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INOWY IN TAOMAS HARDY'S
A PTY CPUSTED CUAMACTTTE®

Tho~es Iardvy's serlies of short stories "% Pew Crusted
Charecters”™ wag written and puhblished durine the vears 1887-

1294 that saw the pudlication of Tezs of The 4°'Trhervilies

and Jude the Obscura, Xt fe¢ a frarme-gstory that is alrost

universally ionored by critics and the ceneral reading pube
14c alike; howvever it is a fine exarnle of Mardy's mastery
of {ronie techriques, and it provides a notential index
for understanding his ironic ohilosophicel outlook,

turing this perio? of time Rardly also wrote three es-
says expressing his theories ahout writine. “The Profit-
ahle "eading of rletion," "Tandour in Enalleh Tiction,®
and@ "The Science o? Tiction,” the only eggays on style that
he evar wrote, express in expository forn the theories on
ironic ocutloo and irony in literary tachnique that are
drarati{zed in "2\ Pew Cruvsted Characters.® Indeed, the frame-
story reads, in many instances, az £ {¢ vere written to
clarify the ideas that are bhut haltingly formilated &in the
essavs,

In "A Pew Crustad Characters” Hardy covers many types

of irony--verbal, situational, and juxtaposition of



contrasting characterizations and scenes, e uses irony
to clarify his phllosonhical outlook, especially in his
choice of narrators in the individual tales. These nar-
rators see the varlous lavels of reality an4 cormunicate
them to the reaaler: the minister seez onlv the Lenevolent
rotives and acts which are compatible with his own system
cf values; the prankster sees the world of evaryday and
uses his vision of it to fool cthers; the ared groceress
seas tiwme, space, and humanity from a groat 3lstance ané
geems to receive her information throuoch a supernatural
agency. The groceress serves a two-Z0ld literary end
philosophic function: bscause she seems like fate and be-
cause she is passive and &isinterested, she furnishes a
valuable inalcht into Fardy's 1dea of the relative influ-
ence of fate in human affairs, In unferstanding hie ironic
philesophy, it is important to sea that sghe 1s not the ma-
lignant meddler that ¥ardy is usually credite? with hav-
ing created, FPurthermore, since Fardy has placed the frame's
own narrator ocutside the realm of this narrator, and in
a position to contrel her role in his tale as well as her
own nervativa, this relationship would suggest that he con-
sidars destiny subject to man's control.

*he frame-story is good entartainment, dealing as it

doea with a representative gallery of Hardy's rustics, %he



stories also have intellectual appeal because they inves-
tigate Hardy's themes of alienation and imperciplence, the
inefficacy of organized religion, the unworkability of
hasty narriage, and the inequities of civil justice. Thae
greatest value of ")\ Tew Crusted Characters"” is that it
helps to clarify ardy's philosophical outlook regarding
the relative roles of fate and free-will {n human activi-

ties.
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INTRODUCTION

Thomas Hardy's frame-story called "A Few Crusted Char-
acters"1 has been underestimated as merely an “"affaction~
ate” oxr "winning” look at Wessex citizens and their vays.z
It is a pleassnt aesthetic experience, easpecially for a
raader familiar with Hardy Country, his characters and his
uses of irony. I believa, however, Hardy msant it to be
more than entertainment, He wrote it when he was striv-
ing hardest for accurate expression in his prose fiction
and wvas finding himself misundexstcod at every turn, Hoat
of the nisunderstanding resulted from his oritics' inabil-
ity to appreciate Nardy's pervading ironic tone and its
effects on the smaller, more obvious ironias within the
fiction. In *"A Pow Crusted Characters" Hardy has provid-
ed vhat amounts almost to a schematic representation of

lhife'a Little Ironies (Xew York: Earper & Brothars
Publishers, 1942), pp. 189-259. This series is of the con-
vention of the frame-story. 7Tha internal storiess will be
referred to in my text as the "stories® or “tales® and the
external narration as the "frame."

