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GENERAL EDITOR’S PREFACE

THE first concern in The World’s Classics editions of
Hardy’s works has been with the texts. Individual editors have
compared every version of the novel or stories that Hardy
might have revised, and have noted variant readings in words,
punctuation and styling in each of these substantive texts; they
have thus been able to exclude much that their cxpcrxcnce
suggests that Hardy did not intend. In some cases this is the
first time that the novel has appeared in a critical edition
purged of errors and oversights; where possible Hardy’s
manuscript punctuation is used, rather than what his
compositors thought he should have written.

Some account of the ‘editor’s discoveries will be found in
the Note on the Text in each volume, while the most
interesting revisions their work has revealed are included as
an clement of the Explanatory Notes. In some cases a
Clarendon Press edition of the novel provides a wealth of
further material for the reader interested in the way Hardy’s
writing developed from manuscript to final collected edition.

I should like to thank Shu'lcy Tinkler for her help in drawing
the maps that accompany cach valume.

~ SIMON GATRELL
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INTRODUCTION

AFTER the crude irony of the first printed title, Ths
Simpletons, its lurid replacement Hearts Insurgent, and the weakly
descriptive suggestion The Recalcitrants, Jude the Obscure seems
satisfactorily precise and untheatrical. But its asymmetry has
the effect of over-emphasizing the male protagonist; and the
apparent protest at his fate has drawn attention to the parallels
with Hardy’s own life. Editors have felt documentation of the
autobiographical element was essential: Jude as Hardy, Sue
as Mary Hardy-Emma Gifford-Florence Henniker all in one,
and many details to be spelled out, even if they do not include
a fictitious son by his cousin Tryphena to represent Little
Father Time. This evidence is produced partly to refute
Hardy’s typically devious denial that there is ‘a scrap of
personal detail in it’.! ’

But Hardy’s obfuscations are often oblique truths and
perhaps he was right tp throw the critic off that particular
scent. In relation to the novel such information is trivial; it
tells the biographer nothing he does not know already and
critically it is a distraction. It diverts attention from the
profounder sense in which Jude relates to its own time by
engaging with three major forces in late Victorian society.
These are the middle-class stranglehold on access to the most
prestigious university education and on _its content; the
awareness of women that the self-estimates and roles forced
on them by a patriarchal society were not the only possible
ones; and the unresolved tension evoked by an’ established
Christianity which for many had lost rational justification, but
which was still socially and imaginatively powerful.

Such a schema is crudely sociological and reductive,
whereas the novel itself struggles to express essentially hostile |
attitudes to these forces, which reach the reader as the *series
of seemings’ that Hardy refers to in his original Preface. Only
the surface symmetry of the story matches the simplicity of

! F. E. Hardy, The Later Yaars of Thomas Hardy (London, 1930), p. 196.
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xv1 INTRODUCTION

the schematized outline: Jude’s hopeful and despairing visits
to Christminster; Jude and Sue both unsuxtably married,
divorced, and captured in the same marriage trap again; the
contrast of ‘flesh and spirit’ represented by Arabella and Sue,
appealing to the two sides of Jude's nature; Arabella’s child
killing Sue’s children; Jude liberated by grief, Sue subjugated by
it. This symmetrical and stylized design runs through the details
of the work: in the double seduction by Arabella, the double
reference to Samson, Sue praying to Venus and Apollo, then
prostrate on the floor of the ‘ritual church’, St Silas, a black
heap contrasting with the white heap she made when she leapt
from Phillotson’s bedroom window. But the design is merely
a grid superimposed with a specious neatness on a-presentation
of turbulent contradictory views of the three subjects. The
epigraph to the whole novel, ‘The letter killeth’, would make
a better title, its meaning refracted by each of the three themes.
The incompleteness of the quotation is vital: in no part of the
story does ‘the spirit’ give life.

The account of failed academic hopes has, unlike the sexual
story, often been read simplistically, particularly when taken
as a reflection of Hardy’s own university hopes thwarted by
poverty and lack of influence. But the autobiography must
have been unexpectedly self-critical, since the narrator makes
clear from the start the delusory nature of the boy’s quest.
Visually it is uncertain whether at first he really sees
Christminster at all or merely the city ‘miraged in the peculiar
atmosphere’, 'hardly recognizable save by the eye of faith’.
And at his last view before going there he is not sure of
anything about the city except that it ‘had seemed to be
visible’. He fosters this visual sham on his first night in the
city, when passing ‘objects out of harmony with its general
expression’ he allows his eyes to ‘slip over them as if he did
not see them’. He imagines alleys ‘apparently never trodden
now by the foot of man’ whose ‘very existence seemed to be
forgotten’. The accounts he has of the place come from
unreliable and vague witnesses: the carter recounting a report,
the witch-like old woman.

