 

Clym, but their impacts on his character are complimentary (Kramer: 1975, 52). 

He [Clym] as a member of the dominant class expects to pursue his 

plans however impractical that may be. Society never questions the 

qualification of a man to become a successful husband, for making a girl 

happy, just as he to demand his own happiness from her. Eustacia in spite of 

her potentialities as an educated, cultured, beautiful woman has no power to 

create position for herself in the society. She becomes a mere spectator at 

Clym's gradual regression into a furze cutter. She gets nothing by depending 

on Clym's will. This sense of desperation ultimately leads her to elope with 

Wildeve for her self fulfillment. Hardy exploits the marriage to expose the 

social background against which Eustacia's character develops. The marriage 

shows that one partner exploits the other, and shows the society and egoism 

in action against the other. Eustacia wakes up to find herself degraded by the 

prevalant practices of Victorian marriage as an institution. Hardy's vision of 

the institution of marrige remained gloomy from the beginning of his career as 
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a novelist. In the Victorian society women's role became limited. She 

accepted traditional role as a wife and mother, and she had no voice in the 

society. The author shows that Eustacia accepts the ideological role of Clym's 

wife with the expectation that someday she would be able to persuade him to 

return to Paris. After her marriage with Clym, Eustacia finds that her chance of 

self fulfillment gets thinner and thinner everyday with Clym's gradual 

involvement in the meaningless mire. Clym has already assigned for her the 

role of a mistress of his school. Eustacia finds after marriage her chance of 

returning to Paris gets bleaker and bleaker with Clym's insisting her to live on 

the heath. Meanwhile Clym's eye sight failed, he decides to become a furze 

cutter after abandoning his plan of educating villagers. The author shows that 

the patriarchal society denies her right to self fulfilment. She hoped that Clym 

would provide her the cherished freedom from Egdon heath where her grand 

father has placed her. Rosemarie Morgan is her essay, on the The Return of 

the Native observes: 

The world of freedom and action Hardy's greater heroines would shape for 

themselves disintegrates as rapidly as the man made world superimposes upon them 

its own curbing shape. With the advent of adulthood and fully awakened sexual 

consciousness, every exploratory move towards self discovery , self realisation and 

sexual understanding , meetswith obstruction in a male-dominated world intent upon 

highranking the docile woman over the daring, the meek over the assertive , the 

compliant over the self-determining, the submissive over the dynamic . There is no 

area of exploration whether occupational, sexual or merely developmental, that does 

not, eventually conflict with the dominant male will to dispossess woman of 

autonomy, identity, purpose and power (Morgan: 1988, 58). 

The author shows Eustacia's struggle against the forces of the society. 

As Anne Z. Mickelson aptly observes, "For Hardy society is the villain - a 

society which denies the beautiful, the educated, the courageous and the 

individual woman like Eustacia the power to determine her positive potential 

and then realize it" (Mickelson: 1976, 70). The author points out that the 

institution of marriage traps her in a exploiting society and she has lost her 

identity as a woman. 



105 

Clym's physical blindness is symbolic of his psychological and social 

blindness; social and sexual. Eustacia finds that her marriage with Clym 

brings social degradation. This development of Eustacia reveals her creator's 

dissatisfaction with what Eustacia was at the beginning and what she socially 

represented . Hardy's sympathy for Eustacia's worsening social position is 

clear in the following lines; "A bitter tear rolled down Eustacia's face, which 

he did not see. There had been non-chalance in his tone, showing her that he 

felt no absolute grief at a consummation which to her was a positive horror" 

(RN 311). Eustacia weeps in sick despair of the blasting effect upon her own 

life. Hardy shows that Eustacia's urge for self satisfaction is obstructed by the 

patriarchal society that has no space for womanly desires and its fulfillment. 

Eustacia's married life with Clym becomes oppressive due to Mrs. Yeobright's 

over- possessive motherhood and Clym's abnormal mother fixation. Hardy 

has shown conventional motherhood in Mrs. Yeobright. She is possessive 

and wants to dominate her son to fulfill her failed aspirations of youth. She is 

shown by the author as a widow whom the society has denied self- fulfillment. 

This poor widow tried her best to give her son a good education and kept her 

son out of Egdon heath. She tries to protect her son from the influences of the 

Egdon folk .Hardy brings out the evil side of possessive motherly love. Mrs. 

Yeobright being jealous of Clym's selecting of Eustacia as a prospective bride 

makes virulent criticism of Eustacia. Apprehensive of Eustacia's influence 

over Clym Mrs. Yeobright warns him; "But when 1 consider the usi^al nature of 

the drag which causes man to promise to disappoint the world I feel uneasy" 

(RN 246). This is the jealousy of over possessive mother. Her jealous 

statements against Eustacia shows her resolve not to be robbed of her son 

and her self satisfaction. Her jealousy creates a rivalry with Eustacia. Mrs. 

Yeobright cannot tolerate the fact that the love of her son may be divided. She 

cannot tolerate that Clym may place his affection on Eustaica. She tells Clym, 

"Why do you wish to connect yourself with any body at present?" (RN251). 

Being angry with Clym on his decision to marry Eustacia, Mrs. Yeobright says, 

"For shame Clym. But it is all through that woman - a hussy! "(RN252). After 

the quarrel with his mother Clym wishes that, "he had never known Eustacia' 

(RN 260). Penny Boumelha observes: 
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Mrs. Yeobrights relationship with Clym, however, is unparalleled in the fiction in the 

Inextricable intertwining of their lives and emotions. She lives vicariously through her 

son, and this gives her behaviour towards him a blend of dependece and dominance. 

Clym has a life and will of his own beyond this one relationship, yet remains strongly 

bound to his mother for emotional approval and support. However, there is a 

uncertainty in the writing about the relationship, possibly because of the implicit 

sexuality with which it is invested. Its nature is discussed as that which cannot be 

discussed, shown as that which cannot be shown; their love has 'a profundity in 

which all exhibitions of itself is painful (P. 205). And their communication takes place 

through a' magnetism which as superior to words as words are to yells' (Boumeiha: 

1982.58). 

Clym's mother fixation is responsible for the breakdown of Eustacia's 

relationship with Clym. However Hardy presents Mrs. Yeobright as a 

sympathetic mother .After a few months of her rift with Clym, she walks alone 

on the heath to have a reconciliation with her son. We feel sympathy for Mrs. 

Yeobright when her only son leaves her; and in her abandoned state she feels 

that the tragedy of her life is want of an object to live for. Her move towards 

reconciliation with her son meets with a tragic death. Hardy has shown Mrs. 

Yeobright's death poetically amid natural surroundings . She attains a tragic 

dignity through her death. 

The author shows the destructive power of mother fixation even after 

the tragic demise of Mrs. Yeobright. Clym cannot extricate himself from the 

influence of the mother. When he comes to know that his mother returned 

from his home broken hearted after being denied entry to her, Clym reminded 

Eustacia of his mother's reason for rejecting her , "how can there be any 

good in a woman that every body spoke evil of? "(RN395). Clym is a pathetic 

victim of his mother's possessive love. As Marjorie Garson observes: 

Certainly Mrs Yeobright, who calls her son a failure, 'Like your father* and nags him 

'to push straight on, as other men do-all who deserve the names ; shows herself 

willing to assault his masculinity quite directly to get him to do what she wants. And 

her son's subsequent career that he cannot successfully defy her. Mother and son 

are one flesh- 'he was a part of her'. That his link with this woman is so intense that 

separation from her means dismemberment, emasculation, sexual death, is one 

inevitable meaning of the narrative (Marjorie Garson in Shanta Dutta (ed) 2004,488). 
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Eustacia's descent from romantic dignified figure to the level of a 'fallen 

woman' Is almost complete at the end of the novel. She was a sensitive, 

intelligent and beautiful woman who sought freedom from the stereotyped role 

of a Victorian woman. At the beginning of the novel she was conceived by 

Clym, "wrapped up in halo and idea!" But the conventional society denies her 

self-fulfillment. She is a rebellious figure and snatches her right from the 

society. The society terms her a 'fallen women'. To Clym she Is no longer the 

woman whom he met first. By the standarard of social belief she has lost her 

Olympian dignity and her polarisation as a whore is complete. To the eyes of 

her husband she is a whore and to the Egdon folk she is a 'witch' and to her 

grandfather she is a woman full of romantic 'nonsense'. Eustacia's rebellion 

against the conventional society challenges the Victorian stereotyped image 

of woman. Hardy moulded her into a rebellious self. Eustacia as a rebellious 

woman in search of self-fulfillment problematized the contemporary position of 

such women in the novel. Eustacia's confrontation with the social values that 

transfonns man and woman to 'willing slaves'. The patriarchal society, inorder 

to perpetuate the domination of women by retaining power restricts their 

freedom. Eustacia refuses to be circumscribed by the patriarchal outlook of 

the society. She challenges the convention of the society through her rebellion 

and pays for it. 

Hardy has shown Eustaica's uncompromising struggle against the 

institution of marriage, and the social conventions that forces her to accept a 

few limited and stereotyped roles. The author shows her death in the process 

of her self-assertion. She accepts death but does not submit to the 

stereotyped roles imposed on her, Eustacia, after a few months of her 

marriage with Clym, decides to leave her husband and start for Parish with 

Wildeve. But she feels it beneath her diginlty to take financial help from 

Wifdeve . She thinks it a poor compromise. As Penny Boumeiha observes: 

So, love and lovers as Eustacia experiences them prove to be not enough, and the 

point is that they could never be so, as she has hung the meaning of her lifeupon 

them. But the text matches its exploration of the frustating limitations of nineteenth-

century femininity with an awareness of the equally damaging ideologies of 
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masculinity that shape such a situation. For Eustacia, happiness and fulfillment 

cannot be imagined except as they derive from the intervention of a man. She can 

imagine herself only through the roles she plays in relation to man, and so she 

depends upon the men she encounters in their turn to live up to the ideologies of 

excitement, adventure, escape and fulfillment (Boumeiha, Introduction to The 

Return of the Native 2000,XXIV). 

Eustacia retains her dignity till the end of her life "Can I go I Can 1 g o ! " 

She mourned , "He's not great enough for me to give myself to , she doesn't 

suffice for my desire" (RN 421) . She thinks that death can only retain her 

dignity. As Marlene Springer observes: 

Finding every alternative open to her despicable, Eustacia reaches the nadir of her 

despair, with the very 'wings of her soul...broken by the cruel obstructiveness of all 

about her'. All her dreams now piercing nightmares, Eustacia is no longer Queen of 

Night, Queen of Love, as she cries out, in the set speech of high tragedy, against a 

Heaven which tortures her, though she has done no harm to Heaven at all. Yet even 

in her wretchedness she is aljowed-as few of Hardy's characters are - a final 

rebellion, and we are reminded, by previously used allusions to her heroes Saul and 

Napoleon, of the unbroken Queen {Springer: 1983, 113). 

The author proves that her mental condition perfectly matches with the 

chaos of the outside world. Eustacia feels herself alienated from the human 

community, extreme unhappiness descends on her mind as she considers 

whether to compromise with Wildeve or not. Hardy finds out that lack of 

economic independence chains Eustacia to the conventional role. Hardy gives 

voice to Eustacia's mental anguish at the injustices of the society and its 

oppressive codes. The society refuses to fulfil her inner urges and aspirations. 

Hardy's voice is clearly felt when Eustacia, standing alone on the barrow 

drenched with rain, cries: "How I have tried and tried to be a splendid woman, 

and how destiny has been against me!" (RN421). On the fateful night of the 

storm when Eustacia meets her death, Hardy's sympathy for Eustacia's tragic 

fate is implicit in the following lines: "Any one who had stood by now would 

have pitied her, not so much on account of her exposure to weather, and 

isolation from all of humanity...but for that other form of misery which was 

denoted by the slightly rocking movement that her feelings imparted to her 
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person. Extreme unhappiness weighed visibly upon her" (RN 420-21). Hardy 

tells that Eustacia's soul has plunged "in an abyss of desolation seldom 

plumbed by one so young" (RN 424). Hardy voices Eustacia's complaint 

against the unjust social code that doesnot recognise her potentiality, quality 

and assertiveness. "O, the cruelty of putting me into this ill-conceived world. I 

was capable of much but I have been Injured and blighted and crushed by 

things beyound my control'XRN 421). She understands the meanlnglessness 

of her existence and decides to end her life In a turbulent weir of Egdon 

Heath. As Rosemarie Morgan observes, "Eustacia's death Is a kind of moral 

victory against social ideology "(Morgan, 1988:81). The narrative 

pronouncement on Eustacia's dead body shows Hardy's extreme anger 

against the social codes that grant death to a rebellious woman. The author 

feels Eustacia's transfiguration at death. "The expression of her finely carved 

mouth was pleasant, as If a sense of dignity had just compelled her to leave 

off speaking "(RN 442- 43). Hardy shows his emotional commitment to his 

heroine. Hardy indicates that the dignity that the patriarchal society denied her 

was attained by Eustacia through her death. Hardy did not allow the narrator 

to dominate Eustacia's voice. He gives Eustacia's voice a revolting tone that 

represents the condition of women in the patriarchal society .Breaking away 

from the masculine ideology Hardy gives voice to Eustacia's frustrations and 

puts in to her voice a strong protest against patriarchy. By giving vent to 

Eustacia's feelings of frustrations and her non conformist opinion, he projects 

the contemporary situation of women in the society. 

In contrast with this rebellious womanhood Hardy presented Thomasin 

as an (deal woman by the Victorian standard. He has shown Thomasin with 

those positive qualities that constitute an ideal Victorian woman. She remains 

circumscribed by the male dominance and never questions her stereotyped 

role In the society. Thomasin, with her submissive, docile and demure 

personality is the opposite of Eustacia. As Michael Mlllgate observes , 

"Thomasin as Hardy emphasises is the good heroine and her moods of 

acceptance and endurance provide a contrast to Eustacia's rebellious 

impulsiveness even more striking than the opposition between Diggory and 

Clym "(Millgate : 1994, 140) . Our first glimpse of Thomasin is when Diggory 
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positive qualities. She urges Mrs. Yeobright to initiate reconciliation with her 

estranged son and requests Clym to be more generous to Eustacia urging 

him to write a letter to Eustacia asking her forgiveness. This shows her 

positive qualities. Even Wildeve considers Thomasin as a confoundedly good 

littje woman and wishes that he could be faithful to Thomasin. Like the ideal 

Victorian woman she never questions the double standard of the society and 

does not rebel against the infidelity of her husband. Thomasin is thus 

presented by Hardy as a conventional heroine of the Victorian fiction. She is 

the symbol of the renewal and stability of the society. After that tragic incident 

in the novel Thomasin provides a dynamic force in the time worn drama of the 

novel. Thomasin is not what Eustacia is. The heath holds no terror for her and 

it has never been a 'gaol' to her, and although she leaves Egdon Heath and 

the Yeobright home she candidly admits , "I am not fit for town life- so very 

rural and silly as I always have been" (RN 462) . Her marriage with Diggory 

Venn recuperates her from the marginalized position she was thrown info 

after bungling her marriage with Wildeve. She represents the ideal Victorian 

womanhood and integrates herself with the Egdon community. On the day of 

her wedding with Diggory Venn the entire Egdon community are present at 

Clym's residence to congratulate her and present her with a bed made of bird 

feather. Her conventional marriage and motherhood, shows the Victorian ideal 

of womanhood. Unlike Thomasin, Eustacia fails to integrate herself with the 

Egdon community. Thomasin represents triumph of the traditional values and 

carries on the message of the rural stability and submission to traditional 

values. Hardy, having to submit to the circumstances of the serial publication, 

abandoned his original conception of the Return of the Native by showing 

Thomasin - Diggory marriage. He was forced by the public demand for a 

happy ending. Hardy's original conception of the novel was up to the 'Fifth 

book'. His addition of the 'sixth book', however, can be said to have served a 

double purpose: a compromise on the one hand and a contrast to offset the 

rebellion, he demonstrated through Eustacia, the protagonist. 

In Far From the Madding Crowd Hardv created Bathsheba Everdene 

who after passing through bitter experiences of life submitted to the society. 

But in spite of the tragic potentiality of his first successful novel he ends it as a 
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comedy. At the end of the novel Bathsheba visited Oal<'s cottage and the 

novel ended with a happy marriage. The author adjusts with the Victorian 

convention by ending the novel apparently in a happy note. If the author had 

not submitted to the ideological pressure of the Victorian society to adjust with 

the Victorian values, Far from the Madding Crowd could have been a tragic 

novel. But in the Return of the Native the author does not make an adjustment 

with the ideology of the society. The Victorian social values are interrogated in 

the Return of the Native. Eustacia comes in full clash with the society. The 

author accuses the repressive codes of the society and demonstrates the 

society as the main villain. Hardy outgrows the conventional ideology in the 

Return of the Native. Hardy shows Eustacia as resisting the conventional 

submission to the society. He shows Eustacia embracing death at the end of 

the novel. Death is a Victorian symbol. An assertive woman either 

ideologically submits to the society or accepts death. Hardy presents Eustacia 

as a rebellious woman. Such a woman has to embrace death for violating the 

codes of the society. She cannot submit like Bathsheba. Society cannot give 

her anything except death. Hardy is successful in presenting female desire 

and articulating their frustrations. Hardy lends a muted voice to Bathsheba's 

frustrations but in The Return of the Native he gives Eustacia's voice a 

loudness and identifies himself emotionally with Eustacia's frustrations. 

Hardy's voice is everywhere present in the novel. It accuses a society that 

turns an assertive woman into a fallen woman and punishes her by death. In 

presenting Eustacia Hardy becomes radical. The more he is radical, the more 

tragic becomes his novels. Eustacia dies but triumphs over the oppressive 

patriarchal values. As Patricia Stubbs rightly comments: 

The sordid death of Flaubert's Emma Bovary, whose impulses stem from the same 

boredom and frustrations as Eustacia's, points to this contradiction in Hardy's 

conception of the heroine. . . . Emma dies a horribly painful, protracted death from 

self poisoning. Her death is a final degradation. But Eustacia's is an escape from 

degradation and further compromise. It gives her the tragic stature which she has 

always yearned for (Stubbs: 1979, 85). 
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In the next novel Hardy continues his attack on the society. In The 

Mayor of Casterbridge he shows the Inhuman extent to which the patriarchal 

society can go to turn a woman into a commodity. The dehumanization of the 

society is equally registered in the degradation of the men who can sell their 

women. 
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Chapter-VII 

The Mayor of Casterbridge 

The l\/iavor of Casterbridge. Hardy's eighth published novel, deals with 

the fact of inhuman treatment of women by society. The major women 

characters in the novel-Susan Henchard, Elizabeth Jane and Lucetta Temple 

man are all the victims of patriarchal ideology represented by Henchard. 

Hardy depicts his women characters in the perspective of a new form of 

economy that inspires success, possession and competitiveness at the cost of 

basic human values. The novel shows dehumanization of the masculine world 

at the advent of alien values in the rural world of England. The male concept 

of economic success did not spare the sacred man-woman relationship. 

Aggressive Capitalism forces man to consider woman as commodity and this 

commodity is disposable when it fails to provide any utility to them. In fact the 

novel analyses subjugation of women, their subordination to the patriarchal 

ideology and denial of basic human dignity to them. Hardy through Michael 

Henchard attacks bitterly the tendency of male society to transform woman 

into a commodity. Discarding tender values of love, affection and care, the 

society creates a successful business personality who does not recognize any 

other relationships than business. Hardy, though not a 'feminist' in the political 

sense of the term, shows defeat of patriarchal society's materialistic concept 

of success to the feminine values of love, affection, pity, and care. Through 

Henchard's tragic destiny Hardy shows the triumph of feminine values and 

when Henchard surrenders to love and affection giving up his patriarchal 

attitude it is too late and he dies lil<e the 'caged goldfinch' starved of affection 

and love. 

Elaine Showalter in her essay, "The Unmanning of the Mayor of 

Casterbridge" says that the novel begins with a scene that dramatises the 

analysis of female subjugation as a function of capitalism which Engels had 

recently set out in The Origin of the Familv. Private Property and the State 

(1884): the auction of Michael Henchard's wife Susan at the fair at Weydon -

Priors' (Showalter: 1989, 102). Being intoxicated by the rum-laced furmity 
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Henchard considers himself a man obstructed in his way of progress by his 

early marriage. The narrator informs that the conversation takes a high turn, 

as it often does on such occasions, "The ruin of good men by bad wives, and, 

more particularly, the frustration of many a promising youth's high aims and 

hopes and the extinction of his energies, by an early imprudent marriage, was 

the theme" (The Mavor of Casterbridae. 74. Henceforth referred to as MC). 

Henchard thinks that his wife is responsible for his penniless condition and he 

firmly believes that woman is the obstacle on his way to progress. He says, "1 

married at eighteen, like the fool that I was, and this is the consequence o't" 

(MC 74). He holds responsible the fact of his close contact with woman which 

has forced him to come down to this penniless condition. He does not need a 

woman as he is sufficient enough to earn enough money by dint of his skill. 

He declares that "I haven't more than fifteen shillings in the world, and yet 1 

am a good experienced hand in my time. I'd challenge England to beat me in 

the fodder business: and if I were a free man again I'd be worth a thousand 

pound before I'd done o't'. But a fellow never knows these little things till all 

chance of acting upon 'enm is past" (MC, 74). Henchard wants to rid himself 

of his wife like the "brooding horses" that were being auctioned in the nearby 

tent. To stress the likeness of the position of women in the society with the 

cattle. Hardy incorporates the scene of horse auction. The auctioneer selling 

the old horses in the field outside can be heard saying "Now this is the last lot-

now who'll take the last lot for a song? Shall I say forty shillings?" (MC75). 

Hardy wants to stress that Henchard needs money to start his life anew as a 

businessman. To him his family has no more value than the horses waiting to 

be auctioned. Henchard declares, "For my part I don't see why men who have 

got wives and don't want 'em shouldn't get rid of 'em as these gipsy fellows do 

their old horses... Why shouldn't they put 'em up and sell 'em by auction to 

men are in need of such articles? Hey? Why, begad, I'd sell mine this minute 

if anybody would buy her!" (MC 75). 

Patriarchal society relegate women to the status of commodity. 

Henchard believes that his wife is disposable when she loses her utility. 

Henchard's statement during the auction of his wife exposes society's attitude 

to women:" Here I am waiting to know about this offer of mine. The woman is 
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no good to me. Who'll have her?" (MC 76). "I asked this question, and 

nobody answered t o ' t . Will any Jack Rag or Tom Straw among ye buy my 

goods?" {MCJ6 ) He affirms that 'it has been done elsewhere (MC, 78) and 

that such sales were not uncommon. "I am open to offer this gem of 

creation" (M C 75) "All I want is buyer", (MC 76) As Elaine Showalter 

observes: 

The auction is clearly an extraordinary event, which violates the moral sense of 

the Casterbridge community vî hen it is discovered twenty years later. But there is 

a sense in which Hardy recognised psychological temptation of such a sale, the 

male longing to exercise his property rights over women, to free himself from 

their burden with virile decision, to simplify his own conflicts by reducing them ' 

the ruin of good men by bad wives." 

This element in the novel could never have been articulated by Hardys Victorian 

readers, but it has been most spiritedly expressed in our century by Irving Howe : 

To shake loose from ones wife; to discard that drooping rag of a woman, with her 

mute complaints and maddening passivity; to escape not by a slinking abandonment -

but through the public sale of her body to a stranger, as horses are sold at a fair; and 

thus to wrest, through sheer amoral willfulness, a second chance out of life - it is with 

this stroke, so insidiously attractive to male fantasy, that The Mayor of Casterbridge 

begins." 

The scene, Howe goes on, speaks to 'the depths of common fantasy, it summons 

blocked desires and transforms us into secret sharers.No matter what judgements 

one may make of Henchard's conduct, it is hard, after the first chapter, simply to 

abandon him; for through his boldness we have been drawn into complicity with the 

forbidden* (Showalter in Dale Kramer(ed) 1989, 102). 

Mr. Howe accuses the male members of the society in having the 

share with Henchard in his act of wife selling and entire male society secretly 

cherishes the idea of getting their wives sold in the market like horses. 

Through Henchard's act the secret wish of the entire male members of the 

society is projected as common with Henchard's act Through the particular 

incident Mr. Howe shows general tendency of the masculine world. Here 

Henchard is the representative of the dehumanized patriarchal society. 
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Abjuring bonds of affection gradually alienates Henchard himself from the 

values that give sustenance for living. Devoting himself to the pursuit of 

money, paternity and power, he becomes a successful businessrnan and 

rises to the position of Mayor of the town at the cost of subordination of the 

tender values of mind. 