2!rv1nq Howe, Thomas Hardy (New York: the Macmillan
Company, 1967), p. 717"?3%535';hga. *Hardy's Short Stor-

fest A Reconsideration,® Studies in Short Fiction, IX,
No. 1 (¥inter 197¢), p. 77,




his ironiec outlock and the forms it takes in fiction, Be-
cause it can sexrve as a dlagram of Hardy's uses of irony,
“A Yew Crusted Characters” is also a potentiasl index for
understanding irony in other of his writinga; from it we
can perhaps draw inferencses for new insights in the larg-
or body of his work., The effect of his irony on his form
and meaning has often been the subject of controversy, and
evaluation arong eritics. Analysis of the dalance of frony,
form, and meaning in "A Fev Crusted Characters® can per-
haps shed some light on Hardy's idea of what comprised a
balance.

The present debate involving the value of his work
as a whole centers around the same considerations that ocou-
pied the attention of his earliest critics: 1) his cos~
nic irony and 2) the artistioc merit of hia literary style.
Critics usually interrelate the two. In a review of Jude
the Obscure in 1893, W, D, Howells sald: “I &o not know

how instinctively or how voluntarily he [Bardy] has sppeal-
ed to our inherent superstition of Fate . . . but I am sure
that in the world where his hapless psople have their being,
thera i{s not only no Providenca, but there is Fate alone;
and the snvironment is such that character itself cannot
avail against 1¢.” le went on to say, "I find myself da-
fending the book on the ethical sids when I meant chiefly



to praise it for what sesms to mo its artistic excellence,
o o it has unity very uncommon in the novel, and especial-
ly the English noval."
In 1949, Albert CGuerard challengad the earlier "gan-~
eration® of Hardy coritics, whose dates he sats as 18935 ¢o
1946y their view of Bardy as a pessimist or fatalist could
no more survive modeyxn scrutiny than could their high opin-
ion of his literary craftsmanship, Guerard said. Once the
violent Victorian reactions--both favorable and unfavorable-~-
had subsided, he exlained, the ncvels' plots stood out as
the unpolished contrivances that they were. Purthermore,
ha claimed, the plots thexselves demongtrated that Hardy
was not a fatalist, because he had obviously not intend-
ed them to be realistically fatalistio) they ware, instead,
HBardy's fictitioua representations of reality, "highly con-
vincing foreshortenings of the actual and absurd vorld."
In other words, Cusrard believed that Hardy's greatness
was genuine snough, but that it lay not in his depictions
of raalistic and pre-detearmined patterns, but rather in
the anti~-realistic orsations of ircnically distorted, purely
3'rhomas Hardy and his Readers, eds. Laurence lLerner
and Jofin Holmstrom (iHew York: varnes & Noble, Ina., 1968),
pp. 115-117,
drhomas Hardy (Horfolk, Connscticut: James Laughlin,

1949) , pp. 2, 3. Heroafter referred to in my text as
*Guerard.”




{imaginary situations. Irony, Guerard felt, was an almost
accidental but highly effective rhetorical device of Hardy's,
it was not the world-view of a technically-pracise fatal-
ist,

The opinion represented by Cuarard has not stood as
the final word, howaver. The question of Hardy's effeo-~
tivenesas of philosophy and style continuad to engaqge the
attention of criticsy and Hardy's irony still lay at the
root of the &ebate, In 1968 Roy Morrell attempted to vin-
dicate both style and philosophy, and their interdepend-
ence, in what amounted to a reversal of critical direction
and the taking of an extrems position. BEardy's point, he
said, is that man wrongly blames Fate for the consaquences
of his own actions. Then, Morrell said, Hardy contrives
sequences of contradictory elements in "{ronic tolatlon's
in order to make form express meaning; or he shows people
voicing an intention and then bshaving in a way calculat-
ed to thwart their own stated cdjectives., Hardy will go
to great lengths, Morrell said, to show his characters'
sbuse of their own freedom of choice and action; when they
finally bring catastrophe on themelves, they assign such
outcomes to the instrutable workings of destiny., In a