Although as a child he recognizes (or thinks he does) a ‘city
of light’ where ‘the tree of knowledge grows’, and which is
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a ‘ship manned by scholarship and religion’, the object of
Jude’s adult ambition is oddly ambiguous. The learning which
he so painfully acquired and proudly lists until brought back
to earth by a slap from a pig’s penis is already at this stage
inextricable for him from religion or scholarship as a
profession, with salary attached. In the early stages the
narrator speaks of him as a ‘prospective D,D. Professor,
Bishop, or what not’, and fellowships were the entrance to
both scholarly and ecclesiastical preferment.? For Jude to
become an undergraduate and then a graduate is to
appropriate middle-class culture and status in one, a fact he
is startlingly aware of. This is why when he meets Arabella
he is exultantly listing his achievements in Classics and
Mathemetics, those requirements for access to the ‘liberal
education’ which Oxford defended vehemently for most of
the nineteenth century as superior to and subsuming
vocational subjects.® They open the professional gates to
Jude, or 50 he thinks: * ‘“These things are only a beginning
. . . I'l be D.D. before I have done! . . .*> And then he
continued to dream, and thought that he might even become
a bishop by leading a pure, energetic, wise, Christian life.
And what an example he would set! If his income were £5,000
a year, he would give away £4,500 in one form or another,
and live sumptuously (for him) on the remainder!’
Rejected by the colleges, he passes on to self-delusion, as
the narrator makes clear, when he talks to the curate,
Highbridge, about his failure, ‘dwelling with an unconscious
bias less on the intellectual and ambitious side of his dream,
and more upon the theological’: * ‘I don’t regret the collapse
of my university hopes one jot . . . I don’t care for social success
any more . . . | bitterly regret the Church, and the loss of my
chance of being her ordained minister.”’ * (My italics.)
Rather disconcertingly for the reader, the narrator, whose
sympathy with Jude has been acute so far, now berates him
for ‘mundane ambition masquerading in a surplice’ and
rebukes him for that social unrest, that desire for upward
mobility, which from the 1870s had been an explicit reason

2 A. ). Engel, From Clergyman to Don (Oxford, 1983), pp. 286-7.
© % 8. Marriott, A Baskssirs © & Degns (Leeds, 1981), pp. 67 ff.




xvin INTRODUCTION

for Oxford in particular holding back the spread of adult
education to the working class in order to protect ‘the over-
crowded professions’. The narrator’s volte-face sets the future
pattern. He may condemn Jude sometimes but elsewhere, for
instance in Jude’s speech to the crowd at Christminster, he will
support his attempt to ‘reshape’ his course and rise into
another class. The very title of the novel (in its final form) is a
protest not at Jude’s exclusion from the university nor at his
thwarted scholarship but at his social failure. The odd
emphasis thrown on the adjective by the archaic phrasing
suggests that, for some self-evident reason, he ought not to
have remained in the ‘obscurity’ of the working class. )

Not only this, but Sue continues to assert rather
melodramatically that Jude is one of the very men with a
passion for learning that ‘Christminster was intended for -
. . . But you are elbowed off the pavements by millionaires
sons.’ Long after his academic efforts have become nominal,
both of them cling to this idea. He even still hopes for
acceptance before they return to the city for the last time: ‘I
love the place—although I know how it hates all men like
me—the so-called Self-taught,—how it scorns our laboured
acquisitions. . . Perhaps it will soon wake up, and be generous
.. .”. 8o Jude is seen equally forcefully as being and as not
being the pure seeker after learning.

Despite his delusions about Christminster, both Jude and
the narrator are seized of the desirability of the learning that
the university offers, and even Sue speaks of some qualified
‘respect’ for the place ‘on the intellectual side’. What
Christminster offers manifests itself in the web of allusion and
quotation that enmeshes the novel: in the epigraphs, in the
Christminster voices, and everywhere in the text.

Comments on this material that spell out references have
overlooked its overriding importance as a cruel and varying
witness to its own alienation from the lives with which it is
interwoven. The very epigraphs relating to Sue and Jude,
those bland emblems (at first reading) of the action in each
section, dissolve before the reader’s eyes into something
different. Jude’s dealings with Arabella at Marygreen seem
aptly summarized by the quotation from Esdras: ‘Yea, many
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there be that have run out of their wits for women . . .’. But
the point of the original context of the passage is that, though
this may be true, truth is stronger than wine, the king, or
women—a passionate assertion forlornly unrelated to the story
of Jude’s life. The two quotations introducing the
Christminster section seem to capture the emergent optimism
of Jude now embarking on his academic course—‘Save his
own soul, he hath no star’—and the joy of his incipient love for
Sue—‘Nearness led to awareness . . . love grew with time’.
Both fragments are torn out of context: Swinburne’s eulogy on
self-reliance is woefully inapt for Jude; and Ovid is beginning
not a joyous love-affair but the tragic story of the doomed
lovers, Pyramus and Thisbe.

Even more cruelly irrelevant are the snatches from Sappho
and The Book of Esther. ‘There was no other girl, O
bridegroom, like her!’ fixes Jude’s growing delight in Sue at
Melchester; but what Sappho in context was promising the
bridegroom was that erotic joy, the gift of Aphrodite, that Sue,
for all her formal worship of the ‘goddess whose image she
buys, painfully fails to deliver. Similarly, her final collapse into
abject religiosity seems epitomized by the sentence describing
Esther: ‘And she humbled her body greatly, and all the places
of her joy she filled with her torn hair’. But in the original
account Esther’s penitence is part of a calculated plan which
triumphantly achieves the salvation of the Jews from
slaughter, while Sue’s brings nothing but suffering and death.
The epigraphs are mockeries of what they appear to be: not
formal and precise summaries linking neatly to each section
but statements in an ambiguous and hostile relationship to
the text.

Within the novel other allusions relate in the same oblique
way. The most extended attempt to annex Christminster
learning appears in the voices of the spectres-haunting the
city that Jude imagines on his first night there. The emptiness
of assumed appropriation is evidenced by the fact that many
of them are merely indirectly described and remain lifelessly
unevocative; those quoted are not named but periphrastically
alluded to also. The reader as well as Jude is assumed to be
an initiate who can supply the names: Peel as he makes a