Before the auctioning of Susan begins, the author focuses on the lack 

of any warmth of human relationship between Henchard and his wife. Susan 

like a dumb and mute animal follows her husband listlessly towards the fair. 

Michael preserves a "perfect silence" as they move along the road together. 

Michael's silence is an artificial one and this silence is deliberate on the part of 

Henchard to ignore his wife. He was "pretending to read" as he walks, he 

appears to want 'to escape an intercourse that would have been irksome to 

him' (MC, 70). He wants to escape "intercourse" with the woman. The narrator 

does not inform us what has gone wrong with the marriage. The narrator 

Implies that "the man and woman were husband and wife,and the parents of 

the girl in arms, there could be little doubt. No other than such relationship 

would have accounted for the atmosphere of stale familiarity which the trio 

carried along with them like a nimbus as they moved down the road" (MC,70). 

Hardy's belief in the institution of marriage got gloomier since the 

beginning of his career as a novelist. Hardy's disillusioned faith in the 

Victorian institution of marriage manifests in the silent gestures of the couple. 

The patriarchal society turns a woman into a silent and unquestioning follower 

of her husband. Even the attempt of her husband to turn her into a saleable 

commodity does not raise any protest from the society. On the other hand, the 

society considers his act of wife selling as an assertion of patriarchal will, and 

natural on the part of a male. As Anne Z. Mickelson observes: 

Thomas Hardv'sThe Life and Death of the Mayor of Casterbridge The Story of a Man 

of_Character(1886) offers a radical insight into the capitalistic system. He exposes the 

myth of the family as sacred and demonstrates the economic basis of family and 

social relationships. By making the wife-selling episode central to the structure of the 
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novel, Hardy reveals the underlying concept of wife as man's property, to be 

negotiated in any way the man sees fit (Mickelson;1976,86). 

When Henchard enters the tent of the furmity woman, his talk centres 

round his failed marriage and Henchard thinks that the woman with whom he 

is married has ruined him Hardy depicts the existence of cash nexus in the 

cruel transaction of a silent wife. Actually Hardy shows the underlying motive 

of business in marriage. In the auction of Susan, Hardy exposes the cash 

nexus as the driving force of the so-called social relations. Henchard says, 

I'll sell her for five guineas to any man that will pay me the money, and treat her well; 

and he shall have her for ever, and never hear aught o'me. But she shan't go for less. 

Now then-five guineas- and she's yours. Susan you agree?' 

She bowed her head with absolute indifference. 

"Five guineas' said the auctioneer, 'or she'll be withdrawn' 

"Do anybody give it ? The last time. Yes or No ?' 

'Yes', said aloud a voice from the doorway {MC,77-78). 

After the auction is over, Henchard with a self-declaration assured the 

sailor that 'But she is willing provided she can have the child. She said so only 

the other day when I talked o'it'. That you swear?' said the sailor to her. 'I do' 

said she "(MC79) .Leonora Epstein in her essay 'Sale Sacrament: The Wife 

Auction in The Mayor of Casterbridge" observes: 

Susan's complfance is crucial, for without it, Henchard's act is merely cruel. Her 

willingness to accept of the sailor, as well as her implicit faith, in the legality of the 

transition points to Hardy analogy with marriage. A voluntary sale: how else to 

describe bourgeois marriage? For Hardy, most modern middle class wedding are 

sales disguised as a sale. And surprisingly once we have disengaged ourselves from 

inherited notions of love and sacrament it is easy to see that the bargain is profitable 

for all: Susan receives a more genial companion; Elizabeth-Jane, a more loving 

father; and Henchard, relieved of the clogs of marriage, rises to mayor of a thriving 

city. If wife selling is a crime, then marriage is as well {Leonora Epstein in Subhas 

Chandra, (ed) 1999,102). 

The author shows total 'dehumanization of the male spectators' 

(Mickelson, 90). They were observing the auction of Susan. The comment of 
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a smoking gentleman on Susan's qualities as a marketable asset shows his 

attitude to women: "I've had my breeding in as good circles. I may say, as any 

man," he added "and I know true cultivation, or nobody do. and I can declare 

she's got it - in the bone, mind yet I say - as much as any female in the fair-

though it may want a little bringing out "(MC75). When Newson threw 'five 

crisp pieces of paper' upon the table cloth the eyes of the spectators "became 

riveted upon the faces of the chief actors, and then upon the notes as they 

lay, weighted by the shillings, on the table"(MC78). To these spectators the 

money represents the stamp of legality upon the auction of Susan, and money 

transforms the hypothetical incident into reality in the spectators' mind. As 

Leonora Epstein observes "The spectator no less than the 'chief actors' enjoy 

a participatory role in these dramas. At the sight of Newson's cash, all the 

diverse voices of the spectators resolve into a uniform response" (Epstein 

1999.105). 

After waking from his drunken sleep, Henchard finds that Susan has 

left with the sailor, Mr. Newson, Henchard justifies his sale of Susan saying 

that Susan's idiotic simplicity and 'meekness' (MC84) has led her to the 

process of transaction and Henchard's masculine pride makes it impossible to 

see beyond his wife's gullibility and his own alcohol abuse to the real cause of 

the sale. Instead of taking the responsibility of this heinous crime upon his 

shoulder, he puts the blame on Susan; "Yet she knows I am not in my senses 

when I do that! . . . .Why didn't she know better than bring me into this 

disgrace?" he roared out.'(MC84) Henchard thinks that the selling of his wife 

is a delusion until he finds his 'wife's ring' and into his breast pocket sailor's 

bank - notes thrust carelessly in' (MC 82). 

Hardy shows Susan's frantic search for Michael Henchard eighteen 

years later, when Susan being destitute after Newson's reported loss at sea 

off the coast of Newfoundland. Dire economic necessity has forced her to 

surrender to the man who has sold her like cattle at the fair at Weydon-Priors. 

Moreover her motherhood causes concern in her about her daughter's well-

being. She is in constant anxiety about her daughter's education and 

intellectual uplift. As the narrator informs, "How could she become a woman of 
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wider knowledge, higher repute - 'better.' as she termed it - this was her 

constant enquiry of her mother" (MC 93). When Susan and her daughter 

comes to King's Arms Hotel in search of Michael Henchard , they encounter 

In the hotel dining room , "facing the window, in the chair of dignity, sat a man 

about forty years of age; of heavy frame, large features and commanding 

voice" (MC 100). Mr. Michael Henchard is presiding over a meeting of 

Casterbridge dignitaries. He is now totally a successful businessman and the 

Mayor of the town. He has risen to the position of eminence by discarding his 

wife and little daughter whom he considered a drag to his path of progress. 

While Susan is transformed into a poor and powerless mother anxiously 

seeking the patronage of Michael Henchard, her first husband. After the 

separation with her husband Susan had no right on the property left by her 

husband. She was auctioned along with her little daughter and was forced to 

accept a sailor Mr. Newson as her second husband. Though she had no 

emotional attachment with Henchard, the dire economic necessity forced her 

to take the humiliation of asking Henchard's help. During her meeting with 

Henchard at the Roman amphitheatre Susan tells Henchard: "I am quite in 

your hands Michael", she said meekly, "1 came here for the sake of Elizabeth" 

(MC144). When Susan returns to Casterbridge in search of a suitable parental 

figure for her daughter, Henchard attempts to make amends to his previous 

crime. Arranging to meet her, he sent her a note enclosing with it 'a five 

pound note and few shillings, in total the same amount with which he sold his 

wife, as if 'tacitly saying to her that he bought her back again' (MCI 38). 

Henchard thinks of marrying Susan to keep the appearance of a dutiful 

husband and father; he thinks it Important to keep the appearance in a 

commercial society. And when he secretly meets Susan at the Roman 

amphitheatre and proposes to court and marry her as Newson's widow, being 

ready then to have Elizabeth-Jane live in his home as his step-daughter. He 

exclaims "The thing is so natural and easy that it is half done in thinking o't. 

This would leave my shady, headstrong disgraceful life as a young man 

absolutely unopened..." (MC,144). Henchard still thinks Susan and her 

daughter in terms of commodity and he wants to exercise his will to bring back 

his lost commodity. Hardy points out Henchard's thorough surrender to the 

Victorian ideology of commercial success. Even in all his major relations he 
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appears to be 'extremely business minded'. Henchard considers that in 

courting Susan he is going to perform a civic duty. His visit to Susan "was 

repeated again and again with business like determination by the Mayor, who 

seemed to have schooled himself into a course of strict mechanical rightness 

towards this woman" (MC152). 

The marriage of Susan and Mr. Henchard could not evoke any sense 

of enjoyment among the Casterbridge community; they were rather mystified 

by Henchard 'choosing to marry a poor fragile woman' (MC153). They thought 

that Susan hardly matched with the status of Mr. Henchard. This attitude of 

Casterbridge people towards Susan reflects the inferior status of women in 

the society. The society thinks women merely as a status symbol. Like the 

domestic articles women are meant to enhance the prestige of a home. Hardy 

has shown explicitly this condition of women through Susan who possesses 

neither beauty, nor money to attract a successful businessman like Henchard. 

Hardy presents Susan as powerless typical Victorian mother whose brief 

existence in the novel is marked by silent suffering and humiliation. She is 

auctioned by Henchard and bought by sailor Newson. From there she comes 

to Henchard for a legitimate parental figure of her daughter. Her silent 

sufferings go unnoticed in the society, Susan as a traditional Victorian mother 

is shown with the spirit of sacrifice and self renunciation. The Victorian 

concept of motherhood implies that a woman should not live for self-

development but for self- sacrifice. She can only justify her presence in her 

family by dedicating herself to her husband and her daughter. Through self -

effacement, duty, and sacrifice she discovers her identity as a powerless 

mother. As Francois Basch observes: 

The girl who contracted marriage - which entire weight of nineteenth century 

ideology put forward as being the culminating point of a woman's life - lost at one 

stroke all her rights as a ' feme sole' that is to say free and independent individual 

.... A husband, who was in complete control of his wife's assets and person, also 

enjoyed unlimited rights over the children. Here too the law did not recognize the 

mother. It stipulated that children owed obedience only to their father, During the 

father's life, the mother as such, is entitled to no power... but only to respect (Basch; 

1977,16,22). 
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Moreover, she is burdended with a new form of responsibility due to 

her 'motherhood'. This motherhood oppressed her both biologically and 

materially. Society's biological division of role victimizes her. As a woman she 

Is burdened with the act of reproduction and rearing of children and lool<ing 

after their well - being. As Nancy Chodorow observes: 

Women's mothering also reproduces the family as it is constituted, in male dominated 

society. The sexual and familial division of labor in which women mother creates a 

sexual division of psychic organization and orientation. It produces socially gendered 

women and men who enter into the asymmetrical heterosexual relationships; it 

produces men who react to, an act superior to women, and who put most of their 

energies into the nonfamilial work world and do not parent. Finally it produces women 

who turn their energies towards nurturing and caring for children-in turn reproducing 

the sexual and familal division of labour in which women mother {Quoted in Weedon: 

1987.60-61). 

Women as wives and mothers contribute to the reproduction of 

mothering and an ideology of male dominance as well as an ideology about 

woman's capacities and nature fundamental to woman's oppression in this 

biological division role. Noted radical feminist Juliet Mitchel thinks that 

'woman's biological destiny as mother was the basic for her cultural vocation 

as socializer of children. This allocation of roles is a purely cultural. 

phenomenon. This is no reason why the biological and social mother should 

coincide" (Charvet: 1982, 132). 

Henchard, a product of patriarchal ideology, cannot imagine any other 

relationship with his daughter except biological parenthood. After his 

remarriage with Susan he asks her "Now Susan I want to have her called 

Miss Henchard - not Miss Newson. Lots o' people do it already in 

carelessness - it is her legal name - so it may as well be made her usual 

name - 1 don't like t'other name at all for my own flesh and blood" (MC 159). 

As Jean Charvet observes: 'Patriarchy's chief institution is the family... The 

family is maintained, Millett holds by the principle of legitimacy, which is the 

requirement that no child shall be brought into the world without one man 

having the role of father' (Quoted in Charvet, 1982,122). 



123 

Henchard becomes a victim of his own notion of parenthood when it 

becomes clear to him from the letter written by Susan that Elizabeth Jane is 

actually the daughter of Mr. Newson and not of him. He thought "that the 

blasting disclosure was what he had deserved."(MC196). The Irony of the 

situation is that "he should have no sooner taught a girl to claim the shelter of 

his paternity than he discovered her to have no kinship with him" (MC 197). 

Susan's brief existence in the novel is characterized by humiliation, 

suffering, and self- sacrifice. Her role as a wife and mother did not receive any 

recognition from the society. As mother she had to tend her child Elizabeth 

and always she lives under economic crisis. Moreover she is victimised by 

under- nourishment, sickness and death. The society instead of recognizing 

her role as a mother often made her suffer by its double - standard. Hardy 

was aware of the contradiction between woman's ideal role and her actual 

position in the society. To serve and obey- that was her duty. Susan in reality 

is not offered any role in decision making, rather she lives like a lonely woman 

bereft of the company of her husband. Her existence is hardly perceptible as 

her character always remains suppressed under the weight of major male 

characters. Her entry Into the novel is, as the author has shown, like a dumb, 

mute animal waiting to be auctioned along with her little girl child and her 

departure from the novel is also made humbly and silently except a casual 

comment on the part of a Casterbridge woman, "ah poor soul -that a' minded 

every little thing that wanted tending' (MC190). 

Lucetta Temple man, the second woman of Henchard cannot escape 

her past and ultimately she becomes victim of it. Like Susan, Lucetta comes 

to Casterbridge in search of Michael Henchard, the man with whom she got 

sexually involved in Jersey. In a rare moment of self - revelation Henchard 

discloses to Farfrae the fact about his sexual entanglement with Lucetta: 

Well, 'one autumn when stopping there I fell quite ill, and In my illness I sank into one 

of those gloomy fits I sometimes suffer from, on account o" the loneliness of my 

domestic life, when the world seems to have the blackness of hell, and, like Job, I 

could curse the day that gave me birth... while in this state 1 was taken pity on by a 
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woman - a young lady I should call her, for she was of good family, well bred and 

well educated... and she was lonely as 1. This young creature was staying at the 

boarding house where I happened to have my lodging; and when I was pulled down 

she took upon herself to nurse me. Heaven knows why, for I wasn't worth it. But 

being together in the same house and her feelings warm, we got naturally intimate. 1 

won't go into particulars of what our relations were. It is enough to say that we 

honestly meant to marry. There arose a scandal, which did me no harm, but was of 

course ruin to her {MC148 -149). 

Michael Henchard during his illness depended upon the generosity and 

care of Lucetta. He was taken pity by her and 'she took upon herself to nurse 

Henchard. They got naturally intimate for Lucetta's feelings toward Henchard 

was "warm" Henchard meant to marry Lucetta and when the scandal rose 

about their intimate relationship, the 'scandal' though made Henchard no 

"harm." He in stead of remaining by her side in her hour of need returns to 

Casterbridge without marrying her and without owning any responsibility for 

her "ruin". When the fact of their intimacy spreads throughout Jersey it is she 

and not Henchard who becomes the victim. 

Like Susan, Lucetta comes to Casterbridge searching desperately for 

Henchard. Hardy using parallelism of events shows Lucetta's first appearance 

in Casterbridge beside Susan's grave Henchard being informed of Susan's 

arrival at Casterbridge and on his estrangement from Elizabeth-Jane and 

Donald Farfrae was led 'by an almost mechanical transfer of the sentiments 

which had run to waste since his estrangement from Elizabeth-Jane and 

Donald Farfrae gathered around Lucetta' (MC220) Jt is not "warm" feeling for 

Lucetta that inspires him to transfer his sentiments to Lucetta but out of dry 

sense of duty. When Susan dies he thinks "yes I must put her in her proper 

position undoubtedly"(!ViC219). But this feeling of Henchard does not come 

out of any disinterested benevolence towards Lucetta. As the narrator 

informs: "Though he was not a fortune hunter the possibility that Lucetta had 

been sublimed into a lady of means by some munificent testament on the part 

of this relative lent a charm to her magic which it might not othenwise have 

acquired. He was getting on towards the dead level of middle age, when 

material things increasingly posses the mind" (MC220). All through his life 
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Henchard gives importance to one thing only - possession. Possession at the 

cost of tender qualities of human mind. This possessive mentality of Henchard 

is reflected in his relationship with Susan, Farfrae, Elizabeth-Jane and 

Lucetta. To him possession and establising mastery on personal relationships 

is the reverse side of same coin. So when he loses Susan, Elizabeth-Jane 

and Farfrae due to his dominating personality - he turns to Lucetta. 'His bitter 

disappointment at finding Elizabeth-Jane to be none of his, and himself a 

childless man, had left an emotional void in Henchard that he unconsciously 

craved to fiir'(l\/IC 219). But Henchard feels no strong urge towards marrying 

Lucetta. As H.M. Daleski observes: "For him the mere thought of marriage 

has been an 'oppression' so oppressive as to make him flee her and then 

resist her pleas. Now, however, he is doubly driven. He is driven morally by a 

need to make a required and acknowledged restitution of her. And he is 

driven emotionally by the need to fill an inner void" (Daleski : 1997,113). It is 

remarkable that soon after he came to know Susan's arnva) in Casterbridge 

from Elizabeth Jane he showed his eagerness to marry Susan. But in 

Lucetta's case, we find that Henchard kept her waiting for three years before 

he was urged by his materialistic and proprietorial instinct to marry Lucetta. 

When Lucetta learns from the furmity woman the fact of Henchard's 

auction of Susan at Weydon-Priors, she decides to leave and reaches Port 

Bredy to marry Farfrae. Henchard's relationship with Farfrae turns into a 

rivalry over Lucetta. Henchard thinks his property has been snatched away by 

Farfrae and tries to attack him physically. The declaration of the furmity 

woman 'formed the edge or turn in the incline in Henchard's fortune' (IVIC291). 

His reversals of fortune and Farfrae's passion for his residence made him 

think, "1, his former master, with my house and my furniture and my what -

you - may - call wife all his own" (MC302). This "smouldering passion" of 

Henchard creates in his mind a latent desire of revenge on Luccetta by 

divulging the letter written to him by her. Lucetta anticipates hidden danger 

from the letters that are in possession of a "moody and reckless" man. 

Henchard arranges a secret meeting with her at Roman amphitheatre. "She 

decided to employ persuasion - not with Donald, but with the enemy himself. 

It seemed the only practicable weapon left with her as a woman" (MC323). 
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Hardy using parallelism of events shows Lucetta's meeting with Henchard in 

the Ring, where Henchard previously met Susan. Lucetta's appearance in 

"the midst of huge enclosure evoked in his mind "the memory of another Ill-

used woman who had stood there and thus in by gone day's" (MC324). This 

meeting is a turning point in Henchard's life as it initiates the process of "un-

maning", and "his heart smote him for having attempted reprisals on one of a 

sex so weak" (l\/iC324). Intending to return all the letters of Lucetta, Henchard 

entrusts the job to Jopp, his former assistant Jopp "animated by resentment 

at Lucetta's haughtiness" (MC329) went to iViixen-Lane, a notorious locality 

adjacent to Casterbridge. He ar ranges to bring-out a 'Skimmington Ride' 

ridiculing the past love- affairs of Henchard and Lucetta. The 'Skimmington 

ride' and its psychological effect on the intended spectators is described by 

Hardy indirectly to give it an erotic contrast. Lucetta overhears the 

conversation of her maid - servents about the effigies on the donkey. "Yes. 

Two images on a donkey, back to back" (MC351). Elizabeth-Jane anticipating 

the implication of the "rough jesfon Lucetta's mind tactfully shuts up the 

windows. But Lucetta's dogged curiosity forced her to keep the shutters of the 

window open. Lucetta finds that she is represented in one of those images on 

the donkey. "Tls meP'she said, with a face pale as death. 'A procession - a 

scandal - an effigy of me, and him!" (MC352). The more Elizabeth-Jane tries 

to dissuade Lucetta from looking at the show, the more hysterical becomes 

Lucetta. "Lucetta's feature was growing yet more rigid and wild with the 

nearing of the noise and laughter" (MC352). Lucetta's humiliation through this 

show achieves a tragic intensity when the narrator contrasts frantic attempts 

of Elizabeth-Jane to save Lucetta from her imminent destruction and Lucetta's 

stubborn attempt to face the inevitable. Hardy very deftly, depicts the 

pageantry that leads to death of an innocent, caring wife at the prime of her 

life. The narrator informs "The numerous lights around the two effigies threw 

them up into lurid distinctness, it was impossible to mistake the pair for other 

than the intended victims" (MC 353). Lucetta's touching description of the 

female effigy expresses her inability heaped upon her. "She's me, she's me -

even to the parasol - my green parasol!" (I\/IC353) .This cruel show concludes 

with "almost at the instant of her fall the rude music of the skimmington 

ceased"(MC353). Hardy who always sympathized with the plight of women in 
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the society shows victimization of Lucetta by the prevailing double standard of 

morality. When the fact of Lucetta's intimacy with Henchard is known through 

Jersey, it is Lucetta who bears the opprobrium, as she is a woman. The 

society does not take account of Henchard's sexual misdemeanor on the 

other hand the society Ignores it as insignificant During her brief existence in 

the novel Lucetta becomes a subject of ridicule and hatred while Henchard 

rises in the society. Lucetta becomes a victim not only of social double 

standard but also of her biological constitution which is also responsible for 

her victimisation. The Skimmington Ride deals a fatal blow to her, resulting in 

a miscarriage and subsequently her death. 

Elizabeth-Jane shares in Susan's oppression. Like her mother, she is 

dependent for her survival on the patronage of a father's love perverted by the 

context of power. Henchard's love is a tool to maintain his supremacy over 

women. He only believes In the legality of relationship. After the death of 

Susan, Henchard asks Elizabeth "One word more Elizabeth', he said 'you'll 

take my surname now - hey? Your mother was against it; but it will be much 

more pleasant to me. It is legally yours, you know. However, nobody need 

know that. You shall take it as if by choice. I will talk to my lavi/yer - I don't 

know the law of It exactly; but will you do this - let me put a few lines into the 

newspaper that such is to be your name?" (MC194). When Henchard came 

to know Elizabeth's true identity, "Henchard showed a positive distaste for the 

presence of this girl not his own" (MC, 203) Elizabeth-Jane is not infused with 

the rebellious spirit of Eustacia.Tess, or of Bathsheba. Rather she conforms to 

the Victorian conception of womanhood. Henchard's aggressive patriarchal 

values make her incapable of any sense of defiance against him rather she 

yields to his whims and idiosyncrasies like a doll. She fails to respond to the 

call of her youth; she takes measured steps to the joys of life. Since her 

childhood, the society did not allow her to take part in the rejoicings of life and 

her youthful spontaneity is destroyed. She looks upon life rather stoically. As 

J.Hillis Miller observes: 
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The final paragraph shows that ElizabethJane, though she has given so much is 

someone who demands or expects little from life. She has long since come to believe 

that "a brief transit through a sorry world is doubtful honor and happiness "but the 

occasional epfsode In a general drama of pain" (MC, 385-386). The Irony here is that 

ElizabethJane's stoic detachment, forced on her in part by the experiences of her 

early life, renders her an underling or unable to take full advantage of the 

opportunities for happiness which she now has" (Hillis Miller: 1970, 153-

54). 

Going against his artistic canon Hardy presents Elizabeth-Jane. Through 

Elizabeth Jane Hardy wants to show the damaging effect of patriarchy on the 

growth of a budding woman. Shorn of her romantic vision, Elizabeth looks 

upon life through the smoked glass, and believes that the male dominated 

society would never allow her to realize her aspirations. We are informed by 

the narrator that 'her triumph was tempered by circumspection; she had still 

that fieldmouse fear of the coulter of destiny despite fair promise, which is 

common among the thoughtful who have suffered early from poverty and 

oppression'(MC. 158). The ideal concept of Victorian woman has been 

perfectly represented by Elizabeth-Jane. Modelled on the image of 'an angel 

in the house' she lacks sexual vitality and assertiveness of Bathsheba, 

Eustacia or Tess. She is denied the capacity for creation, action and authority. 

Her only role in the novel is emotional and moral guidance. Psychological 

conditioning and economic constraints clearly left their unhealthy influence on 

her psycho-sexual development. After Susan's marriage with Hen chard, ".... 

the indulgence with which she was treated went beyond her expectations" 

(MC, 157). When she receives fineries and clothes, she still doubts whether 

she is sufficiently feminine to justify such frivolous clothing. She mused, "If 

they only knew what an unfinished girl I am that 1 can't talk Italian, or use 

globes, or show only of the accomplishments they learn at boarding schools, 

how they would despise me! Better, sell all this finery and buy myself 

grammar- books and dictionaries and history of all the philosophies!' 