Sthe Will and the Way (Euala Lumpur: The University

of Malaya Press, 1985), p. 12. Hereafter referred to in
my text as “"Morrell.*



final irony, then, Hardy will intruds to make an author-
ial comment such as the one concerning the "President of
the Immortals” at the aend of Tass of the d'Urbervilles-~

a comment, incidentally, that was taken at face value in
Rardy's day and for long afterwards (Morrell, p. 133).
These authorial intrusions, sald Horrell, are meant to es-
tablish Hardy's real, ironic, anti-fatalistic attitudes,
and are stylistically effective. In short, Morrell said
that Hardy's craftsmanship is deliberate and successful,
that through the use of irony it expresses a belief in the
free~will of mankind,

In 1971 R. P, Southerington moved one step away from
the favorables but perhaps overly-subjective poaition taken
by Morrell. Althouqgh he agreed that Hardy's irony is of
larger scope than had been previocusly recognized, he guali-
f£ied Morrell's bellef in unlimited fraedom of choice; and
he questiocned whather Hardy's style~~regarding thae author-
ial intrusions--could support a viewpoint of even limit-
od freedom of choics., In Hardy's fictitious world a cer-
tain anount of free-will does seenm to exist, said South-
erington, but man also ssens subject to both intarnal and
external dblological and evelutionary forces. "The ques-
tion that remaing,” he said, "is whether that world is one

vhose limitations on human actions are only partial, as



Hardy the man seems to have balleved, or whethaer Hardy the
novalist presented characters without freedom. This s
not merely speculative questioning) on the answers depends
a just apprsciation of his wotk."6

Here the state of Hardy criticism presently rests~-
with view of Hardy as partially deterministic in regard
to life and his characters, and with the matter of the suc-
cess of his treatment and form in question, Purther evi-
dence is neaded to help estadlish his stance as an irxon-
{st; and, although his poems, novels, and higtorical dranmas
have been thoroughly analyszed for ironiec implications, the
aggrt fiction is relatively untouched by critics as yet,
Although mach of this fiction consists of mere episoldes
or asketches, soms of the stories have well-defined plots,
more-than-adequate themeos and characterizations, and ample
roon for the exercise of ironic techaniques and devices,
*A Few Crusted Characters® qualifies as one of Hardy's well~
constructed works of short fiction, and my thesis will ex-
anine its structure and content with the intention of clar-
ifying Rardy's ironiec outlook,

Sgaray's vision of Man (London: Chatto & Windus, 1971),
p. 12,7 Bereafter referred to in my text as “Southerington.®




The purposs of my thesis is to show that "A Few Crust-
od Characters” goas far toward illuminating Hardy'e stance
in relation to ironies in life and literature, BREecause
0of thoe crucial time {n Rardy's carser that it was written,
and becauvse the frame-story can be shown to 1illuatrate Hardy's
literary theories concaerning irony, I bslieve this selec~
tion to be an exceptionally accurate index to Kardy's atti-
tudes and of his application of those attitudes to his work,
If this can be shown, then the value of "A Few Crusted Char-
actexs® to clarifying key issues in Wardy cxiticism is con-
siderable,



I. BARDY'S THEORY OF IRONY

In 1891 Hardy published "A Few Crusted Characters"
in serial form and republished the entire series three years
later in Life's Little Ironies. During these years Hardy

was also bringing out serial publications of Tess of the

d'Urhervilles and Jude the Obacure, and the excitement gen-

arated by the novels drew attention away from Eardy's other
writings of the same period; the short stories, at least,
were almost universally ignored. It is unfortunate that
the storles dropped out of sight, for if Hardy had been
able to make himsalf undarstood through them, the furor
over Tess and Jude might have been less, and the appreci-
ation greater. As it happened, however, public reaction
to the two novels was so virulent that Hardy remarked that
a man would be a fool to risk such another volley of cri-
tiéisn. and he was naver to write another novel. 7The out~

raged readars of Tess and Jude, missing the subtle and shift~-

ing ironies of the novels and seeing only what they mis-
took for bhitterness and pessimism, were at a loss to ex-
plain just what they wers outraged about, resorting, there-

fors, to such mesasure as burning the novels and majiling



2.

Hardy the nshea.l

He was equally helpless to understand
the cause of their reaction. Yet, thelr dismay, his bhe-
wilderment, and the books' greatness all have a coamon cause
~--hig encompassing sense of irony, and its infusion into
his fiction. As an ironist, his stance is exceptionally
remote--as shown, for example, by his personal writings--
and it {5 this remote stance that sarxrves either to sharp~
en or to obfuscate meaning, depending upon the reader's
perception of the {irony's existence.

Only recently have critics achieved enough distence
in times and philosophy to recognize the number and extent
of the ironies in Hardy's work., That understanding might
have been reached soonexr, and even now can ba facilitat-
ed, by a thorough examination of *A Pew Crustsd Characters,®
especially 1€ the series is read in conjunction with his
notebooks, blographies, and with his essays written around
1899. "A Pew Crusted Characters” can be shown to it some
of Bardy's main theories in these essays, theories which
call for ironic techniques and devices., Furthermores, the
characteristic form of this freams-story permits critical
dissection and observation of the writer's art, possibly

18va1yn Hardy, Themes B%ggzp A Critical Biogra {Naw

York: Russell & Russell, 19%4, pt. 1573), p. 245. Here-
after voferred to in my text as *“Cp,"
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better than other forms can 4o, where firony is concerned.

It will be the purpose of this chapter to show first, HRardy's

genexral ironic outloock regarding life and art; sacond, his

datermination, in the dburst of productivity and soclial con-

cern he experienced around 18%0, to gain his veaders' under-

standing; and third, his erbodimant, in "A Few Crusted Char-

acters,” of his theories regarding irony, 1ife, and art.
Although his outlook in life and his techniques as

a writer wvere based on irony or ironic treatment, Hardy

never used ths term to describe either his attitucdes ox

hie work, the one glaring exception being in the title,

Lifa's Littla Ironies. The unexpected outcome, the {incon-

gruoug combination, the coincidental turn of events that
he often observed axcund him, he referred to merely as a
*curiocus® happening or as a “trick of Eature.'z He ragard-
ed the transferencs of these elements into his fiction as
the "giving of artistic form to a true sequance of things
e « »® (Oxel, p. 25). His perscnal writings emphasized
his ironic world-view: he stressed the need for deatachment)
he recorded the incongruities he noticed in his dally life;
and he conceived {ronic plote and made note of them for
future use,

zﬂarold Orxel, ad,, Thormas Bardv's Personal ¥ritings

(Lawrence: University of Kansas Pxess, 1968), P Ji. Uere-
after referred to in my taxt as "Orel.”




4.

A vivid expression of his need for detachment appears

in this passage from Zarly Lifa:3

I have attempted many modes [of finding the value
of life) . . . Por my part, {f thers is any wvay
of getting a melancholy satisfaction out of 1ife
it iies in dving, @0 to speak, bafore one s

out of the flesh; by which I mean putting on

the manner of ghosts, wandering in their haunts,
and taking their view of surrounding things,

To think of 1ifs as passing away iz a sadness)

o think of it a3 paszt 1ia at least tolesrable,
Bance even when 1 enter into a room to pay a
simple morning call I have unconsciously the
habit of regarding the scene as 4f I were a spectra
not solid enough to influence my environment;
only fit to behold and say as another spectre
gaid: 'Peaca be unto youl'