(MC,167).Elizabeth-Jane's journey towards womanhood is characterized by 

'this asexual intellectuality' (Langbaum,2000) and "when she walked abroad 

she seemed to be occupied with an inner chamber of ideas, and to have 

slight need for visible objects. She formed curious resolves on checking gay 

fancies in the matter of clothes" (MC, 166). Elizabeth- Jane accepts the fact of 
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Donald Farfrae's shifts'of allegiance from her to Lucetta with an affirmative 

resignation. It is curious to note that she did not posseses sexual jealousy for 

Lucetta. As Robert Langbaum in the essay, "The Minimisations of Sexuality," 

observes: 

Eiizabeth-Jane's detachment can be maintained because she can assimilate her 

disappointment at losing Donald to the lesson of renunciation she had long since 

learned. And just as Donald took with relative equanimity his early loss of her and his 

loss of Lucetta.so she viewed with an approach to equanimity the now cancelled days 

when Donald had been her undeclared lover, and wondered what unwanted for thing 

Heaven might send her in place of him. (chi. Xxv, p. 137) But we see in the following 

passage another reason for her detachment. At moment of tension among Lucetta, 

Henchard and Farfrae, 'Elizabeth Jane, being out of the game, and out of the group, 

could observe all from afar, Like the evangelist who had to write it down' (ch.XXvi,p.139) 

Through much of the book she acts as a surrogate for the author(Robert Langbaum in 

Julian Wofreys (ed) 2000;129). 

Elizabeth's continual exposure to the inequities of the male world and her 

disappointment with the discriminatory society rendered her personality 

without any spirit and romantic fervour. The last scene of the novel - her 

marriage with Farfrae fails to evoke any romantic association in her mind. 

Hardy's life long obsession with the dark aspects of marriage manifests 

through Elizabeth. The narrator observes, "Her experience had been of a kind 

to teach her, rightly or wrongly, that the doubtful honour of a brief transit 

through a sorry world hardly called for effusiveness" (MC, 410). She feels for 

those who demand from life the sort of happiness they deserve but do not get. 

She perceives her entire life "is a kind of general drama of pain and where 

happiness was but the occasional episode" (MC, 411). 

Hardy bitterly criticises the male standard of success, money, 

competitiveness, and conventional constructions of masculinity. He questions 

the biological concept of paternity through Michael Henchard. Hardy 

dismantles the concept of masculinity showing its gradual surrender to the 

feminine code of love, affection and care. As Elaine Showalter observes that 

Henchard "finally crosses over psychically and strategically to the long-

repressed 'feminine side' of himself " She writes, 'Hardy understood the 
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feminine self as the estranged and essential complement of the male self ' 

and in selling Susan .Henchard "seflsout or divorces his own 'feminine self 

and finally he involves himself, in the efforts "first to deny and divorce his 

passionate self, and ultimately to accept and educate it, involve him in a 

pilgrimage of 'unmanning"(Showalter, 1979,101- 2,103,). 

Henchard's 'unmanning' begins after a few days of Susan's death 

when he feels the urge for claiming Elizabeth-Jane as his own. As Hardy 

observes, "The craving of his heart for the reestablishment of this tenderest 

human tie had been great during his wife's lifetime, and now he had submitted 

to its mastery without reluctance and without fear" (MC195). After Susan's 

death, and Lucetta's change of allegiance to Donald Farfrae "he allows his 

impulse for revenge over Lucetta to be softened by pity and sympathy" (MC). 

More remarkably, he discovers in himself his urge for affection and love for 

Elizabeth-Jane. "In the midst of his gloom she seemed to him as a pinpoint of 

light" (MC361). What he now wants above all things is "love and affection from 

her" biological fatherhood is insignificant to him now and he no longer 

considers her that," she was not his own." The very thought of his separation 

from Elizabeth-Jane forces him to lie to Mr. Newson and this harsh lie turns 

him "to a greedy exclusiveness in relation to her" (MC, 368), so that nobody 

could "carry his lost treasure away" (MC368). Elizabeth's sympathy and 

affection is required for his sustenance and. 'on her account pride wore the 

garment of humility" (MC, 376). Henchard becoming convinced of the news of 

Newson's arrival to Elizabeth thought that his life would be 'unendurable' 

without her and thinks of suicide. Coming to Ten Hatches he finds an effigy 

resembling him floating under the water. He becomes weak and suspends the 

thought of suicide being convinced of 'Somebody's hand!' (MC, 374). As 

Showalter observes, 'The effigy is in fact the symbolic shell of a discarded 

male self, like a chrysalis. It is the completion of his unmanning, a casting off 

his attitudes, the empty garments, the facades of dominance and authority ; 

now perceived by the quiet eye of ElizabethJane to be no more than 'a bundle 

of old clothes'(Showalter, 1979,112). Returning home, Henchard is at last 

able to give up the tattered and defiant garments of his 'primal days', to put on 

clean linen. He discovers that it is love and close relationship that brings 
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meanings in man's existence on the earth and the lack of it means death. 

ElizabethJane perceiving Henchard's state of mind assures him, "Father! - I 

will not leave you alone like thisi" Receiving her assurance, Henchard is 

"resuscitated thenceforward" (MC374). The narrative shows a dramatic 

change in Henchard's attiude towards the lovemaking of Elizabeth-Jane's, her 

growing tenderness towards Farfrae .As the narrator observes, "But he was 

not now the Henchard of former days. He schooled himself to accept her will 

in this as in other matters, as absolute and unquestionable" (MC, 379). 

He begins to observe closely the fact of Elizabeth-Jane's growing 

tenderness towards Farfrae. The narrator comments, "Henchards was, by 

original make, the last man to act stealthily, for good or for evil. But the 

solicitus timor of his love - the dependence upon Elizabeth's regard into 

which he had inclined (or, in another sense, to which he had advanced)-

denaturalized him" (MC, 379-80). The thinking of Newson's immiment coming 

makes him apprehensive of losing Elizabeth-Jane. When Newson comes to 

claim Elizabeth-Jane, Henchard on the eve of his departure confesses to her, 

"and don't let my sins, when you know them all, cause'ee to quite forget that 

though I loved'ee latel loved'ee well" (MC, 387). On the day of Elizabeth's 

wedding he returns to Casterbridge with the motive of reconciliation with her 

estranged daughter - estranged due to his rash lies to Newson, he finds 

himself still unreconciled to Elizabeth and he asks for forgiveness to 

ElizabethJane, "But it is only for once, so forgive it" (MC,402). Like the caged 

goldfinch he dies on his way - "a love starved" human being. The author 

narrates the ultimate assertion of the feminine values of love, affection and 

care. Discarding these values, Henchard attains the height of success by 

'self-enclosure' (Daleski: 1997). 

The Mayor of Casterbridge depicts a period when the influence of 

industrial revolution was encroaching on the remote recesses of England. 

Age-old feudal agrarian economy was crumbling down before the advent of 

the new form of agrarian economy and capitalism. The dehumanization of 

relationships in the patriarchal society transforms women into a commodity. 

The major women characters in the novel are defeated miserably by the 
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powerridden relationships. Determined to prove superiority of feminine 

principles over the masculine codes Hardy shows ultimate assertion of female 

values of love, care and affection. In his next novel Hardy asserts the need for 

revisioning of the gendered ideology of marriage and sexuality that exerts a 

crippling influence on man - woman relationships. Through Grace Meibury 

Hardy tries to focus on the inadequacies of society's sexual morality and 

divorce laws that deny justice both to man and woman. 



133 

Chapter-VIII 

The Woodlanders 

After his completion of Far From the Madding Crowd in 1874 Hardy 

thought of writing "a woodland story" which later took shape as "The 

Woodlanders". Somehow he put aside this plan about his new novel, and 

declared that he no longer wanted to be identified with a writer of rural 

comedies. He attempted a very new type of social comedy with urban 

settings, The Hand of Ethelberta. However, in 1885 he had "gone back to his 

original plot for the Woodlanders after all" and the novel was published in 

1887. The novel shares similarities with the earlier novels and anticipates 

some of the burning questions of his later novels. Hardy remarks that in The 

Woodlanders his most favourite theme marriage and 'matrimonial divergence' 

receives the main focus. In a preface to the 1895 edition of the novel Hardy 

observes: "in the present novel as in one or two others of this series which 

involves the question of matrimonial divergence the immortal puzzle -given 

the man and woman, how to find a basis for their sexual relation" (The 

Woodlanders Preface 1895). Sexuality and marriage; especially failed 

marriage, occupies the central concern of the novel, Grace Melbury provides 

the author an opportunity to study the damaging influences of fancy 

education, marriage and divorce laws on the emotional life of a woman. 

Adopting the traditional mode of triangular love plot Hardy voices his anger 

and frustration against the Victorian institution of marriage, traditional morality 

and the concept of class mobility. Hardy's obsession with class and gender 

continues till the writing of his first unpublished novel The Poor Man and the 

Lady. "The cross class" romance (Boumelha: 132, 1999) is an important 

feature of Hardy's novels and this novel also continues that tradition. The 

novel also emphasises on the issues of conflict between 'Nature' and 

'Culture'. The forces of modernism enters into the traditional rural society of 

England destroying the cohesiveness of the society. Man and woman find 

themselves in between these two worlds. 'Culture' distorts the natural 

impulses of man and woman and this distortion manifests in the fonn of 

psychic dislocation. Hardy questions the institutional code of marriage and 



134 

divorce laws that fetter natural flow of love. Hardy's concern with these two 

opposing forces of the society finds expression in the presentation of his 

major women characters. 

Being a transitional novel The Woodlanders exhibits some of the 

similarities with his earlier novels specially the Far From the Madding Crowd . 

Grace like Bathsheba is loved by a man who represents rural simplicity, 

steadfastness and high moral values. Giles Winterbome is primarily a son of 

nature upon whom urbanity will leave its lasting marks. Like Gabriel Oak, 

Giles Winterbome is involved with rural business and fanning. The author 

very carefully depicts in Giles an ideal representative of the pastoral world 

because he Is in touch with the soil and Is familiar with the subtle changes of 

Nature. Some sort of secret relationship exists between him and the Natural 

World of Hintock. A lack of sexual drive is shown in his relation with Grace 

Giles's lack of strong desire creates a division with Grace, and he ultimately 

becomes a martyr of Victorian prudery. Through the failure of Grace and Giles 

relationship the author emphasises the inability of man and woman to initiate 

proper sexual relationships and the inadequacies of marriage and divorce 

laws and society's attitude to sexual morality. Hardy questions the 

Institutionalized values of marriage and morality that frustrates the aspirations 

of man and woman and makes them slaves of convention. Grace is shown to 

represent two conflicting forces - 'Culture' and 'nature'. She belongs both to 

the Natural way of life at little Hintock and to the alien sophisticated society 

beyond little Hintock. The damaging values of 'Culture' is implanted in her in 

the name of fancy education. Grace Melbury is a vehicle of her father's social 

ambition as she is looked upon by her father not as an individual but as a 

family asset. Mr. Melbury considers the expenditures on her daughter's 

education as a prudent investment because it may return more dividend in the 

form of enhanced social status. Her schooling is fashionable rather than 

profound her father's power has purchased for her an attitude that has had 

the effect of uprooting her from her home and her past. The effect of so-

called modern education of dislocating the personality of an individual is 

bitterly criticised by the author. Grace is divided between two worlds she is, on 

the one hand bound to the customs and rituals of the rural society, on the 
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other, urban sophistication has caused her psychic dislocation. The two 

conflicting force, primitivism and modernism, are ingrained in Grace's 

character. She belongs both to the traditional ways of life at little Hintock and 

to rootless society beyond little Hintock. The damaging influence of 'Culture' 

on Grace's personality manifests in her vacillation ben/veen her two lovers. As 

Anne Z Mickelson observes: 

Culture also has many facet's in Hardy's novels. In The Return of the Native it is 

education, excessive emphasis on intellect, neglect of body, money worries, 

motherfixation, the view of all women as mother of main helper, low sexuality and 

finally asClym's lack of sexuality. In The Mayor of Casterbridqe. culture is competition 

for money and property. It is the concept of marriage in which women is man's 

property to be bought and sold like any other commodity he owns (Mickelson:1976 

•80). 

In The Woodlanders culture Is present in the fonri of parental pressure, 

concept of class mobility and immoral sexuality. Mr. Melbury seeks fulfillment 

for higher class mobility and for that he remains blind to Grace's individuality 

and her inner feelings. He merely thinks her 'a chattel' and expenses due to 

Grace's education a kind of investment for higher class transition, though Mr. 

Melbury once pledged his daughter to Giles with a view to amending a serious 

offence done to Giles's father. After Grace's return to Hintock he considers 

Giles, her daughter's betrothed a poor match. The narrator informs Mr. 

Melbury's deep concern over Grace's attachment for Giles. As the narrator 

observes: 

Here was the fact which could not be disguised; 'since seeing what an immense 

change her last twelve months of absence had produced in his daughter, after heavy 

sum per annum that he had been spending for several years upon her education, he 

was reluctant to let her marry Giles Winterbome indefinitely occupied as woodsman, 

cider merchant, apple farmer and what not even were she willing to marry him herself 

fThe Woodlanders. 85, hereafter referred to as WL). 

Giles Winterborne's grinding poverty and class difference comes in the 

way of romance of Grace and Giles. The author exemplifies it in the scene of 

Christmas party given by Winterborne to entertain Grace and her parents. The 
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unsophisticated arrangement of the party widens the social differences 

between Giles and Grace. Grace's uneasiness at the ill-managed party did 

not go unnoticed by the narrator and he observes: 

After supper, there was a dance, the bandsman from Great Hintock having arrived 

sometime before. Grace had been away from home so long, and was so drilled in 

new dances, that she had forgotten the old figures, and hence did not join the 

movement . . . . As for her, she was thinking, as she watched the gyrations of a very 

difficult measure that she had been accustomed to tread with a bevy of sylph-tike 

creatures in muslin in the music room of a large house, most of whom were now 

moving in scenes widely removed from this, both as regarded place and character 

(WL. 81). 

As the novel progresses we find that more emphasis is put on the role 

of sexuality with regard to marital choice and man-woman relationships. 

Grace as a central woman character receives the narrative focus of the novel 

on the issues of marriage and sexuality. Giles Winterborne, the epitome of 

pastoral ideal, is hardly infused with any sense of sexuality. Like Oak, Clym or 

Henry Knight Giles is in love with ideal, image of Grace. Giles Winterborne's 

non-physicality is shown in his relation with Grace. Giles's lack of strong 

determination and low sexuality is responsible for Grace's new fascination for 

Dr. Fitzpiers, a new comer to the locality Mr. Melbury pressurises Grace to 

deny Giles Winterborne and think of choosing Dr. Fitzpiers. Giles is incapable 

of infusing Grace with any passion. When Mr. Melbury demands from Grace 

the promise not to mix with Giles without his knowledge, the narrator infomis 

us that 'the years - long regard that she had had for Giles was not kindled by 

her return into a flame of sufficient brilliancy to make her rebellious" (WL, 98 ). 

At the crucial moment of their separation the narrator observes abnormal 

sexual passivity on the part of Giles Winterborne. When Giles was cutting the 

branches of a tree to save Mr. South's life, Grace appears there and goes on 

her way without reciprocating Giles's greetings. As the narrator observes ; 

"While she stood out of observation Giles seemed to recognise her meaning; 

with a sudden start he worked on, climbing higher into the sky, and cutting 

himself off more and more from all intercourse with the sublunary world" (WL, 

98) . H.M. Deleski in his book Thomas Hardv and Paradoxes of love. (1987) 



137 

says: "He certainly cuts himself off from all Intercourses with her. When she 

informs him that her father wants to break off their "engagement of 

understanding", he accepts this in "an enfeebled voice". Strong man though 

he is, Giles's problem is that he is too feeble. Like Oak, he has all the virtues 

and no sexual charge or drive" (Daleski: 1987, 138). 

Grace's relationship with Dr. Fitzpiers turns out to be highly erotic. 

Fitzpiers. a new-comer at Little HIntock is a gentleman fond of science and 

philosophy and poetry, and,in fact, every kind of knowledge. He is more 

interested in reciting Shelley than about the patients. When Fitzpiers enquires 

of Giles, "Is there a young lady staying in this neighbourhood- a very attractive 

girl- with a little white boa round her neck,, and white fur round her gloves?" 

(WL, 121), we can presume that Grace's beauty has ensnared the doctor's 

mind. Not knowing that Giles is in love with her Fitzpiers expresses his 

fascination for Grace and Giles says: 'You seem to be mightily in iove with 

her, sir..."(WL121) Fitzpiers tells Giles 

Human love is a subjective thing-the essence itself of man, as that great thinker 

Spinoza savs-ipsa homis essentia—it is 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. So that if any other young lady had 

appeared instead of the one who did appear, I should have felt just the same interest 

on her, and have quoted precisely the same lines from Shelley about her, as about 

this one I saw (WL122). 

To Fitzpiers love is a subjective thing that requires an external object 

for its transmission So Grace becomes an object of projection on his desires. 

The narrator's assumption of Grace-Fitzpiers relationship becomes more 

explicit as he observes "That Fitzpiers acted upon her like a dream, exciting 

her, throwing her into a novel atmosphere" {WL,164). He exercised a 'certain 

fascination' upon her whenever he came near her but it was passively to 

'coercive' sexuality of Fitzpiers. As T.R. Wright observes: 

The man in question, Edred Fitzpiers, is very much the centre of the novel Hardy first 

offered to Macmillan with the potential alternative title 'Fitzpiers at Hintock' (Kramer, 

1981,7) He is the complete opposite of Winterborne ; far from restraining his sexual 
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Impulses he deliberately indulges them, building an elaborate erotic superstructure on 
the natural base of desire. He has no illusion about love. Having treated Winterborne 
to a recital of Shelley at his most ethereal on 'the bright shade of some immortal 
dream', he proceeds to analyse the dynamics of desire with all the philosophical 
sophistication of a Parisian post-structuralist {Wright, 1989, 82). 

On the occasion when Grace first visits Fitzpiers home, she finds him 

asleep. Looking at the reflected image of Fitzpiers on the mirror Grace, felt the 

power of sexuality of Irresistible Fitzpiers. As the narrator informs: 'An 

indescribable thrill passed through her as she perceived that the eyes of the 

reflected Image were open, gazing wonderingly at her. Under the curious 

unexpectedness of the sight she became as If spell-bound, almost powerless 

to turn her head and regard the original. However by an effort she did turn, 

where there he lay asleep the same as before' (WL, 132). Grace observed In 

the reflection of the mirror that Fitzpiers 'had opened his eyes for a few 

minutes, but had immediately relapsed into unconsciousness' (WL, 132). 

Fitzpiers encounters Grace in the Image of the mirror. It Is interesting that both 

Grace and Fitzpiers encounter each other In the reflected Image of the mirror. 

Fitzpiers being awakened from his dream like state informs Grace, 'I did not 

see you directly, but reflected in the glass. I thought what a lovely creature! 

The design is for once carried out. Nature had at last recovered her lost union 

with Idea!' (WL, 135-136). T.R. Wright observes about the gazing of Fitzpiers 

as "another Lacanian symbol of the artificiality of desire, its capacity to create 

objects In Its own image, to celebrate his discovery of an object which does 

indeed mirror his dream's" (Wright, 1989, 83). 

Finding herself almost powerless before the irresistible sexuality of 

Fitzpiers, Grace is reduced to a self-forgetful mesmerized woman. Grace is 

'compelled' to surrender to the 'coercive' sexuality of Fitzpiers. Grace's 

attraction towards Fitzpiers may be compared to Bathsheba's attraction to 

Troy. In Bathsheba's case It was the sword-exercise that left an mesmeric 

effect on Bathsheba, and in Grace's case it Is merely the physicality of 

Fitzpiers that draws her towards him. Hardy shows that the sexuality of 

Fitzpiers and Troy assumes the dimension of immorality when both of them 
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employing their sexual power seduces village girls. On the eve of Mid-summer 

"enchantment" or ceremony Fitzpiers sexuality on Grace is narrated. The 

nocturnal adventures of village girls 'were about to attempt some spell or 

enchantment which would afford them a glimpse of their future partners of life' 

(WL 149 ) .Grace along with other village girls takes part in this 'nocturnal 

experiment' Grace is almost overawed by Fitzpiers and she is inevitably found 

in Fitzpiers caressing embrace. As the narrator informs: "Stretching out his 

arm as the white figure burst upon him, he captured her in a moment, as if 

she had been a bird"(WL153 ). Grace yielding to Fitzpiers (sexuality) "rested 

on him like one utterly mastered; and it was several seconds before she 

recovered from this helplessness" (WL 153). No sooner had Grace had gone 

back to her home than, Mr Fitzpiers takes advantage of 'a hoydenish maiden' 

of the hamlet' named Suke Damson. Even after his marriage with Grace, 

Fitzpiers continues his illicit sexual relationship with that girl. The narrative 

becomes highly erotic when "Fitzpiers saw in a moment that having taken to 

open ground she had placed herself at his mercy, and he promptly vaulted 

over after her.' We are informed that "It was day break before Fitzpiers and 

Suke Damson reentered Little Hintock" (WL; 153). 

The Woodlanders is the first novel that provides Hardy a scope for 

exploring the role of sexuality on the dynamics of man-woman relationships. 

Fitzpiers immoral relationship with a number of women-before and after 

marriage - drives the plot of the novel. Within a few days of his marriage with 

Grace, Fitzpiers gets involved in an immoral sexual relationship with Lady 

Charmond. She is depicted as a representative of sophisticated urbanity and 

bringer of alien values to the tradition bound rural society of Hintock. Mrs. 

Felice Charmond, a finished coquette wants to buy all those valuable with her 

money and power. Fitzpier's first meeting with Mrs. Charmond has been 

described in sexually charged tone. Everything in her household have been 

arranged in such a way as to increase the seductiveness of the room. As the 

narrator informs: 

He was shown into a room at the top of the staircase, closely and femininely draped, 

where by the light of the shaded lamp he saw a woman of elegant, figure reclining 
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upon a couch in such a position as not to disturb a pile of magnificent hair on the 

crown of her head. A deep purple dressing-gown formed an admirable foil to the 

peculiarly rich brown of her hair-pialts; her left arm, which was naked nearly up to the 

shoulder, was thrown upwards, and between the fingers of her right hand she held a 

cigarette, while she Idly breathed from her delicately curled lips a thin stream of 

smoke towards the ceillng(WL, 193-94). 

Mrs Charmond discovers in Fitzpiers a former lover. Her renewed 

intimacy with Mr. Fitzpiers takes more passionate nature than initially it meant 

to be. She even expresses her grief for not allowing renewal to Winterborne's 

lease of house. If she did this, she could revive her girlhood love for Fitzpiers. 

In fact, Hardy wants to show that both the woman - Grace and Felice 

Charmond are the victims of illicit sexuality of Fitzpiers. As Penny Boumelha 

in her book Thomas Hardy and Women (1982) observes "Both these women 

experience desire as if it were an external compulsion to which they must 

submit. locating in Fitzpiers the source of an emanation of 'compelling power' 

which calls forth in Felice a gloomy Fatalism and in Grace somnambulistic 

passivity" (Boumelha: 107,1982). 

Grace's relationship with Mr. Fitzpiers is not based on mutual affection 

and emotional dependence. Rather the narrative points out at the widening 

gap in their conjugal relationship. After her marriage with Fitzpiers Grace 

observes that Fitzpiers 'was disposed to avoid her' (WL, 208) and 'the 

scrupulous civility of mere acquaintanceship into his manner' (WL,208). To 

avoid the company of Grace, Fitzpiers "was again immersing himself in these 

lucubrations which before her marriage had made his light a landmark in 

Hintock. It was founded simply on the slender fact that he often sat up late" 

(WL208). We can understand Grace's marriage with Fitzpiers fails to 

work.Fitzpiers frequent visit to Mrs. Charmond on the pretext of her treatment 

cannot conceal the fact that her husband is in love with Felice Charmond. But 

what is most surprising to us is that Fitzpier's marital infidelity fails to evoke 

any anger or jealousy in Grace. As the narrator informs: 

Grace was amazed at the mildness of the anger which the suspicion engendered in 

her. She was but little excited, and her jealousy was languid even to death. It told 
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tales of the nature of her affection for him. In truth, her ante-nuptial regard for 
Fitzpiers had been rather of the quality of awe towards a superior being than of 
tender solicitude of a lover.lt had been based upon mystery and strangeness - the 
mystery of his past, of his knowledge, of his professional skill, of his beliefs. When 
this structure of ideals was demolished by the intimacy of common life, and she found 
him as merely human as the Hintock people themselves, a new foundation was in 
demand for an enduring and staunch affection - a sympathetic interdependence 
(WL210). 