Hardy seems goretimes to have equated detachment with a
highly desirable form of death-in~life, and to have pro~
jected this bellef and desire onto othars., Always sensi-
tiva to signs of pain or illness in others, he both con-
soled himself with thelr potential for detachment and tor-
ronted himself with their failura to avall thewmselwves of
the relief it offered. Once, upon sesing a zick and aged
man, he recorded the pity he felt for the man's unwilling-
ness to detach himself from his body or to part, even in
fancy, from the alling physical self. Hardy said, "A staid,
worn, waak man at the railway station. His back, his laegs,
his hands, his face, were longing to be ocut of the world,

3rlorance Emily Hardy, (¥ew York: The Macmillan Com~-
pany, 1928), p. 72. Hareafter refarred to in my text as
£L,
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Kis brain was not longing to be, because, like the brain
of most people, it was the last part of his body to real-
ize & eituation® (BL, p. 293). Immersed in life, the man
sufferad all its 4iscomforts without knowing of an {mmed-
1ate, far less an ultimate, escape from it by wental dis-
tancing,

To ba oo closaely involved in a situation was to be
deceived by 1t, or blind to it, Hardy falt, In his con-
viction that reality lay below surface appearances, he con-
sidered a lack of detachmant to be a type of dalusion, as
he explained in this passage: *I was thinking a night or
two ago that people are somambulista~-that the material
i3 not the real--only the visible, the real heing invisi-
ble optically. That it i3 decause we are in a somnambu-~
listic hallucination that wa think the real to be what we
s2e as real® (2L, p. 243). Purthermore, to become inti-
nataly involved in the specifics of a material world was,
paradoxically, to lose touch with thoss vary aspescifics,
bscause the observer could see only one aspect at a tiwe,
rather than all the conflicting aspects that cormprise re-
ality. To se¢ only one aspect at a tims would also rob
onae of perspactive, since an accurate scale of values re-
sults from tha ability to sse and compare the lavals of
xreality. Evelyn Hardy records, in hex biography, that
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*Hardy used to find fault with Middleton as having no sense
of 1ife a3 such; as one who would talk, for instance, about
bishops' copes and mitres with an earnest, serious, anx-
ious manrer, as if thexe wers no cakes and ale in the world,
or laughter and tears, or human misery beyond tesars. His
{Middleton’s] sense of art had caused him to lose all sense
of relativity, and of art's subsidiary relation to exis-
tence” (2L, p. 296).

To dardy, then, detachment seemed g sort of triumph
over the {llusions presentad by a material world. By si-
mulating the body's death, detachment freed the mind and
imagination from mortality's ordinary state of sleep-walking
and enablad the individval to keep his valuas intact. Hardy
mada such a point of the necesaity for remaining aloof,
amotionally, that hias critics and biographers usually at-
tempt some axplanation of the reasons for the attitude and
try to suggest its source and relevance,

Irving Howe talls us that Hardy's "reticence® was sone-
thing that "everyone noticed,” even at a first meeting.

Howe omphasizes that it "was not mare shyness, nor mere-

ly the result of a wish to keep fres from the murky entang=-
laments of publicity. It was a reticencsa that went deep
into his psychic composition and had & strange reflection
in the fact that he always disliked being touched by other



7.
parsons ., . " ¢ An extrexmsly accurate ohservation is that
paople noticed in Rardy a "considerateness, but also a cer-
tain abatractness, what seaems a gentle distance from his
own 1ife" (Mowe, p. 74). That this “"abstractness® gave
Hardy an unusual authorial perapsctive is odvious to those
vw1o have read his personal writings: °"His ability to hold
himsel? aloof from the world mentally and emotionally made
fiardy see people at a concert, a picture-gallery or in the
Museun Reading Room as 'Souls outside Bodies,' or 'Souls
¢« » ¢ 8Craencd by their bodies,'® says Evelyn Rardy (C.B.,
P. 224).

The foreqoing passaga sounds like a description from
Muecka: “The ironic attitude of a 'Ceneral Ironist' is
complicated by hie own equivocal poaition, On the one hand
his sense of {irony irmplies detachment , . . he will bs de~
tached from life itself or at least from that general as-
poct of 1ife in which he perceivas a fundamental contra-
diction. On the other hand, the picture he seesz of an
fironic world must showv himsel? as victim, So he is at the

same time invioved and dotached ., . ." 5

‘Irving Bowe, Thomas Hardy (Yew Yorks The Macmillan
Company, 1967), p. 7Ti. Hereafter referred to in my text
as "Howe,*

sC. D. Muecke, The Comonss of Irony (lLondon: Methuen
& Co., Ltd., 1969), p. 122, Hersafter referred to in my
text as "uecke,®
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The cxitics' statements about Bardy's detachment, and
the ironologist's definition of typical ironic remoteness
converge in a statemsnt made by Richard Carpenter. ot~
ing a relationship detween Hardy's personal distance to
the world and his ironic outlook, Carpenter says, "He al-
ways kept a polite and ironic mask hefore the world and
never, as some writers have done, let it drop so that the
real man beneath might be ssen and understood , . ."6

J. H{llis Miller sees a relationship between Hardy's
tone and stance as a wvriter and his detachment from 1life.

* .+ « « Hardy can turn back on the world and watch it from
a safe distance, see it clearly . . . and judge it, This
way of being related to the world is the origin of his art.
Such an attitude determines the habitual stance of his nar-
rators, that datachment which sees events from above them
or from a time long after they have happened. . . The tone
of voice natural to a spectator who see3 things from such

a distance imparts . . . throushout his work as a compound

of irony (and] cold detachment . . .'7

‘alchn:d C. Carpenter, Thomas Eardy (New York: Twvayne
Publishers, Inc., 1964), p. 18, Hercafter referred to in
#y text as “"Carpenter.”

7J. #1l1lis Miller, Distance and Deslre (Cambridge,
#asgsachusatts: The Balknap Fresa of Harvard University Press,
1970), p. 7. Hereafter referred to in my text as "Miller,.*
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Far enough removed from the everyday human attitudes
to see clearly, Hardy was always on the alert for the un-
expacted, and he looked for contrasts everywhera. He was
impressed with the two~fold nature of existence, with the
way a thing often conceals its exact opposite., Actually,
this metaphysical concept of inherant dichotomies has cor-
relatives in the physical world., Physicists tell us, for
example, that so familiar a thing as color has a complex
explanation-~that it is not a phenomenon, but an experi-
ence, and that the color we perceive an object to be is
the only color which that object is not. That is, an ob-
ject retains all the light waves except the ones reflect-
ed back to us as color, The chalir we call red, therefore,
contains every color except read. Without knowing this phy-
sical fact, Hardy nevertheless guessed at such a state of
affairs. He noted, "The hypocrisy of things, Nature is
an arch-dissembler. A child is deceived completely; the
clder members of soclaty more or less according to their
penetration; though even thay seldom get to realize that
nothing is as it appears (EL, p. 24). Hardy approached
life with the intention of penetrating its concealments,
assaerting that, "If you look beneath the surface of any
farce you ses a tragedy; and, on the contrary, i{f you blind

yourself to the desper issues of a tragedy you see a farce®
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(2L, p. 282). Often he would notice an actual contrast
and then would devise a contrast analogous to it, as he
aid here: "To Trinity Church. Dorchester. The rector
in his serman dellvers himsolf of mean irages {in a subline
voice, and the effect £3 that of a glowing landascape in
which clothes are hung out to dry.’a Almost any juxtapo-
sition struck him as ironic; one winter's day he wrote,
"Long Ditton. Snow on the graves., A superfluoua plece
of cynlcisn in Nature® (Ntbk, p. 50).