Grace finds that her attraction towards Fitzpiers 'had been rather of the 

quality of awe towards a superior being' and it is not based on 'tender 

solicitude of a lover' (TD 210). The narrator says, ' a new foundation was in 

demand for an enduring and staunch affection-a sympathetic 

interdependence( ibid ).We are now to conclude that the marriage turns into 

an utter failure due to the absence of 'single minded truth and confidence on 

the part of Fitzpiers' (ibid). The sexual passion that played a vital role in the 

beginning of Grace-Fitzpiers relationship has been extinguished due to 

Grace's fluctuation between sexuality and spirituality. Grace cannot give 

herself totally to Fitzpiers due to her constitution. "She has more Aphrodite in 

her than Artemis" (WL, 323).This contradiction in her character imparts to the 

novel a tragic tone. 

However, Grace's marriage with Fitzpiers reaches the verge of 

collapse when he entangles himself in an illicit relationship with Lady 

Charmond. Fitzpier's immoral sexuality captivates Mrs. Charmond and turns 

her into a sexual slave of him. In spite of her deep infatutaion for Fitzpier, Mrs. 

Charmond is not without conscience and does not deliberately want to destroy 

home and happiness of Grace. She is a victim of Fitzpier's immoral sexuality. 

The author shows her as disruptive force in rural community. She evicts 

tenants from her leased houses and by destroying the houses renders them 

homeless. The author shows her always in need of sexual excitement and 

develops illicit relationship with Dr. Fitzpiers. However, the author represents 

her as a victim of sexual desires. She tries to free herself from the snares of 

Fitzpiers's sexuality but cannot do so. The author shows both Grace and Mrs. 

http://lover.lt
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Charmond are the victim of sexuality of Mr. Fitzpiers . As Patricia Stubbs 

analyses: 

We then see that it is not Felice who is exploiting Fitzpiers, but Fitzpiers who is using 

her. She is the one who suffers most, especially after she becomes his mistres. 

Hardy is unusually explicit on this point (When he has Grace exclaim, 'He's had you! 

{P 250) there can be no doubt in anyone's mind what the relationship between Felice 

and Fitzpiers actually is.) This revelation comes in a conversation between the two 

women. But in spite of the shock it initially gives Grace, they can still establish an 

alliance based on their knowledge that they are both victims of male selfishness 

(Stubbs: 1979, 78). 

As Grace becomes aware of Fitzpier's relationship with Mrs. Charmond 

her old feelings for Giles surges back in her mind. Grace finds: 

He looked and smelt lil<e Autumn's very brother, his face being sun-burnt to wheat -

colour, his eyes blue as corn-flowers, his sleeves and leggings dyed with fruit - stains, 

his hands clammy with the sweet juice of apples, his hat sprinkled with pips, apd 

everywhere about him that atmosphere of cider which at its first return each season 

has such an indescribable fascination for those who have been born and bred among 

the orchards. Her heart rose from its late sadness like a released bough; her senses 

revelled in the. sudden lapse back to Nature unadorned. The consciousness of having 

to be gentee! because of her husband's profession the veneer of artificiality which she 

had acquired at the fashionable schools, were thrown off, and she became the crude 

country girl of her latent early instincts (WL,213). 

The passage points to the fact of conflict in Grace's mind over Nature 

and Culture. What is stressed in the paragraph is that the artificial education 

has distorted Grace's mind. Wanting to free herself from the influence of 

artificial education Grace wants to renew her old self by initiating relationship 

with Giles. Giles is a symbol of man's return to Nature. A wall of separation 

was erected by her fancy education and artificial class obsession of her 

father. Her meeting with Giles signifies her return to her natural self. Her 

repressed self 'rose from its late sadness like a released bough' 

(WL213).GJIes represents to her 'indiluted manliness'. The narrator traces in 

her face, 'revolt for the nonce against social law, her passionate desire for 

primitive life may be showed in her face' (WL, 214). Grace's yearings for 
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Nature neglecting her veneer of artificial education focuses on the divided 

personality of her. 

Grace is represented with the desire to come out of the oppressive 

marriage codes of the society but the discriminatory marriage laws fails to 

provide any justice to her. Hardy represents Grace as a victim of legal and 

sexual ideology of marriage. As Penny Boumeiha pertinently observes: 

The vehicle of the tragic component in The Woodlanders is.a realist analysis of 

sexual and marital themes and once more it must be said that this is not in itself new 

in Hardy. For the first time, however, it is not marital breakdown (as in The Return of 

the Native) or a mistaken marital commitment to the wrong partner (as in Far From 

the Madding Crowd) that raises that prospect of a tragic outcome, but marital 

commitment per se. It Is the first of Hardy's novels to make use of the fictional 

possibility of divorce, which had become possible in fact some thirty years previously, 

at the time when the novel is set, with the Matrimonial Causes Act of 1857(Boumelha 

:1982). 

The inequalities of marriage laws has been bitterly criticised by Hardy 

In this novel and he demonstrates the double - standard of the Divorce Act. 

The narrative focuses on the theme of unhappy marriage and it is under the 

main narrative structure of the novel. In the preface to the 1895 edition of the 

novel Hardy wrote: 

In the present novel, as in one or two others of this series which involve the question 

of matrimonial divergence, the immortal puzzle given the man and woman, how to 

find a basis for their sexual relation is left where it stood; and it is tacitly assumed for 

the purposes of the story that no doubt of the depravity of the erratic heart who feels 

some second person to be better suited to his or her tastes than the one with whom 

he has contracted to live, enters the head of reader or writer for a moment (Preface to 

1895 edition of The WL). 

In an article called 'How shall we solve the marriage problem', Hardy 

argues that, 'marriage should be primarily for the happiness of the parties 

themselves, rather than for any abstract notion of the good for the community. 

As for the existing laws governing marriage he called them 'gratuitous' cause 
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of at least half of the misery of the community and could only account for them 

as the product of 'a barbaric age' and 'gross superstition' (Stubbs: 1979, 60). 

He attacks the indifference of the judiciary for the plight of women bound by 

an oppressive marriage. 

Mr. Melbury lured Grace to accept marriage with licentious Fitzpiers for 

class mobility was disillusioned, and thinks himself resposible for the 

humiliation of his daughter. Mr. Melbury hopes for a divorce. A legal advisor, 

Mr. Beaucock informs Mr. Melbury, "under the New law sir, a new court was 

established last year and under the new statute, twenty and twenty one vie. 

cap. Eight five, unmarrying is as easy as marrying. No more Act of 

Parliament, no longer one law for the rich and another for the poor"(WL 278-

79). Mr. Melbury hopes to amend his wrongs to Giles by letting Grace marry 

him after obtaining divorce from Fitzpiers. He reawakens in Giles's heart the 

hope of obtaining Grace and telis him, "there's a new iaw in the iand. Grace 

can be free quite easily" (TD 79). He related what he had learnt of new legal 

remedy. Hardy informs that the double standard of the judiciary fails to give 

freedom to oppressed Grace. Mr. Melbury returns from London broken 

hearted because he was misinformed about the New Divorce Law. 

The Matrimonial Causes Act which had created a new secular court 

exercised jurisdiction in matrimonial matters hitherto exercised by the 

ecclesiastical court, and its subsequent 1878 amendment which empowered 

magistrates to grant late seperation with maintenance to wives where 

husbands were convicted of assaults, in actual fact, did not provide equality 

under the law, and did not abolish the archaic principle of one law for the rich 

and another for the poor-and women. The new law did abolish the highly 

expensive procedure of gaining by a Private Act of Parliament the granting of 

a divorce, which only the very rich and male spouse could afford. But double 

standard remained, whereas a husband could divorce his wife on the grounds 

of adultery or desertion, she in similar circumstances would have to provide 

the evidence of the following : 'Incestuous adultery, or of bigamy with adultery 

or of Rape or Sodomy or Beastiality or of Adultery coupled with desertion and 

without reasonable excuse, for two years or upwards' (Pearshall:1969, 219) 
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.According to the 1878 amendment, she would have to prove aggravated 

assault'- that would gain a conviction and even then would be entitled only to 

a legal seperation. Hardy vehemently criticises this double standard of the 

judiciary. Mr. Melbury's conviction that he can secure a divorce for his 

daughter Grace on the grounds of his husband's adultery and subsequent 

desertion is based on misinformation and it ultimately brings tragedy upon 

innocent Grace and Giles. Hardy shows that institutional codes of the judiciary 

undermine human values and exploit women. Hardy notes that, the law which 

would apparently bring deserved relief from misery turns out to be potently 

unjust and inadequate. Anticipating her imminent freedom from the 

oppressive bond of marriage, Grace encourages Giles to renew their love 

relationship. The narrator informs, "He rose upon her memory as the fruit-god 

and the wood-god in alternation: sometime leafy and smeared with green 

lichen as she had seen him amongst the sappy boughs of the plantation' 

(WL,286). She desires that the Divorce law would provide her the necessary 

freedom to unite with Giles. She tells Giles, "And perhaps - as I am on the 

verge of freedom ~ I am not right, after all, in thinking there is any harm in 

your kissing me"(WL,299). Giles knew that Grace could not obtain divorce but 

he found it very difficult to resist the temptation of kissing Grace. Giles gave 

her "passionate kiss" (WL,300). When Grace Knew about the divorce she 

believed that her marriage with Fitzplers was irrevocable and she still 

belonged to him. Her emotion for "Winterborne had been rarefied by the 

shock which followed its avowal into an ethereal emotion that had little to do 

with living and doing" (WL, 303). 

Fitzpiers temporary absence forced Grace in "extramural existence of 

the self -constituted nun"(-WL,303). She hoped 'that her husband's absence 

should continue long enough to amount to positive desertion' (WL, 303). 

However, the news of Fitzplers' return to Hintock created a revulsion In 

Grace's mind. Mr. Melbury advises Grace, "to make things with Fitzpiers" 

(WL306) as her position "is neither married nor single"(WL,306). A rebellious 

spirit, however weak in form, may be discerned in Grace when she declares in 

answer to his father's advice of reconciliation with Fitzpiers. "1 don't mind at all 

what comes to me." She tells, "Whose wife I am or whose I am not I do love 
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Giles. ! can't help that and I have gone further with him than I should have 

known exactly how things were' (WL, 302). Grace flees from home and comes 

to Giles and seeks his help to run away. She takes shelter in his hut. Giles 

brings upon himself the tragic death due to his blind submission to Victorian 

prudery. Taking shelter in a leaky hovel for two days and nights exposes his ill 

body to the extreme rains and storm. Grace bounded by Victorian propriety 

tells Giles, 'You know what I feel for you — what I have felt for no other living 

man what I shall never feel for a man again. As I have vouched myself to 

somebody else than you, I cannot be released. I must behave as 1 do behave.. 

Keep that vow I am bound to him by any divine law after what he had done 

but I have promised and I will pay"(WL316). It is only the man made law that 

compelled her to keep her love for Giles under control. She keeps herself 

enclosed within the four walls of the hut representing her 'Daphnean instinct'. 

But when she comes out of the hut giving up her sense of Victorian propriety 

then it is too late. Fearing that Giles is ill because he has lent her his hut, 

while he is sleeping outside. Grace calls him and begs him to return: "Don't 

you want to come in? Are you not wet? Come to me dearest! I don't mind 

what they say or what they think of us anymore" (WL.319). Giles refuses 

Grace's appeal and conceals the fact of his extreme illness from her. The 

narrator informs: 

Her timid morality had, indeed, underrated his chivalry till now, though she knew him 

so well. The purity of his nature, his freedom from the grosser passions, his 

scrupulous delicacy, had never been fully understood by Grace till this strange self-

sacrifice in lonely juxtaposition to her own person was revealed. The perception of it 

added something that was little short of reverence to the deep affection for him of a 

woman who, herself, had more of Artemis than of Aphrodite in her constitution (WL, 

323). 

However, Hardy allows Grace her moment of defiance of Victorian 

convention when she nurses ill Giles. As the narrator informs, "though social 

law has negative forever their opening paradise of the previous June, it was 

not without stoical pride that he accepted the present conjuncture" (WL, 313) 

We are informed that 'All that a tender nurse could do Grace did; and the 

power to express her solicitude in action, unconscious though the sufferer 
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was, brought her mournful satisfaction' (WL, 324). After the tragic death of 

Giles Winterborne we find Grace returns to Fitzpiers. This is incompatible with 

her disillusionment with the marital bond. This contradiction in Grace 

anticipates Sue in Jude the Obscure. Like Sue Grace cannot emotionally 

break away from the ideology of marriage. As Penny Boumeiha observes: 

Her dilemma, caught between Giles Winterborne and Fitzpiers, her repudiation and 

ultimate re-acceptance of the first marital partner, the 'Daphnean instinct' ( P. 310) 

that impels her to flee the returning Fitzpiers and the superficial pieties of her 

readings in the Bible and the prayer book, foreshadow Sue Bridehead's agonised 

hesitations between Jude and Phillotson, her leap from Phillotson's bedroom window 

and her violent espousal of religious orthodoxy : Grace's gentle lapse into a concern 

with propriety rehearses in miniature the desolating 'breakdown' of Sue Bridehead 

(Boumeiha 1982,98-99). 

Hardy ends the novel rather farcically sacrificing the tragic potentiality 

of Grace for highlighting the issues of marriage and sexuality. Grace's lack of 

intensity of passion and desire represents her as passionless and idealized 

image of a Victorian woman. She lacks the tragic stature of Bathsheba, Tess, 

Eustacia or Sue. Hardy on many occasion expressed strong detest for 'doll 

figure' in English fiction. He liked women to be exciting, adventurous and 

resistant to ideological submission and rebellious to patriarchal social 

structure. So Grace did not appeal to his artistic sense and Carl J. Weber in 

an article writes that 'Grace never interested him much; he was provoked with 

her all along, If she would have done a really self-abandoned, unpassioned 

thing (gone off with Giles) he would have made a tragic ending to the book but 

she was too commonplace and straitlaced and he could not make her' 

(Weber: 1939,332). 

Grace's reconciliation with Fitzpiers made IVlr Melbury sceptical about 

their union. Their re-union does not raise any hope regarding the future of 

their relationships."Well - he's her husband, "Melbury said to himself, "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 cooling next year as he does hers to-night; and as he did Felice 
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Charmond's last year ; and Suke Damson's the year afore ! ... It's a forlorn 

hope for her; and God knows how it will end !" (WL, 376). 

Hardy expresses his scepticism about the Grace - Fitzpiers relationship 

through the mouth of l\yir. Melbury. Hardy going against his artistic canon gave 

the closure of the novel an apparently happy ending. Hardy knew that it is a 

false representation. "Getting married and living happily ever after" remained 

for Hardy an undesirable, narrative convention.Under the guise of 

reconciliation Hardy presents anomalies of marriage and sexual relationships 

that hardly paints a rosy picture of conjugal relation. As the hollow turner 

remarks: "She's got him quite tame. But how long 'twill last I can't say" 

(WL378). 

Hardy by the side of Grace depicts a woman who had the potentialities 

of occupying the place of central woman character in the novel. She attracts 

readers attention by her rustic innocence, dogged faithfulness, and silent love. 

She is a symbol of endurance, innocence and love. Marty South represents 

rural innocence while Mrs. Felice Charmond and Mr. Fitzpiers represent 

rootless modernity. Hardy represents her as asexual, almost a disembodied 

creature with spirit of self - abnegation and self - renunciation. 

We first encounter Marty when barber Percomb comes to her to 

purchase her lock of hair to adorn the head of Mrs. Felice Charmond. Marty 

stubbornly resists temptation of money in exchage for her lock of hair. But this 

honest woman was ultimately forced to sell her lock of hair due to poverty. 

Hardy stresses in this scene her economic vulnerability. She heroically fights 

her poverty by making spar gads for Mr. Melbury and works as a tree planter. 

She loves Giles unilaterally. But her love for Giles remains unreciprocated due 

to her inferior social status. Supressing her love for Giles and never giving 

vent to her feelings when she comes to know the proposed alliance between 

Grace and Giles, she accepts it with stoical resignation. Like Giles she is also 

a child of nature and represents eternal rural values and symbolises the union 

of man with nature. As the narrator observes: 'Marty South alone of all the 

women in Hintock and the world had approximated to Winterborne's level of 
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intelligent intercourse with Nature" (WL, 340). Both Giles and Marty "had been 

possessed of its finer mysteries as a common place knowledge, had been 

able to read its hieroglyphs as ordinary writing" (WL, 341). The author shows 

the cruel exploitation of Marty as she was forced to sell her lock of hair for a 

few shillings. But her heroic stature is shown by Hardy. With the death of John 

South, Marty's father, she was rendered homeless by Mrs. Charmond. But 

she did not stoop to Mrs. Charmond as she heroically fights her poverty. 

Marty acts as a guardian of morality by a writing a letter to Mr. Fitzpiers to the 

effect that Mrs. Charmond is merely a crow decked out in borrowed plume. 

This letter has a far-reaching effect in the novel. When Fitzpiers came to know 

the truth about Felice Charmond's false hair it occasions a rupture between 

them and leads to Fitzpier's return to England and Giles's heroic self-sacrifice 

and it ultimately makes way for union with Grace. Marty did this out of her 

sisterly love for Grace. At the end of the novel we see Marty and Grace 

attends the tomb of Giles Winterborne. At last Grace is reconciled with 

Fitzpiers and is re-united with him. But Marty alone attends Giles's tomb. Her 

love does not change with the change of time. She loves Giles beyond death. 

Her love does not know the boundary of life and death. The silent and 

unostentatious devotion of Marty moves us and her lament gets a poetic 

stature. As the narrator observes: 

As this solitary and silent girl stood there in the moonlight, a straight slim figure, 

clothed in plaitless gown, the contours or womanhood so undeveloped as to be 

scarcely perceptible in her, the marks of poverty and toil effaced by the misty hour, 

she 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. She 

stooped down and cleared away the withered flowers that Grace and herself had laid 

there the previous week, and put her fresh ones in their place. 

"Now, my own own love," she whispered, "you are mine and only mine; for she has 

forgot, 'ee at last; although for her you died. But I - whenever I get up I'll think of ee, 

and whenever I lie down I'll think of 'ee again. Whenever 1 plant the young larches I'll 

think that none can plant as you planted; and whenever I split a gad, and whenever I 

turn the cider wring I'll say none could do it like you. If ever I forget your name let me 

forget home and heaven.... But no, no,my love, 1 never can forget' ee ; for you was a 

good man, and did good things!" (WL, 379 - 80). 
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The novel begins with IVlarty South and ends with her. Hardy has 

shown IVlarty South's potentialities and possibilities to be the central character 

of the novel. She is a woman with an integrated mind which the forces of 

corruption could not defeat. Marty South's portrayal has recelvd critical 

acclaim since the publication of the novel. Albert J. Guerard places Marty 

South along with Tess as 'Two pure women' and he regards that the 'solid 

worth and fidelity of this 'unselfish'child of the soil goes largely unappreciated' 

(Guerard: 1949, 142). The reviewer of the Athenaeum writes about Marty as 

'the really heroic woman In way the sweetest figure that Mr. Hardy as ever 

drawn" (Cox:1970, 142) Patricia Stubbs in her book Women and Fiction : 

Feminism and the novel writes about her that' Marty too, in her determined 

faithfulness to Giles's memory, becomes a purely symbolic figure - the 

eternally faithful maiden who stands always by the tomb of the dead knight' 

(Stubbs 1979, 86). But we find that Marty has failed to occupy a centrality in 

the novel she deserved. This is puzzling. 

Hardy shows Grace as conforming and submissive to the different 

ideological pressures of the society. She does not share the rebellious spirit of 

Eustacia or Tess or the assertiveness of Bathsheba. Her representation 

somewhat approximates to the 'New Woman' in her attitude to marriage 

morality and sexuality. In Hardy's novel women revolt in order to attened to 

attain happiness and fulfilment. Grace cannot come out of the mariage laws 

like Sue, and she is powerless against the marriage ideology of the society. 

She has the will to come out of the bond but the double standard of the 

judiciary does not grant her her cherished freedom. Hardy shows this aspect 

of the oppressive law that victimises her. She finds that her relationship with 

Giles cannot be materialized in terms of the prevalent institution of marriage 

and she is forced to compromise with the inconstant Fitzpiers. If the novel 

had ended with the death of Giles, Grace not compromise with Fitzpiers then 

the novel would have been a purely tragic one. Hardy expresses his 

dissatisfaction with Grace's reconciliation with Fitzpiers. The underlying tone 

of the novel is not of happiness or joy but of frustration and defeat and we can 

identfy it as Hardy's voice. Hardy irronically shows Grace's compromising 

attitude to demonstrate her victimisation. She is treated by her closest 
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relatives not as a human being but as a commodity. Hardy shows how a 

woman is confronted with the conventional values of the society. She must 

accept death or she must compromise with the social values. In the next novel 

Tess comes openly in clash with the given values and accepts death. She 

remained uncompromising with the society's notion of purity and double-

standard of morality till her death. 
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Chapter-IX 

Tess of the D'urbervilles 

In Tess of D'urbervilles Hardy represents an innocent, inexperienced 

woman whom the society violates sexually, turns into a 'fallen woman' and 

finally giving her the blame of a murderess hangs her. The society Tess faces 

is a dehumanized agrarian society where the human relationships have been 

cruelly distorted with the advent of mechanized agriculture. This society 

determines the worth of a woman by the double-standard of sexual morality. 

The sexual fall of a woman Is judged by the society as something 

unpardonable. The so-called 'purity' is demanded only from women and men 

are never asked to keep their purity. Any woman who fails to satisfy the 

conventional morality of the society is denied a place in the society. Such 

women are easy games for the male members and prostitution was the only 

way open to them. Hardy has defended the innocence and purity of Tess 

while exposing the spurious sexual morality and aggressive sexuality of the 

patriarchal society. In his previous novels Hardy defends the subversive roles 

of the heroines rather tactfully. In Tess Hardy directly comes to represent a 

woman who openly comes to clash with the male-dominated society. Being 

unaware of the crooked ways of the masculinist society , Tess apparently falls 

from her so-called purity. But her unintentional 'fall' cannot undermine her 

indomitable spirit and courage. She continues her fight against the odds that 

lay before her and tries to attain fulfillment. The false codes of morality fails to 

destroy her courageous soul as she strives to define her personality in a new 

way. But the inexorable forces of the society resist her attempts to find a place 

in the society and her 'past' haunts her wherever she goes. Taking the church 

rituals and the law in her own hands she strikes at the exclusionary ideology 

of male dominated society. Tess's personality attains a rare combination of 

sexuality and spirituality at the same time with her confrontational nature. 

Ready to perform her duties she 'sells' her body for her family members, but 

she remains untouched by the filth. Finally when she asserts herself and kills 

her sexual degrader the society terms her a 'murderess'. And hangs her. Tess 

embraces death rather than compromise with the discriminating values of the 
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society. In no other novel, does Hardy come forward so openly to attack the 

conventional values and double-standard of sexual morality for projecting 

heroine's integrity and honesty. Tess's death becomes a moral triumph over 

the hypocrite, gender-discriminating society. 

Since her appearance in the novel Hardy stresses on Tess's physicality. 

When the novel opens Tess Is seen participating in May-day celebration, a worn - out 

local custom. Wearing a white - frock, taking a peeled willow in hand Tess fakes 

part in local ceremony along with other village girls. She can be easily singled 

out from the rest of her friends due to her vital physicality. Hardy here 

primarily focuses on her 'bouncing handsome womanliness (Tess of the 

D'urbervills. 13, henceforth cited as TD). Hardy informs: "She had an attribute 

which amounted to disadvantage" (TD, 47) and it is this that causes ' Alec 

d'urbervilles eyes to rivet upon her It was'a luxuriance of aspect, a fullness of 

growth' (TD 48). Tess is conspicuous in the procession of the village girls due 

to "her mobile peony mouth and large innocent eyes" (TD, 12). Hardy's 

representational fascination with Tess's body raises many awakward 

questions. But Hardy being determined to release Victorian women from the 

conventional mode of representation imparts Tess a flesh and blood reality. 