He loocked for irony in what he heard and read, as vell
es in what he observed for himself and made note of almost
any tala of unexpected outcome, as in the case of "A man
naried Sherwood, a boxsr ., . . used his wife roughly, left
her and went to America. She pined for him., At last he
sent for her to come with the children, S$he disd of joy
at the news” (%tbk, p. 32), BHe would soretires drawv con-
clusions of his own, using only the bare outline of a sit-
uation to ¢go ons "The Reverend My, Wilkinson in Cornwall
married a handsore actrass, E£he settled down to serve God
as uncernmoniously as she had previously done Hamwon®™ (Htbk,
p. 50).

'Thomas Hardy's YHotelooks (lLondon: The Rogarth Press,
195%), p. 45. Hereafter refarred to in ry tezxt as °"Ntbk,*®
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In addition to searching for {ronies in actual sit-
uations, Hardy also created numerous ironic fictions in
egkeleton form. As he conceived of the situations, he noted
them in journals: "Plot for a novel, or play. A good look~-
ing woman, with a thirst for fame, tries literaturas and
fails . . . neets a philosoplhiar who talla her notoriety
is as good as fame . . . she continues chaste in deed, . .
{although she gains an unsavory reputation] meets a pure
young man, and loves him passionately. . . How can she con~
vince him of her innocence?™ (dtbk, pp. 64-65). Sometimes
he later expanded these seminal plots into actual stories;
*Andrey Batchel and the Parson and Clezrk," for example,
probably had its beginning in Hovember of 1877 when Hardy
entered in his notebook: "The Honaest Larl. . . acciden-
tally shut up in a tower , . » with a blackswmith's daugh-
tar . + o feols it his duty to marry her. Voes so and finds
her not so good as sha seenmed . . " (Ntbk, p. 52).

Transferring life's {ronies to fiction requires a cer-
tain falsification, no matter how conscientious the artist,
as Hardldy was wall aware, "Arxt,” he wrota, "is the secret
of how to produce by a false thing the effaect of a true
o o +" (EL, p. 284). This production involved strange dis-
tortiona, he knew, since he sometimes observed oddities

in life far surpassing those that he daved ezbody in fiction,
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He stated wryly that, "Though a good deal is too strance
to be beliaved, nothing i3 too strange to have happened®
(itbk, p. 3%5). Ie rasalized that s writer who sees the un-
usual in evaryday events has soms conailderable adjustment
to make 1f his flction is to ba_crodible, and he reason-
el that, " . . . a story must be striking enough to be worth
telling. Thorein lies the problem~~to vaconcils the avar~-
age with that uncommonness which alone makes it natural
that a tale or experience would dwell in the memory and
induce ropetition”™ (T%L, p. 314), Por him, the axtraordi~
nary was parfactly beliaevabls, and in order to achieve any
measure of reader credibility, Hardy had actually to bend
his plots in the direction of tha accapted concept of the
“usual."”

In the year 18920, at ago 59, with twelve nowals to
his credit, Zardy enjoyed a world-wide raputation, and his
journals are filled with accounta of friendly assoclations
with other famdus writars and with the nodility., He had
advancad from mere prosperity to genuine wealth, Most of
his works had hean received genarously by critics and the
general readar; and although ha ovarlooked the favorable
reviews to worry about the fow that were not so favoradle,
he wes 2till determined to tell the truth--in fiction, Ha