Tess that is represented by Hardy is not a sexless, submissive and soft 

feminine figure. But a woman with beauty, and an exceptional physical 

energy. With her extreme physical vigour, Tess stands out as one of the most 

radical woman in the contemporary literature. 

Hardy contests the conventional code of representation of women that 

stresses a sexually passive and physically weak figure. Hardy demolishes the 

traditional ideas about women sexuality. Representing Tess with her strong 

physical presence in the novel Hardy conveys that Tess defies any 

stereotypical model of womanhood. 

Hardy's bold representation of Tess also reveals the fact of erotic 

desire in man that is activated by female beauty. The contemporary discourse 

on femininity underlines that a woman having any form of sexual 

manifestation is an improper woman. Female sexuality posed a threat to 
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Victorian social structure. It often terms vital sexuality in woman as primitive, 

and threatening. The society projectes woman in terms of conceptual 

bifurcation-Madonna or a Whore. Hardy castigates society's conception of 

femininity. Women are shown either as full of physicality or sexless entity. 

Hardy exposes this contradictory attitude to woman sexuality through two 

male figures - Alec and Angel. Alec's vision of Tess as only a sexual object 

and Angel's idealised vision of her denies her rights as a human being. 

In exploring the ways by which Tess is victimised by the 'distorted male 

gaze', Hardy also exposes the roles of socio-economic factors that perpetuate 

her oppression and subordination.Tess is victimised since her childhood for 

being a woman and for belonging to a marginalised peasant family. Her 

parents belong to a class only above the farm labours. With the advent of 

mechanised agriculture and organised market economy, this D'urbervilles 

family has lost its relevance in the Capitalist social relations of productions 

and is reduced to hagglers. The D'urbvervilles family is expelled from its home 

to make way for industrial movement. Tess is born in a poverty striken 

peasant family which has nothing but its labour to sell. Tess's problem 

becomes doubly oppressive as she is born in a peasant class and she is a 

woman. We find thatTess's oppression takes the form of both class and 

gender based oppression. As Anne Z. Mickelson observes: 

Pervasive to the novel's materials is the background of Victorian society. Tess is part 

of a class - conscious society which regards the peasant as an inferior member of 

society and woman as inferior to man. Tess's duty is laid out for her from cradle to 

grave - submission and obedience to parents, then to husband, and always to 

society. As a peasant woman, Tess must work, which she does for most of her brief 

life. Yet, though she is a functioning member of the economy and the breadwinner in 

her family. Victorian society demands that she obediently turn over her earnings to 

her feckless father, thus making her economically dependent. . . As a field worker, 

she can expect her wages to be lower than those of the man working alongside her. If 

she marries a man of her own class, she wiil have to bear many children with little 

respite from hard physical work in the fields (Mickelson: 1976, 107) 
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Like Ethelberta, Tess is burdened with the responsibilities of a dozen of 

her brothers and sisters. Setting aside her aspiration of becoming a teacher 

she is forced to act like a surrogate father to the little children of the 

D'urbervilles family. We find extremely tired Tess on her way to Casterbridge 

with her brother Abraham, who becomes drowsy. She lets him go to sleep 

thinking that she can take upon herself the entire conduct of the load. She 

falls more deeply into reverie than ever. Tess's cart is pierced by a morning 

mail cart. Hardy makes it clear that Tess is deprived of the benefit of sleep. 

After the day's hard manual work and tending her brothers and sisters and 

after bringing her drunk father from the inn, when she goes to bed it is eleven 

o' clock. Tess is awakened at midnight to take part in transporting the 

beehives to Casterbridge market because of drunkeness of her father. It is 

very natural that Tess becomes a prey to reverie while driving the cart and 

when her cart is pierced by the morning mail - cart, we cannot hold Tess 

responsible for this accident. As Anne Z. Mickelson aptly observes; 

Dreams are the refuge of the isolated and the alienated. The young Tess is tembly 

isolated because she aspires to rise above the squalid life about her. Forced to give 

up her aspirations to become a school teacher, she occasionally takes comfort in 

dreams, as later in the degrading life at Flint-Comb-Ash she attempts to insulate 

herself against her environment by singing ballads to herself Dreams and ballad 

singing are her sublimation for the denial of ambition and hope. But day dreams 

never replace reality for her as they sometimes do for Eustacia Vye (RN) {Mickelson, 

1976, 110). 

Tess, a Victorian woman, is burdened with the ideas of self-sacrifice, 

duty to family and sense of responsibility. Being conditioned by the Victorian 

ideology she looks upon herself as responsible for the starvation of her family 

and for the death of the family horse Prince. Tess thinks herself responsible 

for what happens. "Tis all my doing - all minel... No excuse for me - none" 

(TD, 36). She surrenders to her mother's wishes saying, "Do what you like 

mother" (TD, 36). Economic necessity of the D'urbervilles family forces Tess 

to take up the job of tending fowls at Alec'D'urberville's farm. Killing her inner 

aspiration of becoming of a teacher she degrades herself to a labourer. Hardy 
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has explicitly shown here Tess's victimisation by the ideology of family 

responsibility. 

Hardy has shown Tess's stern refusal at the suggestion of her mother 

to mould herself to attract Alec D'urbervilles. Tess, born with innate nobility of 

character, thinks it beneath her dignity to act according to her mother's 

wishes. She cannot subscribe to her mother's view that women are born to 

trap men as husbands. As Anne Z. Mickelson says: "Joan's attempts to use 

her daughter's beauty are not in the line of that wisdom which for centuries 

tried to evade by various ruses the seigneur's "right" to the most beautiful of 

village virgins. Tess's uneasy arguments to her parents concerning the trip to 

the d'urbervilles is proof of her strong woman wisdom and instinct.. . . Above 

all, she wants no part of that thinking which sees woman only as a sexual 

object" (Mickelson, 1976:115). 

Hardy bitterly criticises the values of the Victorian society that 

considers women as sexual objects. He clearly points out that a woman is 

judged by the double-standard of that society. A woman when she falls by the 

standard of the society is termed asfallen. But the society blatantly ignores the 

misdemeanour of a man. As Joseph Allen Boone says : 'Hardy underlines the 

economic correlatives of sexual power; it is concern for her family's financial 

situation upon Prince's death, after all, that has brought Tess within Alec's 

orbit' ( Boone:1997, 109 ) Alec's sexual manipulation of Tess triggers her 

degradation and execution. The manner in which Alec sexually harasses Tess 

'attests to the ideological and psychological inequities buried in a cultural 

standard of male superiority' (Boone: 1997, 101) . Mickelson says: 'Alec's 

sexual dominance over Tess is depicted by Hardy symbolically with her ride 

down a steep, mile-long incline in Alec d'Urbervllle's dog cart'. (Mickelson: 

1976, 109). 

When they reach a long, steep descent and Alec drives recklessly, 

Tess in her alarm clings to Alec. She expresses her anger for driving 

recklessly but ultimately submits to Alec's "Kiss of mastery" (TD, 65). 

Reaching another steep descent Alec demands from Tess another kiss, but 
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this time Tess does not yield to Alec's lustful desire. As H.M.Daleski observes: 

'Her eyes light up 'in defiant triumph' at this point. In the power struggle that is 

joined between them on this ride, Tess shows her capacity for resistance and 

demonstrarting that she can take a stand, she walks rest of the ways" 

(Daleski. 1987, 157-58). 

It is no wonder that Tess is soon raped sexually. As. Boone observes: 

"Accordingly, narrative movement becomes the province of the male figure, 

who expends his llbidinal energies in devising multiple stratagems, and 

therefore creating more and more "plot" till his desire- the deflowering and 

breaking of his victims will - is attained" (Boone: 1997, 100). We are informed 

by the narrator that Alec d'Urbervilles is a spurious aristocrat and bought the 

title with money. To Tess's eye the newly erected mansion of Stoke 

d'Urbervilles does represent something ususual in this part of the country. 

Tess finds that Alec and his family are an "unusual find . . . . in such an old-

fashioned part of the country" (TD, 43). Alec is shown to have a "swarthy 

complexion" with touches of sexual mastery over inexperienced Tess. The 

scene in which Alec pushes strawberry into Tess's mouth foreshedows 

imminent sexual violation of Tess in the 'Chase episode'. 

In the 'Chase' episode a deeply tired Tess fall asleep. We know when 

the mail cart killed Prince she fell into sleep. This falling asleep at the most 

crucial moments of her life shows that she is extremely tired due to her 

physical exhaustion. Hardy does not describe Tess's violation literally. He 

figuratively conveys it: 

Darkness and silence ruled everywhere around. Above them rose the primeval yews 

and oaks of The Chase, in which were poised gentle roosting birds in their last nap; 

and about them stole the hopping rabbits and hares. But, might some say, where was 

Tess's guardian angel? Where was the providence of her simple faith ? Perhaps, like 

that other god of whom the ironical Tisbite spoke, he was talking, or he was pursuing, 

or he was in a journey, or he was sleeping and not to be awaked (TD, 90-91). 

It was known to Hardy that Victorian readers would be offended by an 

explicit account of Alec's actions on the fateful night at 'Chase'. When Hardy 
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wrote this novel the words that conveyed sexual images were censored. So 

Hardy tells : "Why it was that upon this beautiful feminine tissue, sensitive as 

gossamer, and practically blank as snow as yet, there should have been 

traced such a coarse pattern as it was doomed to receive; why so often the 

coarse appropriates the finer thus, the wrong man the woman, the wrong 

woman the man^ many thousand years of analytical philosophy have failed to 

explain to our sense of order" (TD, 91). Sexual violation forces Tess to give up 

contro] over her body. She is imposed upon with involuntary, undesired 

motherhood, bereavement, and anxieties of a mother. As Susan Browmiller 

comments: 

It is sexual violence and specifically rape and the threat of rape, which gives men 

control over women. All women suffer from this, even if they are not the victims of 

actual rape - because they are all the victims of the threat of rape. It is this fear 

generated by the threat of rape that keeps women subordinated. Conversely, all men 

benefit from the fact of rape, even if they are not perpetrators of rape themselves -

because the system of rape keeps all women fearful and subordinated to men . . . 

Rape is not about individual acts of male violence but about a system of male control 

of women . . . {Quoted in Freedman, 2002, 66 67). 

In contrast to earlier writers. Hardy comes forward radically to defend 

'fallen women' in Tess. When Tess returns home she is 'Maiden No More'. 

Tess was a 'Maiden' at the beginning of the novel. But by the conventional 

standard of the society she is impure as she has lost her chastity. Hardy 

argues that Tess's action cannot be judged by the traditional morality. 

Presenting Tess as un-chaste, a murderess, and a prostitute, Hardy comes 

to confront the conventional concept of purity.Though Hardy defends Tess's 

purity he is forced to add the subtitle "A Pure Woman Faithfully Presented" to 

please the Grundiyst critics. Hardy has shown explicilty that Tess remains 

untouched by the new values of industrial civilisation that were gradually 

engulfing traditional 'folk culture' and folk wisdom. To quote Anne Z. 

Mickelson: "It is certainly true that Tess would have avoided some of her 

problems had she subscribed to her parents' way of thinking. But the 

implication that the Durbeyfield's and the other Marlott rustics represent an 

excellent folk wisdom is not true. It is Tess who embodies those sturdy virtues 
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which Van Ghent refers to as tenacious and instinctual-virtues which her 

parents have lost" (Mickelson, 1976, 115). 

Tess refuses to accept the feeling of guilt due to her sexual lapse. She 

resists the attempt of the society to classify her as a 'fallen woman' and 

thinks; "Was once lost always lost really true of chastity?" (TD 126). Tess is 

invested with the lust for life and the recuperative power. Here Tess's 

presentation radically differs from other fallen women in literature. Ruth, Hetty 

Sorel, and Ida Starr are overburdened with guilt ridden psyches that they 

carry with them till their death. Their sense of guilt prevents them from sharing 

the joys of life. But Tess is shown with vitality and energy and she enjoys the 

life around her. 

Determined to assert Tess's purity and innocence, Hardy devises the 

baptism scene. As Rosemarie Morgan says, "In the baptism sequence we are 

invited to perceive something of her powers of spiritual regeneration, her 

capacity to utter herself new and free from guilt" (Morgan: 1988; 100). Tess 

defiantly takes to religious rites and challenges the conventional Christianity 

by taking the task of baptising. Hardy's emotional involvement with the 

heroine is explicit when Tess assumes the role of a Christian priest. As Hardy 

informs: 

Her figure looked singularly tall and Imposing as she stood in her long white 

nightgown, a thick cable of twisted dark hair hanging straight down her back to her 

waist The kindly dimness of the weak candle abstracted from her form and features 

the little blemishes which sunlight might have revealed - the stubble scratches upon 

her enthusiasm having a transfiguring effect upon the face which had been her 

undoing, showing it as a thing of immaculate beauty, with a touch of dignity which 

was almost regal (TD. 119). 

Hardy emphasises on Tess's 'form and features the little blemishes' 

(TD,119) His narration takes into account her physical reality - 'the stubble 

scractches upon her wrists and the weariness of her eyes',(ibid) She with her 

long whitegown is a towering figure to the little audience. Tess takes the task 

of baptizing her little child: 



160 

'SORROW, I baptize thee in the name of Father, and of the Son, 

and of the Holy Ghost'. 

She sprinkled the water, and there was silence. 

Say "Amen' children'. 

The tiny voices piped in obedient response 'Amen'! 

Tess went on : 

'We receive this child' - and so forth - 'and so sign him -

with the sign of other Cross*. 

Here she dipped her hand into the basin and fervently draw an inmense cross upon 

the baby with her forefinger, continuing with the customary sentences as to his 

manfully fighting against sin, the world, and the devil and being a faithful soldier and 

servant unto his life's end. She duly went on with Lord's Prayer, the children lisping it 

after her in a thin gnat like wail, till, at the conclusion, raising their voices to clerk's 

pitch, they again piped into the silence, 'AmenI' (TD, 19-20). 

Hardy vindicates 'fallen' Tess in this midnight baptism scene. Tess's 

spiritual superiority to the conventional religion has been established. 

Rosemarie Morgan rightly notes: "An emblematie rite, baptism objectifies sin 

and guilt and enacts the release of the force of darkness. Tess invokes this 

rite and utter the spirit of redemption over her child. Thus empowered to utter 

the spirit clean and new, the fallen woman / minister - of - the - sacrament is 

quiteopenly vindicated by her author'(Morgan: 1988, 101). 

Tess grows with her traumatic experience. A simple, innocent peasant 

girl Tess 'thus changed from a simple girl to a complex woman' (TD, 125). 

"Was once lost always lost really true of chastity? She would ask herself (TD, 

126). Hardy thinks: "She might prove it false if she could veil by gones. The 

recuperative power which pervaded organic nature was surely not denied to 

maidenhood alone' (Ibid) Hardy shows implicitly the battle of Nature with 

Culture / Society. Tess is distorted by the society's codes of sexual morality 

and chastity. As Anne Z. Mickelson pertinently observes: "In Tess of the 

d'Urbervllles the clash between society / culture and nature becomes a 

passionate defense of Tess as beautiful nature (the natural self, love, fertility, 

tenderness) and an indictment of a culture which degrades the poor, regards 

woman's virtue as a commodity to be delivered to the husband on the 

wedding night, and upholds the double standard". (Mickelson: 1976, 105). 
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Tess considers her sexual violation and pregnancy as 'passing 

'corporeal blight'. Her past experiences are 'a liberal education to her' 

(TD,125). We find a new form of consciousness in Tess. Overcoming her 

guilty feelings and sense of inferiority, Tess asserts a new form of identity and 

autonomy. As Patricia Ingham says, 'Hardy wishes to insist on the recognition 

of individuality as she changes from a simple girl to a complex woman, "whom 

the turbulent experiences of the last year or two had quite failed to 

demoralize' (Ingham: 1989, 73). 

Wanting to redefine her womanhood in a new way Tess reaches at 

Talbothays dairy farm. As she journeys to the Froom valley she "felt akin to 

the landscape" (TD, 132) .As she walks, she is mastered by "the irresistible, 

universal, automatic tendency to find sweet pleasure somewhere which 

pervades all life" (TD, 134). Here Tess's presentation radically differes from 

other fallen women in literature. In contrast to them Tess is filled with vitality 

and energy and she still enjoys life around her. We find spontaneous sexuality 

in Tess. As T.R. Wright observes: 'In moving to Talbothays, then, as well as in 

falling in love there, Tess is seen to be in tune with natural forces deeper than 

conventional social morality' (Wright: 1985, 113). P. Ingham comments: 'Since 

the beginning of the novel Tess's sexuality has been imposed upon the 

signifying framework of men's language' (Ingham: 1989, 72). Angel feels her 

sexual attractiveness and thinks: "What a fresh and virginal daughter of 

Nature that milkmaid is' (TD, 185). Patricia Ingham finds : "Angel Clare reacts 

to Tess's physical appearance in the same way, as Alec, though, as usual, he 

gives a high flown gloss to the attraction he feels" (Ingham: 2000, 127) .Angel 

observes : "She was no longer the milkmaid, but a visionary essence of 

woman - a whole sex condensed into one typical form. He called her Artemis, 

Demeter, and other fanciful names half - teasingly"(TD, 167). Rosemarie 

Morgan observes: "Repudiating pseudonymity she seeks at once to 'cleanse' 

him of his illusive vision of her and to resist his appropriation, by renaming of 

her person" (Morgan: 1988 103). 

Hardy focuses on the physicality of Tess when Angel's harp playing 

draws Tess towards him 'in the weed - overgrown garden'. Hardy describes 
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the scene to show Tess's eroticism in the backdrop of Nature. The weed over 

- grown - garden "rank with juicy grass which sent up mists of pollen at a 

touch, and with tall, blooming weeds exciting offensive smells - weeds whose 

red and yellow and purple hues fomied a polychrome as dazzling as those of 

cultivated flowers" (TD, 158 ), The 'seductive atmosphere' of Var Vale forces 

Tess and Angel to come closer, because 'under such atmosphere it was 

impossible that most fanciful love should not grow passionate' (TD, 190). 

Angel's sexual attraction to Tess is emphasised in the narrative. As 

T.R.Wright observes: 

Tess continues to be seen very much as part of nature, a warm-blooded animal: 

when Angel surprises her yawning he sees the 'red interior of her mouth as if it had 

been a snake's', admires the 'satin delicacy' of her skin and finds her the embodiment 

of 'Pure' and natural sexuality: 

The brim-fulness of her nature breathed from her. It was a moment when a woman's 

soul is more incarnate than at any other time; when the most spiritual beauty 

bespeaks itself flesh; and sex takes the outside place in the presentation'. 

The purity of her incarnate soul does not involve a disembodied spirituality; it is 

expressed in physical beauty which Angel cleariy longs to possess like the 

penetrating male sun ... {Wright: 1989, 115). 

Penny Boumeiha, in her article says, 

Tess on the other hand, Is trapped by a sexuality which seem at times almost 

irrelevant to her own experience and sense of her own identity. She is doomed by her 

'exceptional physical nature {P. 269) and by the inevitability of an erotic response 

from men. That response binds her to male images and fantasies: to the pink -

cheeks and rustic innocence of Angel's patronising pastoralism (P. 264) and to the 

proud indifference that Alec finds so piquantly challenging. Her sexuality, provocative 

without intent, seems inherently guilty by virtue of the reactions it arouses in others: 

'And there was revived in her the wretched sentiment which had often come to her 

before, that in inhabiting the fleshly tabernacle with which Nature had endowed her 

she was somehow doing wrong' (Boumelha:1982,125). 

Projecting reactions of two males - Alec and Angel - to Tess's sexuality -

Hardy ironically derides the values of patriarchal society. This society hardly 

recognises the identity and autonomy of a woman. As George Wotton 

observes: 



16: 

From the moment of the meeting in the garden the harmonius relations between Tes 

and her world begin to be repressed and displaced by certain abstractions mediatei 

by Angel's idealising vision' She is transformed in Angel's sight: 'She was no longe 

the milkmaid, but a visionary essence of woman- a whole sex condensed into om 

typical form' . . . Angel's idealisation has a profound effect upon Tess for she ii 

treated according to how she is perceived and she is subjected by Angel's idealisini 

vision in a way which is totally different from the way she is exploited by Angel'; 

distracted gaze{Wotton: 1985, 92 ). 

Hardy has very explicitly shown that a woman when she strives fo 

autonomy and identity in the society, she faces frustrations and humiliations 

On their wedding night when Angel finds 'she has failed in 'purity' he i; 

astonished: '§he looked absolutely pure. Nature, in her fantastic trickery ha< 

set such a seal of maidenhood upon Tess's countenance that he gazed at he 

with a stupefied air' (TD, 303 - 304). Angel conceives of women in terms o 

polarisation - Madonna or Whore. He concludes that if Tess ceases to be ; 

'Madonna' i.e. 'Pure,' she is surely a 'whore' or fallen. When Tess ask; 

Angel'of forgiveness he blandly tells her: "O Tess, forgiveness does not apph 

to the case. You were one person; now you are another. My God - how cai 

forgiveness meet such a grostesque prestidigitation as that!' (TD, 292). 

Angel fails to save Tess at the most critical period of her life. Whei 

Tess tells Angel, "O Angel - my mother says that it sometimes happens so! 

she knows several cases where they were worse than I, and the husband hai 

not minded it much - has got over it at least" (TD, 297). Rejecting his libers 

view of class division Angel rebukes Tess : "Don't Tess, don't argue. Differen 

societies, different manners. You almost make me say you are ai 

unapprehending peasant woman who has never been initiated into tht 

proportions of social things, you don't know what you say'(TD, 297). Tes: 

stubbornly resists Angel's attempt to implicate her class with her sexual fai: 

Angel now thinks that the class from which Tess comes has scarcely an; 

sexual morality. To Angel Tess is now 'an unapprehending peasant woman 

Asserting her personality Tess tells Angel: "I am only a peasant by position 

not by nature !'(TD, 297). Angel shows that he is a typical product of Victoria! 

culture 'which allows a man sexual freedom as long as he is discreet about 
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and observes appearances' (Mickelson: 1976,117). Hardy attacks the double 

standard of Vtctorian sexual morality and cult of chastity. Victorian society 

blandly ignored the sexual offence of men while it punished those women who 

breached the social taboos. Tess has never thought that Angel is a prisoner of 

the double - standard of the society. She has hoped that Angel would forgive 

her sexual past as she has forgiven his "eight and forty hours dissipation with 

a stranger in London" Angel is blind to his own sexual lapse while in the case 

of his wife it is an irreversible crime. 

In fact, Angel's anger at Tess's lapse of virginity is in keeping with 

society's attitude to women sexuality. The social idealists have delegated 

women to the pedestal of absolute purity. They have suggested that women 

can attain the status of a moral teacher of men by diffusing the spirit of 

affection, selflessness, self-restraint fidelity and purity. Angel feels cheated 

when he finds that Tess ceases to be a model of Victorian womanhood. He 

indignantly tells Tess: "1 thought that any man would have thought'that by 

giving up all ambition to win a wife with social standing with fortune, with 

knowledge of the world, I should secure pink cheeks" (TD, 304). Angel begins 

to look upon Tess 'as a species of imposter; a guilty woman in the guise of 

innocent one' (TD, 293). Ingham notes how Angels words destroy Tess's 

"remaining sense of self (Ingham: 2000, 135). 

At Trantridge Tess was exploited sexually by Alec d'Urbervilles and at 

Talbothays she is tortured by the double standard of sexual morality of Angel 

Clare. Alec sees Tess as a sexual object and Angel looks upon her with his 

contradictory vision of woman. As Irving Howe observes: 

Angel comes to seem the complement of Alec; indeed, the parallels might be trying, if 

they were not so strictly subordinated to the presentation of Tess herself. Alec 

assaults Tess physically. Angel violates her spiritually. Alec is a stage villain, Angel is 

an intellectual wretch. Alec has a certain charm, in his amiable slothful way; Angel 

bears an aura of tensed moralism. What they share is an in capacity to value the 

splendor of feeling which radiates from Tess. Each represents a deformation of 

masculinity, one high and the other low; they cannot appreciate, they cannot even 

see the richness of life that Tess embodies. Yet there are important differences At 
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least Alec does not pontificate, or wrap himself in a cloak of principles. He may not be 

admirable but he can be likeable, simply because commonplace vice is easier to bear 

than elevated righteousness (Howe; 1966, 122-23). 

Angel thinks his wife as his property. To him the value of Tess has 

been diminished due to her loss of virginity. He expects from Tess sexual 

purity, sexual passivity and other feminine virtues. So when Angel finds that 

Tess's chastity fails to satisfy the conventional standard of the society he 

becomes angry with her. It is not Tess he has loved but a "visionary essence 

of woman". He has shaped a "Tess" to feed his own needs and desires. Angel 

has been loving the idea of a virginal girl and has never acknowledged her 

true self, including her fully - developed sexuality. Rosemary Sumner offers a 

unique analysis of Angel's rejection of Tess: 

[Angel's] 'sexual impulsions, the idealisation and falsification in valuing Tess for the 

one attribute which she has lost are all there in Hardy's account of him. That he feels 

guilt over his earlier liasion is suggested by his fear of Tess rejecting him if he tells 

her before the wedding, and in the way he minimises the whole affair, though Hardy's 

eariier reference to it had suggested it was a matter of some importance to him . . . 

The "narcissistic it had suggested it was a matter of some importance to him . . . The 

"narcissistic self-regard" also shows itself in the way he thinkis that he will "secure 

rustic innocence" for himself by marrying Tess - significantly, an abstract idea, not of 

human being. Thus, Hardy seems to have two motives in giving Angel his previous 

affair. First, it gives a psychological basis for his idealisation and rejection of Tess; 

because of his guilt feelings he needs her to be the embodiment of the purity which 

he feels he has lost; when he finds he cannot "procure (it) in this roundabout way," his 

rejection of her is inevitable since she has lost all value for him (Sumner: 1981, 137). 

Angel's paradoxical morality causes Tess's psychic dislocation and she 

internalizes the guilt appropriate to a 'fallen woman'. She wants to put an end 

to her life by committing suicide. After her wedding with Angel, Tess's 

transfonnation into self-despising, self-effacing, guilt-ridden woman is 

complete. She tells Angel: "1 thought because I am not respectable, I mean. 1 

told you 1 thought I was not respectable enough long ago - and on that 

account I didn't want to marry you, only - only you urged me!' (TD, 308). Angel 

turns a deaf ear to Tess's requests and reasons. As the narrator observes: 

"Within the remote depth of his constitution . . . there lay hidden a hard logical 
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deposit, like a vein of metal in a soft loam, which turned the edge of 

everything that attempted to traverse if (TD, 308). Angel's ambiguous morality 

has forced Tess to come down to the level of a 'fallen woman'and she looks 

upon herself as an impure woman. She tells Angel: "I shan't ask you to let me 

live with you, Angel, because I have no right to!. I shall not write to mother and 

sisters to say we be married, as I said 1 would do'; . . . 'No I shan't do 

anything, unless you order me to and if you go away from me, 1 shall not 

follow 'ee, and if you never speak to me anymore I shall not ask you why, 

unless you tell me I may' (TD, 294). 

The double - standard of sexual morality punishes Tess with social 

ostracism but it completely ignored and secretly supported Angel's infidelity 

and offences. This society encourages men to worship women. Men like 

Angel created the other section of women, destroying their bodies, 

conscience and souls. They demanded moral and physical purity from their 

wives, daughters and sisters - they forces another group of women to live in 

an utter inhuman condition. They were not only denied human dignity but 

they were also extremely exploited by the male - oriented socio - economic 

system. Angel wrests a second chance out of life. But Tess is denied the 

privileges that Angel is provided with. Now only two options remains open to 

her - to take to back-breaking labour of a field - worker or adopt the profession 

of a prostitute. 

When Angel returns from Brazil discrediting 'the old appraisements of 

morality' (TD, 433), it is too iate. Though he believes now that 'the beauty or 

ugliness of a character lay not only In its achievements, but in its aims and 

impulses" (ibid), Angel "succeeds in violating Tess's spirit as thoroughly as 

Alec rapes her body" : (Mlckelson:1976, 117). Actually Hardy has shown 

through Angel and Alec the society's attitude to women. At Flintcomb-Ash 

Tess is again exposed to the sexual aggression of Alec. He appears as a 

religious convert before Tess. He accuses Tess of tempting him: "And why 

then you tempted me? 1 was firm as a man could be till 1 saw those eyes and 

that mouth again - surely there never was such a maddening mouth since 

Eve's I" (TD, 411) Ian Gregor observes: 
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Alec D'Urberville enters the field, now wholly intent on winning Tess back to him, 

having abandoned his preaching and resumed 'the old jaunty, slap-dash guise under 

which Tess had first known her admirer". The parallel forces begin to enclose Tess; 

the nameless engine man driving the shaking platform on which she is forced to work, 

the seducer renewing his temptation Economic and physical passion is the object of 

both, money the common means (Gregor: 1973, 193). 

With the honesty and integrity of a 'pure woman; Tess resists Alec's 

offer of financial help. She knows that Alec only wants her physically. 

After Angel deserts Tess she is left with no other means than to take to 

back breaking job of a field - labourer. Tess's engagement at Flint Comb Ash, 

'the starve acre place' exposes her to a new form of economic exploitation 

and sexual aggression. As Douglas Brown sees, "Tess is not only the pure 

woman, the ballad heroine, the country girl: she is the agricultural community 

in its moment of ruin" (Brown: 1954, 91). 

Hardy shows Tess's heroic struggle against her sexual and economic 

exploitation. Being a chronicler of rural Wessex, he records the destruction of 

the old form of agricultural production with the intrusion of mechanized 

agriculture. He contrasts the harmonious community life at Talbothay with the 

dehumanized relationship at Flint Comb Ash. Hardy projects the cruelty and 

barreness of the place using nature metaphor : 'After this season of 

congealed dampness came a spell of dry frost, when strange birds from 

behind the North pole began to arrive silently on the upland of Flint Comb-

Ash; gaunt spectral creatures with tragical eyes - eyes which had witnessed 

scene of cataclysmal horror in inaccessible polar regions of a magnitude such 

as no human being had ever conceived, in curdling temperatures that no 

human could endure' (TD, 367). 

Tess and her companions are employed in back-breaking labour 

amidst this inhospitable landscape. As Hardy informs, "Here the air was dry 

and cold and the long cart roads were blown white and dusty within a few 

hours after rain. There were few trees, or none, those that would have grown 

in the hedges being mercilessly plashed sown with the quickest by the tenant 



168 

fanners, the natural enemies of tree, bush and brake" (TD, 358).Hardy wants 

to stress on the bareness and in hospitability of the place. As Lucille Herbert 

observes, "What Hardy does in the descriptive parts of the novel, then, is to 

exhibit his heroine within the shifting boundaries of a realistic landscape 

whose contours are moralized by the narrators pre-occupation with attitudes 

to life and his use of topographical and optical metaphors' (Herbert: 1970, 90). 

At Flint Comb Ash Tess's oppression becomes double as she is a 

female labour. As Michael Millgate observes: "She is also oppressed by the 

people who know different parts of her and thus represent to her a conscious 

or unconscious threat" (Millgate: 1994, 266).Hardy through the specific case 

of Tess generalizes the distress and exploitation of women agricultural 

labourers. At Flint Comb - Ash women labourers are employed at low wages 

and they are exposed to hard work from early morning till evening without 

respite. Farm Manager Groby recruits in his farm female labourers only. 

Because women are easy game for him. They are given minimum wage for 

maximum work. As Hardy says : "For some probable economical reason it 

was usually a woman who was chosen for this particular duty, and Groby 

gave as his motive in selecting Tess that she was one of those who best 

combined strength with quickness in untying and both with staying, power and 

this may have been true" (TD, 417 ). 

Hardy has explicitly shown that in the system of capitalistic production 

women are discriminated against in their wages and working condition. As 

Janet Freedman observes, "Patriarchy and CapitaJism are independent but 

linked; they are two distinct systems but they are intertwined and create 

interdependence and solidarity among men which allows them to dominate 

women. This domination has its material foundation in men's control over 

women's labour" (Freedman: 2002, 50). The new form of capitalist farming 

was eroding age old traditional relationships. Rural communities were 

crumbling down at the approach of industrial civilization. As Arnold Kettle 

observes: "The scene at the threshing is here particularly important a symbol 

of dehumanized relationships of the new capitalist form' (Kettle: 1978, 48). At 

Flint Comb Ash Tess is forced to work very closely with huge machinery. Mr. 
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Groby put her in danger of being hurt by some of the machinery. This 

machinery represent the advent of industrialisation that was destroying rural 

community- based farming. Hardy depicts the evil effect of this industrial 

culture on rural life. As Rosemarie Morgan observes: 

The labour/woman exploitative, machine-grinding world in Tess, its exhausting 

demands closely linked at salient points throughout the text to Tess's beleaguered 

states of being, is quite clearly a causal factor In her tragedy; the taxing demands 

upon her energy and resilience have immediate, palpably feit repercussions upon her 

faculties. Hardy's most potent emb lematic image in this context is, of course, the 'red 

tyrant that the vi'omen had come to serve ... which kept a despotic demand upon the 

endurance of their muscles and nerves {TD, p.372). 

The 'buzzing red glutton', remorselessly grinding, bears a suggestive resemblance to 

the lusty Alec; man and machine alike reduce Tess to physical exhaustion and mental 

stupefaction (Morgan:1988:90). 

Hardy depicts Tess's destruction by the changing means of production. 

The new forms of capitalist farming were eroding ageold traditional 

relationships. Age old ties and rural values were eroding due to encroachment 

of an alien industrial culture in the tradition bound rural society. To make room 

for rapid industrialisation the rural population had to seek shelter elsewhere. 

As Lucille Herbert in his essay says: 

Communities are held together by non-rational bonds of the kind which the rationalist 

Hazlitt describes as "the gross and narrow ties of sense, custom, authority'. 

Associative societies are formed by rationally calcualted interest often expressed in 

contracts. In the preface to Far From the Madding Crowd Hardy writes of the change 

in Wessex from Gemeinschaft to Gesellschaft of the 'recent supplanting of the class 

of stationary cottagers . . . by a population more or less migratory labourers' This 

change has been fatal to 'the preservation of legend, folklore, close inter-social ties, 

for which the indespensable conditions of existence are attachment to the soil of one 

particular spot by generation after generation" (Lucille Herbert, 1970, 83- 84). 

As Tess's family belongs to marginal peasant community it become a 

victim of the inexorable processes of historical change. The passing away of 

old agrarian life and also a new mode of life centering round the city is 

narrated by Hardy: 
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A depopulation was also going on. The village had formerly contained, side by side 

with the agricultural labourers, an interesting and better informed class, ranking 

distinctly above the former - the class to which Tess's father and mother had 

belonged - and including the carpenter, the smith, the shoemaker, the huckster, 

together with nondescript workers other than farm- laboures; a set of people who 

owed a certain stability of aim and conduct to the fact of their being life- holders like 

Tess's father, or, copyholders, or, occasionally small freeholders These families, 

who had formed backbone of the village life in the past, who were the depositories of 

the village traditions, had to seek refuge in the large centres (TD 449-50). 

Thomas Hardy was painfully aware of social and economic implication 

of this rural exodus : Tess's father was a life holder. John Durbervllles life had 

a value apart from his personal achievements or perhaps it could not have 

had much. It was the last of the three lives for whose duration the house and 

premises were held under a lease. Moreover, 'liveries' were disapproved in 

villages almost as much as small freeholders because of their independence 

of manner. The narrator informs that this system left disastrous 

consequences: 'But as the long holdings fell in they were seldom again let to 

similar tenants and were mostly pulled down, if not absolutely required by the 

farmer for his hands. Cottagers who were not directly employed by the land 

were looked upon with disfavour, and the banishment of some starved the 

trade of others, who were thus obliged to follow (TD, 450). Arnold Kettle refers 

to the impact of rapid industrialization on rural society: 

That in the course of the nineteenth century the disintegration of the peasantry - a 

process which had its root deep in the past- had reached its final tragic stage. With 

the extension of capitalist farming, (farming that is to say, in which the landowners 

farms not for sustenance but for profit in which the land- workers become wage-

earners ) the old yeoman class of small- holders or peasants, with their traditions of 

independence and their own native culture, was bound to disappear. The developing 

forces of history were too strong for them and their way of life. And because that way 

of life had been proud and deeprooted its destruction was necessarily painful and 

tragic. Tess is the story and the symbol of destruction (Kettle: 1978, 45). 

The miserable condition of 'agricultural labourer' forced many young 

girls into the dark world of prostitution for the sake of survival when all the 

avenues of income were closed to them. Low wages and physically 



171 

demanding work In the field and inadequate nutrition made a woman labourer 

victim of severe illness. Merryn Williams observes: 

During his stay in London, Hardy must have got used to the sight of prostitutes, 

resplendent in feathers and fine clothing, on every city street. He must also have 

known about the thousands of young girls who were leaving Dorset and the country 

districts to come up to Town', for it was always the girls who were the first to go . . . 

Some of them went into 'service' or into the factories; some, inevitably, drifted into 

being what the Victorians called 'fallen women' . . . . One can not blame this girls 

Hardy appears to be saying. It is the society which has made them like this (quoted in 

Chakraborty: 1997. 55). 

Tess's unemployment and the destitute condition of her family forces 

her to sell her body. When Tess's family is denied the renewal of the lease of 

the cottage and the moral guardians of the village desire that the D'Urbervllles 

family should leave the village 'if only in the interest of morality' (TD, 450.) she 

and her family come on the pavement. Alec offers to help Tess's family. Tess 

has no other alternative than to accept his offer and she knows very well the 

price she has to pay for this. 

Particia Ingham notes, The last phase of the novel 'Fulfilment' 

presents before us a Tess with 'a period of autonomy before she dies' 

(Ingham, 1989). When Angel finds Tess at Sandbourne, a luxurious watering 

place Tess was 'loosely wrapped in a cashmere dressing gown of gray-white, 

embroidered in half-mourning tints' (TD, 483). Tess tells Angel "These clothes 

are what he's put upon me; I don't care what he did with mel"(TD, 484). 

Angel cannot recognise this Tess with her spirit of self-assertion. He feels that 

'Teas has spiritually ceased to recognise the body before him as hers -

allowing it to drift, like a corpse upon the current, in a direction dissociated 

from its living wiH"(TD, 484). Discarding all her previous sense of guilt and 

shame for her new profession, she takes the law in her own hand. She stabs 

Alec to death. Angel finds to his horror that Tess is least perturbed by 

committing this murder. Tess being "unable to realize the gravity of her 

conduct . . . seemed at last content" (TD 492) and Angel "wondered what 
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obscure stain in the D'urbervilie blood had led to this aberration'('bid) Patricia 

Ingham observes ; 

Tess's acts of will represent the culmination of the whole sequence. The events 

involved figure of monstrousness of the only choice that is left to her, the only 

meaning she can express after the final shock of Angel's coming to claim her when 

she has already returned to Alec as his mistress. In stabbing Alec to release herself 

for Angel she feels free even from guilt {lngham-1989,88). 

Hardy comes in clash with the society for justifying Tess's murder of 

Alec. He shows that Tess's murder is an assertion against the social forces. 

This self-assertion gives her a new identity in the contemporary Victorian 

novel. As Kevin Z. Moore observes: "Only once in her life does Tess free 

herself from the formal constraints of culture, and that is when she murders 

Alec. Her murder is a poetic act, properly revolutionary and romantic .... By 

murdering Alec, Tess exchanges the passive acceptance of cultural 

dominance for the self assertiveness of poetic action" (Moore: 1990, 176). 

Justifying Tess's violent action Hardy wants to convey the message that when 

an oppressed woman asserts against the injustices of the society, the society 

terms her a murderess. Murdering Alec Tess gains fulfillment. She unites with 

her betrayer husband Angel and forgives his wrong. 

The patriarchal society grants Angel the privilege to start his life anew 

through his marriage with Tess's sister Elizabeth. But the inexorable law of 

the society intercepts Tess at Stonehenge. As Nina Auerbach observes : "She 

finds her ultimate home not in her posthumous reconciliation with Angel, but 

at the empty alter of Stonehenge where she waits to be arrested receiving 

through this final setting architectural, historical and divine recognition things 

give Tess an epic life belying her recurrent humiliation" (Auerbach:1980, 42). 

Tess is executed and the black flag becomes symbol of the end of her 

tormented life. The male dominated society exploited her sexually, 

economically and finally when she asserted herself against the society, it 

terms her a 'murderess' and hangs her. In his previous novels, Hardy has 
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shown that to attain self-fulfillment a woman must come in clash with the 

social codes and rebel against the conventional values. As a woman Tess is 

an easy game to the judiciary. The conventional judiciary is blind to the 

offence of a male that degrades her and betrays her. The myopic vision of the 

judiciary cannot identify the real offender. Satirizing the judiciary for hanging 

an innocent woman Hardy comments: "Justice was done and the President of 

the Immortals in the Aeschylean phrase ended his sport with Tess "(TD 508). 

Tess struggled against the society to be identified as a woman in her 

own right. She resists heroically the degrading forces of the society. By 

creating an avenging womanhood Hardy breaks away from the conventional 

norms of presentation of woman. In his previous novels Hardy presented 

women characters who compromised with the ideology of the society. But 

Tess became rebellious against the patriarchal values of the society arid 

avenges herself against it at the cost of her life. For presentingTess radically 

Hardy incited the wrath of the conventional readers and critics. Mowbray 

Morris in 'Quarterly Review' observed about Tess: "She would never have 

gone back at the first opportunity to her seducer, a coarse sensual brute for 

whom she had never professed to feel anything but dislike considering the 

book then, with our necessarily imperfect knowledge, it seems only that Mr. 

Hardy has told an extremely disagreeable story in an extremely disagreeable 

manner' (quoted in Cox, 1970, 218-19). Mrs Oliphant in Blackwood's 

Magazine questioned Tess's purity and integrity as a woman : 'The lodging at 

the sea side drawing -room floor; 'the rich cashmere dressing-gown of grey 

white, embroidered in half-mourning tints'; 'the walking costume of a well-to-

do young lady', with a veil over her black hat and feathers, her 'silk stockings 

and ivory parasol" - are not the accesories of purity, but the trapping of vice' 

(quoted in Cox:1970,213). Refuting the charges of the orthodox critics, Hardy 

declared, "I consider she was to all intents and purposes a pure woman till her 

last fall. There she was a mere corpse drifting in the water to her end' (quoted 

in Ellidge: 1991, 388). In a preface to the 1891 edition of the novel Hardy 

claimed that the 'novel is an attempt to give artistic form to a true sequence of 

things and 'if an offence came out of the truth better is it that the offence come 

than the truth be concealed', (Preface to TD, 1891,v). Hardy continues this 
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discourse of radicalism in the next novel Jude the Obscure where he deals 

with some of the burning issues relating to the rise of the New Woman.But 

Tess certainly anticipates this 'New Woman Novel'. 
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Chapter - X 

Jude the Obscure 

In Tess Hardy has only accused the society but there was no challenge 

to the oppressive institutionalized codes. He shows only the oppression and 

exploitation within the traditional ideology. In Jude the Obscure Hardy 

challenges the Victorian code of marriage through Sue Bridehead, a highly 

intellectual, emancipated woman. She rebelled against the prevailing concept 

of marriage, love and matrimony. Hardy's 'use of emancipated - woman motif 

in the representation of Sue Bridehead is clear in a Postscript to 1912 edition 

of the novel where Hardy informs that 

a German reviewer told him that Sue Bridehead the heroine was the first delineation 

in fiction of the woman who was coming into notice in her thousands every year - the 

woman of the feminist movement - the slight, paie bachelor girl - the intellectualized -

the emancipated bundle of nerves that modern conditions were producing mainly in 

cities as yet; who does not recognize the necessity for most of her sex to follow 

marriage as a profession - and boast themselves as superior people because they 

are licensed to be loved on the premises fJude the Obscure. 9-10, hereafter cited as 

JO). 

Sue Bridehead the 'New Woman of the feminist movement' rejects the 

conventional bond of marriage and explores an alternative relationship out of 

the conventional bond. Hardy hints at re-structuring of man - woman 

relationship by giving woman the right to control their body and sexuality and 

in this novel his views anticipates those of the radical feminists and their idea 

that marriage brings sufferings and mental breakdown in women. Hardy 

shows Sue in her relentless campaign against the institution of marriage and 

is shown to be ahead of her time anticipating some of the demands of the 

radical feminists of the twentieth century. The marriage codes are oppressive 

to her, and she too considers it monstrous that a married woman should be 

considered a property of her husband and advocates for a free sexual 

relationship coming out of the institutionalized codes of the society. Sue's 

struggle for re - structuring man - woman relationship invited the wrath and 
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punishment of the orthodox patriarchal society. Sue miserably fails to continue 

her struggle for establishing a society free from oppressive codes of marriage 

and sexuality. Though Sue is shown victimised for her radical thinking, the 

process of re-structuring of man - woman relationship gets the necessary 

impetus. Her radical views canbe said to have materialized in the form of 

suffragist movement of the early 1940s. 

Hardy's representation of Sue as a woman of ideas and with strong 

anti - marriage feeling was obviously influences by the New Woman 

movement of the 1890s. The New Woman challenged the biological definition 

of womanhood and took control of her body. She denied the cultural 

construction of femininity invented by the patriarchal society and exhibited a 

strong anti - marriage sentiment. Conventional marriage is a kind of trap for 

her. Hardy was an ardent reader of the 'New Woman' novels and with some 

of the new woman novelists of the period he had personal relationship. The 

New Woman novelists of the period viz. Sarah Grand, Allen Grant, Mrs. 

Oliphant, George Egerton, and Mona Caird conveyed anti - marriage feelings 

in their novels and they depicted womanhood with ideas. Gail Cunningham 

informs: 

Hardy had met both Grant Allen and Menie Muriel Dowie; he owned a copy of The 

Woman Who Did and Sarah Grand had sent him The Heavenly Twins as 'a very 

Inadequate acknowledgement of all she owes to his genius. Even so, it might be 

argued that the heroines of these novels belong mostly to the pure rather than 

neurotic school or less like Sue Bridehead than the New Woman of George Egerton 

model. However Hardy had not only read Keynotes but had been sufficiently 

impressed to copy out lengthy passages into his note book (Cunningham; 1978,105 ). 

Most of the 'New Woman' novelists dealt with the theme of free love. 

Olive Schreiner, George Egerton, and Grant Allen in their novels refused to 

compromise with the conventional norms showing their heroines' refusal to 

compromise. Olive Schreiner's The Story of an African Farm (1883) 

represents a heroine who rejects traditional sexual roles. She rejects the bond 

of marriage and thinks marriage as a kind of trap to women. Grant Allen's The 

Woman Who Did (1895) depicts a heroine who denounces marriage as "vile 
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slavery" and she declares 'freedom from the slavery'. Heroine of Mona Caird's 

novel The Daughters of Danaus wants to get rid of her husband and at one 

point she abandons her marriage. But ultimately she is forced to accept 

domestic life and is subjected to tedious domestic duties. As Gail 

Cunningham observes: "The New Woman's ideals were far too advanced for 

her environment. These novelists were trying to do two things at once: firstly 

to argue moral and social case for a high degree of emancipation and 

secondly, to show how firmly entrenched were the creeds and conventions 

which oppressed women" (Cunningham: 1978, 49). These women novelists 

showed that the women had to pay dearly in the forms of mental breakdown 

madness or suicide for holding unconventional attitude towards marriage and 

sexuality. Mentally broken these women submitted to the traditional ideology 

or death. In a Preface to the 1912 edition of the novel Hardy acknowledges 

that marriage question is the central theme of Jude the Obscure. The 

marriage laws being used in great part as the tragic machinery and its general 

drift on the economic side tending to show that in Diderot's words, 'the civil 

law should be only the enunciation of the law of nature '(Preface to JO, 

Vlll).As Penny Boumeiha says: "It seems that , with the advent of 'Ibsensity' 

and the problem play, the marriage question and New Woman Novel, Hardy 

was able for the first time in a major work to place the examination of sexual 

relationships openly at the centre of the novel, and to take the tragedy turn on 

marriage , instead of displacing it with the more traditional materials of 

tragedy, he had done earlier"(Boumelha: 2000,56). Hardy viewed that 

marriage should be dissolvable as soon as it becomes a cruelty, to either of 

the parties - being then essentially no marriage. Hardy's disillusionment with 

the institution of marriage grew bleaker in each of his successive novels. 

Particularly in his last three novels viz. The Woodlanders. Tess of the 

D'urbervilles. and Jude the Obscure he directly attacked the contemporary 

marriage code, and in Jude he voiced his strongest resentment. The narrative 

projects Sue Bridehead as a woman who resists the idea of conventional 

marriage challenging its religious and ethical perspectives. Hardy narrates 

ironically the marriage between Jude and Arabella at the beginning of the 

novel. Marriage in Hardy's novels does not bring any happiness and harmony 

to the contracting parties. Hardy exposes the absurdity of Jude - Arabella 
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marriage. As Jude's marriage to Arabella is characterised by Hardy's bitter 

comment: "And so, standing before the aforesaid officiator, the two swore that 

at every other time of their lives till death took them, they would assuredly 

believe, feed, and desire precisely as they had believed, felt and desired 

during the few preceeding weeks what was as remarkable as the undertaking 

itself was the fact that nobody seemed at all surprised at what they swore"( 

JO, 66-67). 

Hardy contrasts two marriages in the novel to show the inequities of 

the institution of marriage. The two marriages turn into utter failure. Hardy 

stresses the idea that conventional marriage ideology brings tragic 

consequences on Jude and Sue's life for basing their permanent contract on a 

temporary feeling which brings Jude temporary disruption in his academic 

pursuits and his disillusionment with Arabella's sexual charms. But in case of 

Sue cruelty of marriage contract is more radical and tragic. Next Hardy 

narrates the marriage between Sue and Phillotson. Sue marries Phillotson out 

of her sense of duty and without perceiving what a sordid thing marriage 

contract is Sue feels that she gets trapped by the codes of marriage. She gets 

disillusioned with the bond and feels that marriage is a kind of slavery. Her 

independent, emancipated sensibility perceives that marriage requires 

sacrifice of her identity. Sue, 'a woman of the feminist movement' voices her 

radical views on marriage, as she says: "if a marriage ceremony is a religious 

thing it is possibly wrong, but if it is. only a sordid contract based on material 

convenience in householding, rating and taxing, and the inheritance of land 

and money by children making it necessary that the male parent should be 

known which it seems be - why, surely a person may say, even proclaim upon 

the housetops, that it hurts and grieves him or her"(JO, 250). She thinks that 

modern marriage is synonymous with slavery and her anti-marriage sentiment 

echoes Friedrich Engels. Engels in The Origin of the Family. Private Property 

and the State writes: 

In the old communistic household, which embraced numerous couples and their 

ci^ildren, the administration of the household, entrusted to the women, was just as 

much a public, and a socially necessary industry as the providing of food by the 
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men.This situation changed with the patriarchal family, and evenmore with the 

monogamous individual family.The admisnistration of the household management 

lost its public character. Itwas no longer the concem of society. It became a private 

service; the wife became the head servant, excluded from all participation in social 

production . . . . The modem individual family is founded on the open or concealed 

domestic slavery of the wife, and modern society is a mass composed of these 

individual families as its molecules {Engels in Scheiner ed.1997, 200). 

Sue's brief married life with Phillotson leads her to realize the true 

nature of marriage. Sue believes that conventional marriage subjugates a 

woman. We get a glimpse of Sue's feeling on marriage when she writes a 

letter to Jude on marriage service: "my bridegroom chooses on his own will 

and pleasure but I don't choose him. Somebody gives me to him like a she 

ass or she goat or any other domestic animal" (JO,203 ). To Sue a loveless 

marriage is a sort of adultery. So she confesses to Jude: 

Though I like Mr. Phillotson as a friend, 1 don't like him - it is torture to me to live with 

him as a husband! . . . there is nothing wrong except my own wickedness; I suppose 

you'd call it - a repugnance on my part for a reason I cannot disclose - and what 

would not be admitted as one by the general, what tortures me so much is the 

necessity of being responsive to this man whenever he wishes good as he is morally 

the dreadful contract to feel In a particular way in a matter whose essence is its 

voluntariness I (JO, 253). 

Rosemarie Morgan finds: 

Sue's campaign against the Institution of Marriage is rigorous, radical and militant... 

Victorian marriage codes are a anachronism to Sue. The notion strikes her so 

outrageous that married woman should stili be regarded as a man's property, or that 

sexual relationship should still require institutionalisatlon in a modern society 

pioneering in its radical quarters the dissolution of rigid role, demarcations and sexual 

Inequality {Morgan:1988 , 111-12). 

Sue finds it a torture to live on sexually responsive term with Phillotson. 

She is aware of the nineteenth century sexual politics. In the eyes of the 

common law, married women had no identity apart from their husbands. The 

husband assumed legal control over his wife's person and property. Though 

the law was modified in 1857 in the name of Married Woman's Property Bill. 
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Though the Divorce Act of 1857 gave some freedom to women yet the double 

- standard remained. Hardy knew the true nature of marriage contract. He 

found that women were compelled to sell their sexuality - as a wife or as a 

prostitute. It is the male dominated society which exploits women sexually to 

further its ends. Hardy echoes contemporary socialist - feminist ideas. 

Feminists by the second half of the nineteenth century agitated for 

social and material equalities for women. Their continued agitation for 

women's cause gave rise to the suffragist movement. This movement 

prepared the background for various reformative laws regarding women's role 

and position in family and society. Some feminists claimed that marriage did 

not necessarily have to be woman's or man's only vocation. Barbara 

Bodichon observed that 'It was absurd to treat women as if they existed only 

in and for marriage when significance of adult women did not infact live in the 

state (Quoted in Mendus and Rendell;, 1989 229). The nineteenth century 

feminists, while being highly critical of the way in which the relatives of family 

treated women, tended to arguefor elements of its internal reconstruction 

rather than either its transformation or its abolition. In The Subiection of 

Women Mill declared that wife is 'the bond servant' of her husband. She 

becomes his slave, except that by contrast with her slaves, no amount of ill -

usage without adultery superadded, will free her from her tormentor" (quoted 

in Mendus and Rendell, 1989: 172). Josephine Butler bitterly opposed the 

contagious Diseases Act in 1860. She along with other feminists attacked the 

double - standard of the Act, which punished prostitutes but at the same time 

protected men by legitimizing their sexual offences. Feminists pointed out that 

the double - standard of this Act is the cause of sexual exploitation of women. 

Gail Cunningham informs: 

Reformation laws in 19th century England regarded the position of women and the 

endeavour of the feminists in the (ate eighties and nineties for a new morality new 

code of behaviour and sexual ethics gave birth to a new class of women - known as 

'New Woman'. The 'New Woman' rejected the traditional bond of marriage and 

matrimony. A new frankness about sexuality was observed in their behaviour. They 

stressed the need for free union rather than basing man - woman relationship on the 

permanent contract of marriage (Cunningham: 1978,5 ). 
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Hardy was acquainted with some of the ferninist literatures of the 

period. He read thoroughly Mill's 'On Liberty' and took notes from it. We can 

find Mill's influence on Sue. It is clear that Hardy represents Sue with her 

rationalist, intellectual aspirations in line with Mill's philosophy. Sue like Mill 

believes that as she is an emancipated individual the social customs that bind 

her and Phillotson should be snapped. Hardy traces Sue's rebellious 

perceptions against the contemporary marriage ideology. She informs Jude: 

"Before I married I had never thought out fully what marriage meant, even 

though I knew. It was idiotic of me - there is no excuse. I was old enough and 

I thought I was very experienced . . . . I am certain one ought to be allowed to 

undo what one has done so ignorantly" (JO,256 ). Sue's nonconforming 

personality finds that Victorian women submit to their husband on economic 

grounds rather than on real love. Social advantages and economic need force 

a woman to accept contract of marriage. The society imposes on the married 

woman a fake identity and perpetuates oppression on her. Sue struggles to 

attain social and sexual identity. She says: "I am called Mrs. Richard 

Phillotson, living a calm wedded life with my counterpart of that name. But I 

am not really Mrs. Phillotson but a woman tossed about all alone, with 

aberrant passions and unacceptable antipathies" (JO, 247). Sue sees her 

marriage with Phillotson as a part of "the barbarous customs and superstitions 

of the times that we have the happiness to live'; because 'for a man and 

woman to live on intimate terms when one feels as I do is adultery in any 

circumstances" (JO,266). 

To Sue traditional marriage contract is so oppressive that she thinks 

women accept sexual slavery of male. She prefers the company of men but 

strongly resists their attempt to bring herself under the unequal marriage 

contract. Her relationship with three men in the novel demonstrates her 

aversion to marriage contract. An Oxford undergraduate helped Sue in her 

scholarly pursuit and influenced her to acquire proficiency in different 

subjects. The young man developed a passion for her and proposed her for 

marriage. Sue violently rejects the student's offer. As she informs Jude; 
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"He asked me to live with him in London. I found he meant a different 

thing than what I meant. He wanted me to be his mistress. Infact, I wasn't in 

love with him" (JO, 177). Actually Hardy depicts Sue in terms of contemporary 

discourse on female liberation. Sometimes Sue's personality reflects the 

inherent contradiction of the suffragist movement. On the one hand she 

rigorously controls her sexuality and on the other she surrenders to Jude's 

sexuality. This contradiction also in the Women's Liberation movement has 

been aptly noted by Rover; 

The leaders of the women's emancipation movement during the second half of the 

nineteenth century, although they had some claim to be called 'advanced', did not 

deviate from the norm to the same extent as the early feminists. Indeed, in most 

instances their morals were impeccable and they could be looked upon as examples 

of Victorian rectitude. These women fought the battles for married women's property 

rights, education, entry to the professions and the vote with a considerable measure 

of success. At the beginning of the twentieth century the parliamentary vote still 

eluded them and some professions were still barred, but the local government vote 

had been won, women could become Poor Law Guardians and hold some other 

local offices, . . . Nevertheless, there is a difference of opinion as to the effectiveness 

of the policy of trying to undermine one male bastion, then another, and a belief in 

some quarters that more far - reaching emancipation could have been attained had a 

concerted effort been made to re - structure society, including its moral basis, rather 

than to undertal^e piecemeal reform {Rover:1970, 47-48). 

These differences of opinion within the different feminist camps 

weakened the force of the feminist movement. Except a few emancipated 

women, the majority of suffragist women declined to demolish the patriarchal 

social structure. They would carry on their movement to get some favour from 

the male dominated society. 

Sue's apparent sexual frigidity shows the influence of 'woman's purity' 

campaigners. Sue seeks a radical alternative to conventional bonds with 

Jude. She wants to continue her relationship with Jude as a free lover. But we 

find her ultimate surrender to Jude's persuasion as a traditional woman. 

Though she thinks : "Fewer women like marriage than you suppose, only they 

enter into it for the dignity it is assumed to confer, and the social advantages it 
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gains sometimes - a dignity and an advantage that I am quite willing to do 

without"(JO, 309). She displays feminist awareness of oppression or 

exclusion which women experience in the patriarchal society that functions 

according to 'iron contract' and 'Government stamp'. Sue remains fearful of 

conventional marriage and would prefer to continue living as they have been. 

She informs Jude "I have just the same dread lest an iron contract should 

extinguish your tenderness for me, and mine for you, as it did between our 

unfortunate parents" (JO,307). But her weak submission to Victorian marriage 

codes shows her personality as full of contradiction. Since the beginning of 

the novel Sue advocates for free - love propounded by some emancipated 

women writers of the period viz. Mrs. Pankhurst, Mrs. Oliphant, Olive 

Schreiner, Mona Caird et al Thev believed that sex and marriage are the first 

step towards women's slavery. They propagated the idea that women suffer 

by the operation of sexuality, injustice, loneliness, child - bearing and 

bereavement. Like the radical feminist Shulasmith Firestone, Hardy believed 

that 'the basic class division as oppression in society is the sexual one' 

(quoted in Charvet :1982,124). Hardy insists on the biological fact of matemity 

that brings on tragical consequences to woman. Hardy expresses his view 

explicitly while describing Sue's companions at Manchester Norma! School: 

Half an hour later they all lay in their cubicles, their tender feminine faces upturned to 

the flaring gas-jets which at intervals stretched down the long dormitories, every face 

bearing the legend The Weaker' upon it, as the penalty of the sex wherein they were 

moulded, which by no possible exertion of their willing hearts and abilities could be 

made strong while the inexorable laws of nature remain what they are. They formed a 

pretty, suggestive, pathetic sight, of whose pathos and beauty they were themselves 

unconscious, and would not discover till, amid the storms and strains of after-years, 

with their Injustice, loneliness, child-bearing, and bereavement, their minds would 

revert to this experience as to something which had been allowed to slip past them 

insufficiently regarded (JO, 168). 

So, Sue apparently seems to be sexually frigid and without any sexual 

drive. She deliberately withholds her sexuality from her lovers. But Hardy did 

not present Sue as a sexless woman. Refuting the charges of sexual frigidity 

against her. Sue declares: "People say I must be cold - natured, sexless on 
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account of it. But I won't have it! Some of the most passionately erotic poets 

have been the most self - contained in their loves" (JO, 179). Sue feels with 

her emancipated consciousness that male sexuality denies women the right to 

control their own bodies and it imposes on women undesired motherhood In 

a letter to Edmund Gosse in 1895 Hardy defends Sue's sexuality : There is 

nothing perverted or depraved in Sue's nature. The abnormalism consists in 

disproportion not in inversion, her sexual instinct being healthy so far as it 

goes, but unusually weak and fastidious; her sensibilities remain painfully alert 

notwithstanding' (Collected Letters, 2:99). Rejecting D.H. Lawrences's thesis, 

Mary Jacobus says "Her experience as a woman which brings her from clarity 

to compromise, from compromise to collapse. . . because the burden has 

been too heavy and the bearer too frail" (Jacobus:1975,320-21). Defending 

Sue's sexuality, Rosemarie Morgan says : "It is not Sue who is sexually 

unresponsive but rather Jude whose fantasies about the sexless 'ennobled' 

Sue imprisons her latent passionate self and Jude who ultimately 

disempowers Sue by denying her a sexual reality" (Morgan : 1988, 138 - 39). 

As a pioneer of new relationship. Sue strongly abhors marriage 

ideology that denies women to control their own bodies. Sue's sexual frigidity 

and reticence in her relationship with Jude is shown in the novel. She thinks 

that conventional marriage contract is deeply entrenched in double - standard 

and oppression. Like 'New Women' she believes that she cannot sexually 

surrender to a man whom the institution of marriage has authorized to enjoy 

her sexually. Hardy voices his strong resentment against society's attempt to 

exploit women sexually through the ideologies of marriage. She constantly 

appeals to Phillotson to release her. 'Why can't we agree to free each other? 

We made a contract, and surely we can cancel it - not legally, of course, but 

we can morally, especially as no new interests, in the shape of children, have 

arisen to be looked after. Then we might be friends, and meet without pain to 

either"(JO, 266). Sue justifies her action quoting J.S. Mill: "She or he who lets 

the world or his own portion of it, choose his plan of life for him, has no need 

of any other faculty than the ape like imitation" (JO, 267) She challenges the 

'artificial system of things that compels her to continue relationship with 

Phillotson. She is aware of patriarchal structure of Victorian family. In this 
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family wife is assigned the role of house - keeping and tending children. She 

has no role in decision making and practically she is powerless in the 

management of family affair. Moreover, the new forces of industrialism 

invested all power with the male head of the family. Moreover, since her 

childhood Sue knows what patriarchy is. Practically she has been brought up 

without her father. As Rosemarie Morgan observes: "All we can infer from this 

is that if Sue fears her own sexuality this probably originated in her infancy in 

being taught to hate her mother and in identifying with the father who both 

hates the mother and rejects the mother's daughter" (Morgan: 1988, 128). 

Sue's bitter experience of male dominated family structure makes her 

apprehensive of punitive measure that the society may inflict on her. She is 

looked upon as an erring wife and 'the only course that can possibly be 

regarded as right and proper and honourable in him is to refuse it, and put her 

virtuously under lock and key' (JO, 275). Mr. Gillingham, a friend of Mr. 

Phillotson, expresses his apprehension of Phillotson and suggests that single 

parenthood may be preferable to traditional nuclear family. Phillotson says "I 

don't see why the women and the children should not be the unit without the 

man" (JO 277). 

Unlike other Hardy's novels this novel exposes the state apparatuses 

come to supress the individual liberty that goes against the conventional 

values of the society. The anti - establishment feelings of Sue face miseries. 

"The school Managing Committee requested him to tender resignation on 

account of his scandalous conduct in giving his wife liberty, or, as they called 

it, condoning her adultery. The Managing Committee thought that the "private 

eccentricities of a teacher came quite within their sphere of control as it 

touched the morals of those he taught Phillotson replied that he did not see 

how an act of natural charity could injure morals"(JO, 295-96). Hardy narrates 

how a scuffle breaks out for Phillotson's liberal attitude to Sue. The persons 

who took part in the scuffle comprises: 
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a curious and interesting group of itinerants who frequented the numerous fairs and 

markets held up and down Wessex during the summer and autumn months. Although 

Phillotson had never spoken to one of these gentlemen they now nobly led the forlorn 

hope in his hope . . . . This generous phalanx of supporters, and few others of 

independent judgement, whose own domestic experiences had been not without 

vicissitude, came up and warmly shook hands with Phillotson; after which they 

expressed their thoughts so strongly to the meeting that the issue was joined, the 

result being a general scuffle (JO,296). 

Hardy is critical of marriage throughout the novel. His cynical mood 

about matrimony is evident in his representation of the way in which marriage 

and divorce occurs in the novel. Hardy shows how marriage cannot be 

dissolved even when it turns oppressive. Even the state apparatuses come 

fon/vard in perpetuating the oppression of women. In the 'Shaston' section of 

the novel, Hardy stresses the natural marriage as opposed to the artificial 

marriage. Here we find both Sue and Jude are freed from their respective 

partners. Though Mr. Phillotson is shown with some liberal outlook on 

matrimony, at the end of the novel he reverts to his old patriarchal outlook on 

matrimony. Even we find Jude who is apparently free from conventional 

notion of man - woman relationship cannot free himself from the codes of 

masculinity. His ways of thinking, his ways of behaviour manifest his 

patriarchal ideology at every moment. He needs Sue to fulfil his dream. Even 

before he sees Sue she appears before him as a halo of inspiration. To him 

Sue is nothing but a means of. self - fulfillment. Actually his coming to 

Christminster is prompted by Sue's presence there. Jude with his masculine 

ideology wants to possess Sue like his property. We find Sue's desire to 

maintain her celibate condition suppressed under Jude's paramount 

masculine desire. As Elizabeth Langland observes: 

Jude's determination to fulfill a "man's" obligations to Arabella exerts a sexual 

coercion on Sue, who precipitously agrees to sleep with Jude to erase Arabella's 

claims on him. When Sue capitulates, Jude transfers to his sexual allegiance and 

chivalric code. Arabella is no longer "a woman' but her clever self "You haven't the 

least idea how Arabella is able to shift for herself. {5. 2. 322) The sexual possession 

of Sue marks a crux in the novel and in Jude's self - construction. It permits him to 
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define his male "nature" as one given to sensual indulgence - wine, women and 

blasphemy" {Langland in HIgonnet, 1993, 41). 

On Jude's insistence to solemnize their marriage conventionally, Sue 

expresses her deep cynicism about marriage contract. She emphatically tells 

Jude : "I think I should begin to be afraid of you Jude, the moment you had 

contracted to cherish me under a Government stamp and I was licensed to be 

loved on the premises by you - ugh, how horrible and sordid" (JO, 308). She 

is afraid because Jude wanted her to be a conventional wife. Sue thinks that 

'women in genera! dislike marriage but majority of women are forced to accept 

marriage on the ground of economic consideration. She conveys to Jude "but 

I think I would much rather go on living as always as lovers, as we are living 

now" (JO, 307). Sue predicts, "If the marriage ceremony consisted in an oath 

and signed contract between the parties to cease loving from that day 

forward, in consideration of personal possession being given and to avoid 

each other's society as possible in public, there would be more loving couples 

than there are now" (JO, 308). To Jude Sue's deep aversion to marriage is 

incomprehensible. He misinterprets Sue's radical vision of man - woman 

relationship. He thinks that Sue is sexless and "a phantasmal bodiless 

creature, one who . . . has so little animal passion" (JO, 308-09).Sue's attempt 

at finding a radical alternative receives a serious blow when she surrenders to 

Jude's sexuality. She thus makes herself financially dependent on him. 

Emotionally blackmailed by Jude, Sue ultimately confesses to him: "I am not a 

cold - natured, sexless creature, am I, for keeping you at such a distance? I 

am sure you don't think sol Wait and see! I do belong to you, don't I? I give 

in!" (JO, 317). Sue's sexual surrender to Jude has aptly observed by Mary 

Jacobus: 

The blend of pleasure and regret which we feel in her defeat is beautifully caught in 

the kisses she exchanges with Jude the following day - kisses, Hardy tells us, 

returned by Sue in a way she had never done before. "Times had decidedly changed. 

The little bird is caught at last! she said, a sadness showing in her smile. "(P. 322) 

Jude's reply ("No - only nested) consoles both her and us; but this time our sympathy 

is with her (Jacobus; 1975, 315). 
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Jude's sexual ambiguity in respect of Sue is exposed by Hardy. We 

find in the 'At Aldbrickham and Elsewhere' section of the novel two re -

marriages: one is between Sue and Jude and the other Arabella - Cartlett 

marriage. Unlike Sue, Arabella firmly refuses to yield to the codes of 

conventional marriage. She openly flouts the prescribed roles of idealized 

womanhood. Hardy has shown her in different roles in the novel. Arabella's 

vibrant sexuality is shown in contrast to Sue's sexual repression. Rejecting 

the tragical consequences of sexuality, Arabella dominates the patriarchal 

society. Disregarding the codes of marriage she rejects one life partner after 

another. She even rejects the burden of motherhood. Hardy ironically 

supports her virile role and at last she triumphs over the oppressive 

masculinlst society. But in case of Sue we find she declines from her radical 

image to a self - despising, guilt - ridden traditional womanhood. Sue is 

destroyed by her sexuality. Her radical thinking on marriage ends in her 

physical submission to Phillotson. On Jude's Insistence Sue agrees to 

solemnize their marriage in Superintendent Registrar Office. The narrator 

informs. 

As she read the four square undertaking, never before seen by her, into which her 

own and Jude's names were inserted, and by which that very volatile essence, their 

love for each other, was supposed to be made permanent, her face seemed to grow 

pain fully apprehensive. 'Names and Surnames of the Parties'-(they were to be 

parties now, not lovers, she thought,) *Condition'-(a horrid idea)-Rank or Occupation'-

Age'-Dwelling at'. . .District and County in which the Parties respectively dwell 

(JO,334). 

The four - squared undertaking' resonates with the sense of bonded 

relationship. Sue finds to her horror that the official jargon emphasises power 

- structured relations between man and woman. Sue cynically observes: "It 

spoils the sentiment, doesn't it! . . . It seems making a more sordid business 

of it even than signing the contract in the vestry" (Ibid). To heighten the 

satirical aspect of the Institution of marriage Hardy describes marriage 

between a soldier and a woman: 
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The soldier was sullen and reluctant: the bride sad and timid; she was soon, 

obviously to become a mother, and she had a black eye. Their little business was 

soon done, and twain and their friends struggled out, one of the witnesses saying 

casually to Jude and Sue in passing as if he had known them before: 'See the couple 

just come in? Ha, ha! That fellow is just out of gaol this morning. She met him at the 

gaol gates, and brought him straight here. She is paying for everything (JO, 338). 

Hardy exposes the terrible aspect of church marriage. The religious 

codes reinforces the sub - ordination of women" The scene at the church did 

not encourage Sue and Jude for matrimonial union. Coming to a church Sue 

could see the flowers tremble in the bride's hand, even at the distance, and 

could hear her mechanical murmur of words whose meaning her brain 

seemed to gather not at all under the pressure of her self -

consciousness"(JO, 340). To Sue there are no basic differences between a 

secular office and a religious institution. Both these institutions neglect the 

basic human instinct-love. Under the surface of religious rites or Govt. Stamp, 

conjugal love Is distorted. She thinks they "are a little before hand, that's all" 

(JO, 341). Coming out of church she tells Jude, "We are a weak, tremulous 

pair, Jude, and what others may feel confident in I feel doubts of - my being 

proof against the sordid conditions of a business contract again!" (JO,340). 

Hardy narrates Sue's feelings of oppression in religious and secular marriage 

offices. Moreover, we find social conventions force her to renounce her 

identity as a woman Gradually Sue finds that her concept of marriage is too 

advanced to be accepted by the traditional society. The society brings on Sue 

and Jude alienation and poverty. As Penny Boumeiha observes, 

Their own relationship,however they perceive as refined and singled out, its sexuality 

as merely the symbol of its spitituality. But, in the course of the novel, they are forced 

to recognize that their relationship is not transcendant of time, place and material 

circumstances, as they have tried to make it; their Romantic delusions give way 

leavingJude cynical,but in Sue's case it leading on into the ideology of legalised and 

sacramental marriage that her experiences have led her to respect ( Boumeiha: 1982, 

149-50). 

Sue augments family income by selling Christminster cakes. The 

society at Aldbrickham begin to shun them as if they have committed a crime. 
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Jude is denied any architectural job. As the narrator informs,"Sue who had 

previously been called Mrs. Bridehead, now openly adopted the name of Mrs. 

Fawley. Her dull, cowed, and listless manner for days seemed to substantiate 

all this" (JO, 354-55). Hardy sadly notes the breaking down of Sue's radical 

spirit by the conventional forces of the society. Jude and Sue's open and 

mutual affection for each other raises suspicion in the minds of the 

conventional people about their legal position. To focus on their 'mutual 

understanding' and 'return to Greek Joyousness" Hardy shows Sue and Jude 

at the Great Wessex Agricultural Show. Here Hardy contrasts 'the average 

husband and wife with Sue and Jude who have not legally solemnized their 

marriage. Filled with joy and wonder they visit one tent after another. Hardy 

informs: "In the mean time the more exceptional couple and the boy lingered 

in the pavilion of flowers - an enchanted palace to their appreciative taste -

Sue's usually pale cheeks reflecting the pink of the tinted roses at which she 

gazed. For the gay sights, the air, the music, and the excitement of a day's 

outing with Jude, had quickened her blood and her eyes sparkle with 

vivacity"(JO,352 ). Hardy captures a rare moment of Sue's sexual arousal. 

Here Sue is "a pagan" and "natural" as she remains outside the morality of 

Christian civilization. Her rejection of Christian spirit in favour of 'Greek 

Joyousness' brings her close to Arabella. But Jude's idealized vision of Sue 

never regards her as a woman of flesh and blood reality. Even on the day of 

her sharing bed with Jude she is idolized : "All that's best and noblest in me 

loves you and your freedom from everything that's gross has elevated me, 

and enabled me to do what f should never have dreamt myself capable 

of'(JO, 316). This spiritualized image of Sue forces her for sexual repression. 

In fact Sue and Arabella present Jude's contradictory perception of 

women. Hardy through Jude criticises Victorian conceptual biturcation of 

woman - Madonna and Whore. One fit for love and the other for sex. Arabella 

is described by Hardy as a female with sexual vitality. He says: "She . . . was 

a fine dark eyed girl, not exactly handsome, but capable of passing as such at 

a little distance, despite some coarseness of skin and fibre. She had a round 

and prominent bosom, full lips, perfect teeth, and the rich complexion of 

Cochin hen's egg" (JO, 42). As D. H. Lawrence finds "Arabella the female in 
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her, reckless and unconstrained was strong enough to draw [Jude] after her, 

as her male, right to the end. Which other woman could have done this? At 

least let acknowledgment be made to her great female force of character' 

(Lawrence in Steele: 1985, 106). Surging sexual vigorousness of Arabella 

initiates Jude into sexual experience. Arabella's daring sexuality is exposed 

by Hardy when Jude walking along suddenly feels "something smacks him 

sharply in the ear" (JO. 41). On examining the substance Jude finds it is "a 

piece of flesh, the characteristic part of a barrow - pig" (JO, 41). Jude 

perceives in Arabella "The unvoiced call of a woman to man, which was 

uttered very distinctly by Arabella's personality" (JO, 44). Jude 'was lost to all 

conditions of things in the advent of a fresh and wild pleasure, that of having 

found a new channel for emotional interest" (JO, 46). When Arabella returns 

from Australia we find Jude's attraction for Arabella remains unchanged. For 

the second time Arabella meets Sue and Jude at the Great Wessex 

Agricultural Fair. She contemplates to win back Jude again. "He's more mine 

than hers!" She burst out. "What right she has to him, I should like to know! I'd 

take him from her if I could!" (JO, 376). At the end of the novel we find 

Araballa wins back Jude to her. Sexual vitality that characterizes Arabella's 

personality is markedly absent in Sue. Flouting all the norms of deceney, she 

challenges the patriarchal construction of femininity. She Is not a docile, 

submissive woman circumscribed by the roles of domestic duties. Her self -

delighting and self - fulfilling sexuality approximates her to Hardy's strong 

women. She uses her sexuality to get liberation from the male - dominated 

society and in case of Sue sexuality brings her tragic consequences. 

Sue had two children and is expecting one again. Moreover, the arrival 

of Arabella's son Father Time burdens Sue with the additional duties and 

responsibilities of a mother. Sue's victimisation is far more tragic than Jude 

because of her biological constitution. Weeping biiterly he tells Sue:" No room 

for us, and father a-forced to go away, and we turned out tomorrow; and yet 

you be going to have another of us soon!...' Tis done o' purposel-'it's-it's!" (JO 

399) Sue cannot explain to Little Father Time her failure to check repeated 

pregnancies .As Richard Dellamora observes: 
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... the emotional, physical and economic strains brought on by the repeated onset of 

pregnancy for Sue underscore ways in which bodily processes undermine her well-

being.Her inability to control the most intimate bodily functions provides ample 

impetus for the body hatred that she exhibits iate in the novel. Moreover, her cruel 

predicament makes male desire yet more problematic since it is synonymous for her 

with the experience of powerlessness' (Dellamora in Boumeiha :2000,160). 

Father Time identifying himself with'the universal wish 'not to live' and 

recognising the fact that they are the source of all their parents problems, 

takes upon himself to 'free' them from the constraints of parenthood : 'Done 

because we are too many'(JO, 401). 

The suicide of children brought for Sue her physical and mental 

breakdown. The conventional values triumph over her radical perceptions. As 

Penny Boumeiha observes ; "Sue's breakdown is not the sign of some gender 

determined constitutional weakness of mind, or will, but a result of the fact 

that certain social forces press harder on women in sexual and marital 

relationship largely by virtue of the implication of their sexuality in child 

bearing" (Boumeiha, 1982). Hardy demonstrates that marriage brings only 

pain and anxiety to women. Sue's rebellious spirit is broken by the pressure of 

social convention and motherhood. As Kristin Brady observes: 

In the scenes in which Sue is portrayed as a mother, her relationship with Jude 

seems without serious tension, and the two of them continually address each other in 

terms that suggest sexual closeness. Biological motherhood, it seems, has at least 

partially repressed the New Woman in Sue, imposing on her the conventional role of 

the wife whose body and desire belong to her husband. She appears to exemplify the 

fact that in the nineteenth century, as Mary Poovey observed 'Women's definitive 

character' was her 'maternal instinct '(Brady in Higonnet, 1999; 99). 

Sue's gradual regression to orthodox Christianity has been keenly 

observed by Hardy. Sue surrenders to 'the grossest form of subjection', 

saying "We should mortify flesh - the terrible flesh - the curse of Adam!" (JO 

416) She thinks that the death of her children is a divine punishment for 

breaking the sacred vows of marriage with Phillotson. Sue internalizes 

religious punishment. She sees now that 'self - abnegation is the higher road" 
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(JO,412). She declares: "I wish my every fearless word and thought could be 

rooted out of my history, self - renunciation - that's everything!" (JO, 413). 

Sue's struggle against the religious and social codes proves an utter failure. 

MaryJacobus says: The birdlike, white - clothed figure at the Great Wessex 

Agricultural Show becomes a heap of black garments sobbing and abasing 

herself beneath the cross in the Church of St. Silas of Ceremonies. Arnold's 

Christminister, for all its sweetness and light, gives Jude only his bitter sense 

of exclusion: Newman's Christminster - its Victorian complement - gives Sue 

her sense of guilt' (Jacobus, 1975, 320). Sue thinks that Phillotson is his legal 

husband and their bond is divine, indivisible she emphatically declares: "But I 

have made up my mind that I am not your wife! 1 belong to him - I 

sacramentally joined myself to him for life. Nothing can alter it" (JO, 419). 

Jude reacts to her mental volte face with anger and cynicism. Sue asserts: "I 

see marriage differently now. My babies have been taken from me to show 

me this" (JO, 418 - 19). Hardy exposes that conventional religion reinforces 

the Victorian ideology of marriage. Jude tells Sue: "But surely we are man and 

wife, if ever two people were in this world? Nature's own marriage it is, 

unquestionably!" (JO, 419-20). Her final regression takes a religious mode 

when she declares: "But not Heavens. And this was made for me there, and 

ratified eternally in the church at Melchester" (JO, 420). Sue is transformed 

into an enigma. Jude accuses Sue for her submission to the institution of 

marriage. His accusation raises question about the nature of woman: "What 1 

can't understand in you is your extraordinary blindness to your own logic. Is it 

peculiar to you or is it common to woman? is a woman a thinking unit at all or 

a fraction always wanting its integer?" (JO, 420). Rosemarie Morgan notes: 

"Step by step, she regresses to total dependence upon Phillotson, the 

'punitive' father figure, to beg forgiveness, punishment, pity"(Morgan: 1988 , 

131).We find Phillotson's progressive ideas on single parenthood do not last. 

When Sue returns to him he says: "their half - marriage should be completed." 

Phillotson drops his liberal ideas. Earlier Hardy demonstrates Sue's rending of 

night - gown and burning it. She thinks that her night - gown 'Is adulterous! It 

signifies what I don't feel! 1 bought it long ago - to please Jude. It must be 

destroyed" (JO, 437). Through a small visual detail Hardy narrates Sue's 

suffering on the morning of her re - marriage with Phillotson: "She had never 
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in her life looked so much like the lily her name connoted as she did in that 

pallid morning light. Chastened, world - weary, remorseful the strain on her 

nerves had preyed upon her flesh and bones, and she appeared smaller in 

outline than she had formerly done, though Sue had not been a large woman 

in her days of rudest health" (JO, 441). Being defeated by the patriarchal 

codes Sue is broken in mind and spirit. The image of Sue screwing herself up 

to a point of utter suppression in order to have sex with Phillotson is very 

touching. Sue says: "It is my duty ol 1 will drink my cup to the dregs" (JO 473) 

.Phillotson prepares to lift her into his bedroom. Hardy informs "He led her 

through the doorway, and lifting her body kissed her. A quick look of aversion 

passed over her face, but clenching her teeth she uttered no cry" (JO,476-77). 

Through Mrs. Edlin a deep cynicism about Sue's second marriage is voiced 

by Hardy: "Ah I Poor soul Wedding be funeral 'a b'lieve nowadays"! (JO, 477) 

Mary Jacobus notes: "Sex with love has brought only the death of her 

children; sex without love now brings the death of her deepest self'(Jacobus: 

1975, 5 ) . Even Jude's passionate appeal to return to him can not move her. 

Jude says we are acting by the letter; and "the letter killeth I" (JO, 465). Sally 

Ledger observes : "the legalities of marriage almost literally kill Jude, who 

ceases to preserve himself from 111 - health after Sue's re - marriage; and 

Sue's defilement, her miserable life with Phillotson as 'a staid worn woman' 

(P. 490) constitutes a spiritual, moral and sexual death" (Ledger: 1997, 187). 

Hardy informs that Sue is still passionately in love with Jude. But she 

suppresses her natural feeling for him. Seeing Jude her love comes gushing 

out: "Kiss me, o kiss me lots of times, and 1 am not a coward and a 

contemptible humbug . . . I must tell you - O I must - my darling love! It has 

been - only a church marriage - an apparent marriage 1 mean!' (J0477). 

Aftenwards she confesses to widow Edlin : "I find 1 still love him - O, grossly' 

(J0472, ) To quote T. R. Wright : "Sue's horrifying transformation of sexual 

relations with her husband into a form of penance, shuddering and clenching 

her teeth as she does her duty(415-17). Underlines the failure of her 

attempted rebelllon"(Wright: 1989,130 ).After thedeath of Jude, widow Edlin 

Informs Arabella about Sue: "Tired and miserable poor heart. Years and years 

older than when you saw her last Quite a staid worn woman now. Tis the 
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man;she can't stomach un, even now" I (JO, 489) Arabella tells Mrs. Ediin : 

"She's never found peace since she left his arms and never will again till she's 

as he is now"(JO, 494) 

Throughout the novel Hardy narrates tragic failure of an intellectual, 

emancipated woman to find a radical alternative to man - woman 

relationships. The Victorian code of marriage and sexuality destroys the spirit 

of Sue. Her gradual regression from 'challenging articulacy to docile 

conformity' has been focused by Hardy. Sue remains trapped by the Victorian 

ideology of marriage as well as by her womanliness. . Social conventions 

impose on Sue certain codes that bring on submission to conventionality. This 

conflict between society and individual is the basic theme of all Hardy's 

novels. As Anne Z. Mickelson observes: 

Society completely triumphs over nature in the book and the triumph of society for 

Hardy leads to the throttling of man / woman's natural instincts; the view of sex as 

shameful, of yielding to one's 'bestial nature: the concept of marriage as made In 

heaven and divorce a sin; the conviction that woman must be 'housed' (JO, 406) and 

kept under man's domination to keep her from getting Into mischief (Mickelson:1976 

124). 

Hardy presents Sue Bridehead under the influence of the' New 

Woman' novels of the 1890s and the contemporary feminist movement. Jane 

Thomas informs, 'Like the radical feminists he believed that the Liberation of 

Women would create a revolution in the patriarchal social structure and would 

dissolve the hitherto rigidly demarcated gender boundaries and undo the work 

of centuries of natural selection' (Jane Thomas, 1999,132).Hardy explores the 

issues of sexuality, marriage and free love that poses a challenge to the 

freedom of women. Hardy believes that a new sexual morality is needed in 

the society to give more power to women. He voices radical feminist's 

demands for abolition of marriage in its current institutionalized form. Sue 

rejects conventional values of religion that gives more importance to 

conventionality than to real love. For this rebellious perceptions Sue emerges 

towards a new identity in the context of contemporary 'Women Question'. 

However, Sue's radical ideas on gender relationship are too advanced for her 
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age and she is brought to conformity. 'Despite her tragic defeat to the altar of 

conventionality, her efforts remain successful in initiating the process of re -

structuring man - w/oman relationship. Sue provides to the feminists 'a 

personification of their Ideal' (Fernando, 142) She may be considered a 

pioneer of the radical feminists of the 1920s. Sue is no doubt a major step 

fon/vard In the feminist movement. 
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Conclusion 

Women were given dominant roles in Hardy' novels, and Hardy could 

successfully show them in their predicament, resistance and intervention 

against the backdrops of an orthodox Victorian society. In his novels Hardy 

voiced his deep anger and dissatisfaction against the social, moral, 

psychological, economic and legal codes that were highly discriminatory. As 

against their traditional role, women were shown engaged in struggle against 

the sexist society to articulate their own feelings, hopes and aspirations. 

Hardy found to his dismay that the male world rigorously suppressed the 

efforts of women to define themselves as fndividuaf in the society. Hardy 

believed that prolonged subordination of women was the cause of the 

distortion of their nature. Women characters in his novels were trapped by the 

double standard of the society. Their fate, as it were, was predetermined by 

the very fact of their being women. In the Victorian society relation between 

the sexes were governed by a fundamental principle of subordination. The 

society with its double-standard punished any woman who breached social 

codes but it exonerated men from their grievous offences. Women within their 

circumscribed world were not allowed to share power and dignity with their 

male counterparts. They were hardly aware of the potentialities in them. The 

scopes for employment of women in the society were very limited. Only two 

ways were open to them - to take to the role of a submissive wife or to choose 

most insignificant job of a field labour or a worker. Hardy noted that the rigid 

notion about the role and position of women in the society was responsible for 

the retarded development of the suffragist movement. He believed that real 

freedom of women was possible only when the unjust patriarchal society 

could be overthrown and women were granted social, economic and 

biological equality. To do this he thought that artistic inspiration was 

necessary to demolish the foundation of the partiarchal society. Hardy along 

with other major novelists of the period, e.g., Meredith and Gissing advocated 

the emancipation of women from their stereotypical roles in the society. 



198 

As Carl Pearson and Catherine Pope have it, Women characters in the 

contemporary society were caught in double-bind. If they did not conform to 

the conventional notion of the society they were termed "imperfect" woman' 

(Pope and Pearson: 1981, 24). Hardy with his preference for "imperfect 

woman", presented women characters in his novels with their human 

weaknesses.They did fail to satisfy the conventional standards of femininity. 

Breaking away from the stereotypical Image they experienced a new 

sensation of pleasure in their physical and sexual selves' ^Pope. and Pearson 

:1981.14). Hardy noted that the politics of representation of women in 

literature and art perpetuated the exploitation of women in the society. He was 

concerned about denial of sexual reality to women. He challenged the sexual 

ideology of his time by representing women characters whose unconventional 

behaviour shook the foundation of the society. His women characters with 

their vibrant sexuality, strong headedness, and unconventional role found 

themselves the objects of hostility and bitter criticism from groups of critics 

who feared that these subversive women posed a threat to the conventioal 

society. 

For presenting the so-called "less than perfect womanhood" (Morgan, 

1988) even a charge of misogyny was brought against him. But Hardy 

remained committed tohis conviction about the "woman question". As Shanta 

Dutta observes: "Hardy's fictional women had drawn most of the critical 

attention and ire, and Hardy had to keep insisting that 'no satire on sex is 

intended in any case by the imperfection of my heroines' (1874) and nearly 

two decades later he had still to lament that many of his novels had suffered 

so much from misrepresentation' as being attacks on womankind' 

(1891)(Dutta:2000,204). However, Hardy was bold enough to present 

subversive women who did not conform to Victorian ideals. They challenged 

the monopoly of the male dominated society. 

Cytherea, Elfride, Bathsheba, Ethelberta, Eustacia, Tess et ai struggle 

to find womanly fulfillment in the male world. Cytherea and Elfride, Hardy's 

eariier heroines moved away from their conventional images and questioned 

the identity and position accorded to women in the patriarchal society. 
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Bathsheba one of 'Hardy's most sexually passionate heroines' (Morgan, 1988) 

challenged the monopoly of the male-dominated corn-market and assumed 

the role of a farm manager. Bathsheba with her explicit sexuality demanded 

equal response from male sexuality. However, Bathsheba's eroticism went 

unnoticed by the contemporary critics. Rather they criticised Hardy bitterly for 

incorporating the scene of the dead Fanny with her still -born child. Ethelberta, 

Hardy's eponymous heroine of the book had recourse to subterfuges and 

stratagems to get recognition in the male dominated literary world. By the 

standard of conventional femininity Ethelberta failed to attain the ideal 

womanly position as she took to the so-called masculine role of a story-teller 

and published her verses in a book form. This encroachment of her in the 

exclusive male bastion forced her to get the stigma of an "improper woman". 

Eustacia's circumscribed existence in Egdon heath frustrated her womanly 

aspirations. Hardy articulated the anger and despair of an intelligent, 

resourceful and beautiful woman .But her free and frank sexuality was 

misinterpreted by the society. 

In an unsigned review in the Saturday Review a reviewer observed this 

about Eustacia: 'Even the style of Eustacia's beauty is so vaguely and 

transcendentally described that it neither wins our heart nor takes our fancy. 

For the rest she is a wayward and impulsive woman, essentially 

commonplace in her feelings and wishes who compromises herself by vulgar 

indiscretions' (Cox:1970, 54). But Hardy imparted a tragic dignity to her heroic 

struggle. Victorian ideology dictated that a woman who wanted to fulfill her 

desires must accept death or compromise. To Eustacia death was preferable 

to compromise. 

Hardy who had never professed to be a feminist may be found to be 

conscious of the new form of agrarian economy and capitalism that degraded 

women to the status of a commodity. His presentation of women characters in 

The Mayor of Casterbridqe gives evidence to the implicit support that he 

extended towards the feminist movement to improve the condition of women. 

Henchard, who personifies Victorian patriarchal values, ultimately surrenders 

to eternal female values of love, care and affection. Hardy's women 
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characters in his later novels are perhaps more radical in their subversion of 

Victorian values. Hardy showed how social ideology of marriage were 

extremely oppressive to women. Hardy's sympathy for exploited and 

marginalized women is evidenced inhis portrayal of such characters in his 

novels. The institution of marriage was a kind of trap for women. Through 

conventional marriage a woman lost her autonomy and identity. Bathsheba, 

Eustacia, Ethelberta, Grace, Tess and finally Sue are trapped by the 

conventional marriage. They failed to come out of the ideology of marriage 

and were lost in oblivion. 

Grace Melbury became a vehicle of her father's upper- class mobility. 

She was looked upon by her family members as a 'commodity' and not as a 

human being. Hardy castigates the Divorce Laws that did not allow Grace her 

cherished freedom from her licentious husband. Marriage in Hardy's novels 

hardly provided any happiness to man and woman. Hardy narrated the tale of 

victimisation of an innocent woman by the double- standard of sexual morality 

of the Victorian society. When Tess and Angel united through marriage the 

spurious standard of sexual morality came in their way of happy union. Tess 

became vengeful against the society. She avenged her sexual degradation at 

the cost of her life. Hardy invited the wrath of conventional critics for 

presenting a radical woman in Tess. In his Preface to 1891 edition of Tess of 

the D'urbervilles he claimed that the novel 'is an attack to give artistic form to 

a true sequence of things ... If an offence comes out of the truth, better is It 

that the offence comes than the truth be concealed' (Preface to Tess of the 

D'urbervilles. 1891,VI). Tess did not accept death like the conventional 

heroines. She faced boldly the executioner after avenging her sexual 

degradation. Hardy's hostility to the institution of marriage found a culmination 

in Jude the Obscure. To Hardy a bad marriage was one of the direst things on 

earth, and one of the cruellest things' (CL, 2:98). Sue questioned the legal 

marriage and felt that her relationship with Jude pioneered a new relationship 

which was certainly taking its roots Sue's radical attempt at re-restructing 

man-woman relationship had failed miserably. The timefor it proved to be yet 

immature. 
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Hardy's women characters evinced a distinct evolutionary growth. 

Women in his earlier novels showed their conformation to the rigid ideological 

demands of the time. It is due to the fact that Hardy as a rising novelist did not 

yet dare to present subversive women in his novels. At this stage he did not 

wish to offend the orthodox tastes of the conventional Victorian critics and 

readers. But Hardy had already in mind the existence of oppression and 

exploitation of women in the society. Though Hardy's representation of 

women in his earlier novels were conventional, he however never failed to 

project the victimisation of women. Hardy's earlier heroines lacked the 

courage to come in confrontation with the social codes. But in spite of their 

traditional images.Cytherea, Elfride and Fancy Day did sometimes show the 

traits of emergent womanhood. The women characters of Hardy's middle 

career moved a stepforward in the direction of advanced womanhood. They 

were endowed by Hardy with the potentialities of breaking through the bonds 

which chained them to traditional customs. Eustacia, Ethelberta and 

Bathsheba fought against the discriminatory social ideologies. The women of 

Hardy's later novels moved another step towards liberation. They were 

presented by the author with the potentialities of overthrowing the patriarchy. 

They were fully conscious of their position as women in the society. As 

women they had to fight a number of socio-economic inequalities. They 

became victims of the double-standard of the divorce act, sexual morality and 

the inequities of the institution of marriage. They questioned motherhood and 

marriage ideology. 

Hardy was not a feminist in the political sense of the term but he 

indirectly contributed to the issues of 'Women emancipation'by presenting 

unconventional women in his novels. Although they were defeated by the 

orthodox morality of the society, it was only for the time being. Their clash with 

the society did not go in vain. They initiated the process of ending the ills of 

the patriarchal society. 

Hardy criticim at presant has undergone a revolutionary change with 

the advent of post- structuralist, psychoanalytic, feminist and materialist 

theories. The theories have dismantled. The traditional humanist criticism. 
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Lacan, Derrida, Foucault,Julia Kristeva, Helen Cixous among others have 

been exploited in the recent approaches to Hardy criticism. Lacan's 

psychoanalytic theories have enabled to focus new light on erotic desire in 

man and woman while Psycho- linguistic theories of Kristeva and Cixous, 

have added a new dimension to recent feminist criticism . Critics like 

Dellamora have explored issues of masculinity in Hardy's novels. This new 

focus on masculinity has given a new In dimension to gender criticism. Recent 

development in gender criticism has led to more sophisticaion in the treatment 

of masculinity and femininity. Especially current studies on masculinity have 

created possibilities for analysis of the issues of lesbianism that demands a 

serious attention. Peter Widdowson says that 'frequent representation of 

his [Hardy] fiction on film and television poses serious challenge to Hardy 

criticism' and the relation between the written text and its visual reproduction 

has clearly raised issues response and intepretation that would claim further 

reckoning" (ibid).However it is impossible to predict the future course of 

Hardy criticism. But it can be easily said that Hardy's work will continue to 

inspire the future critics and their use of ever inventive critical tools. 
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