was, furthernmors, sst on telling the truth on his own terms,
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and on deing understood., He was mors convincad than ever
that "reality® was hidden by appesrances. In 1287 he had
writtan: *I Jdon't want ¢o see laniscapes, i.2,, scenic
palntings of then, bacanse I don't want o sea the origi-
nal realities ., . . I want to see deeper reality underly-
ing the scanice, the expression of what arse aometimes call-~
ed abstract imaginings. The ‘asimply natural' is intorest-
ing no longer . . . The exact truth a3z to material fact
ceasas to he of importance in art--it is a stuvdent's style
e o «* (PL, pPp. 242-243), Because of his integrity as an
artist, he felt his responsibility to be that of accurata
dapiction of this world-view, as he says in his bliography,
"Considor tha Wordsworthian dlctuz (the more perfectly the
natural ohject is reproduced, the rore truly poetic the
plotura)., “his reproduction is achievad by seaing into
the heart of a thing (as rain, wind, for instance), and
is roalisnm, in fact, thougqh through deing pursued by means
of the imagination it is confoundad with {invention, which
13 pursuad dy the sama mesns, Yt {3, in short, reached
by what ®, Arnold calls 'the imaginstive reason'* (2L, p.
190).

At & loss to explain his iroanle outleck in any but
gonaral terns, he erhodied it as honestly as he was able

in fiction. As long as enough hunour existed in his plots,
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as long as sax and violence were disguised or symbolized-
and--this was generally the case up through The Woodland-
ers, publighed in 1837--his reading public gave him their

approval and support, e was, however, dissatisfiad with
what he considered the lack of purpose in his work, and

he wantaed to write a novel with a really serious thema and
an unflinching view of reality as he perceived it., On Npril
28, 1888, he entered in his journals “A short story of

a young man-~-~'who could not go to Oxford'--Eis struggles

and ultimate failure. Suicide ., . . Thare is something

[in this] the world ought to bs shown, and I am the one

to show them . ., ." (SL, p. 272). ™ature in ironic out-
look and in the application of irony in his writing, Bardy

wag formulating his master-plece, Juda %he Obsocurae.

Almost as 1f he were clearing the way for its recep-
tion, he tried, as never before, to axplain his literary
mathods and intentions. In 1888, 18%0, and 1891 he wrote
and publighed thrae formal essays on style and purpose in
fiction~~tho only auch easays ho ever produced: “The Prof-
{table Raading of riction,” "Candour in English Piction,"
and "The Sclence of Piction,” respectively. Michael Mill-
gate in 1971 calls these e¢ssays an "important® part of Hardy's
extraordinary burst of productivity in the yesars 1282 through
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1891.’ At the tims Mardy wrote them, howover, neither crit-
ies nor the ganaral reader seams to have reacted to then,
Hevertheless, reaction was vigorous to other of Bardy's
vritings during thess years., ®% Group of Noble Dames® drew
adverse cirticism that he tried to mset by axplaining the
ironic distancing in his use of a middle narrator--that
13 to say, the narrator of a story within the main story.
The sarlal publication of Tess that began in 188) drew im-
mediate attantion, both favorable and viclently antagonis~
tic. ith Jude also ready for serial publication, RNardy
had made avery effort in his power to facilitate tha pub-
11c's reception ani underatanding of his work, to explain
his use of ironic techniques and his own philosophies and
artistic outleook, Undoubtedly he sanged the futility of
trying direct explanation of what he was 8oing, for ha re~
alized that in any type of writing baesidas poetry and fic-
tion, ha was all but helpless to cowmrunicate., 3asides,
he had access to no standard set of tachnical terms for
discusaing lliterary theories; Ouerard notes that " . . .
[&uring the Victorian Tral criticism wes rich in grand gen-

eral stataenents about the relationships of literature and

9
Thomas Hardys Iis Career as a ilovalist (lew York:
Random Houze, I§g§). P. 253, Hareaftar referrad to in my
teaxt as ®"Millgate.®
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life, form and content, etc., but it rarely got down to
particulara® (Gueraxd, p. 38).

Trustrated by his own inadaquacy as an essaylist and
by the ahsence of a standard literary vocabulary, yot spur-
red by his need to cormunicate, Hardy would predictably
have rosortad to a fictional representation of his theo-
ries. Delmore Schwartz both recognizes Hardy's problems
in expository writing and also suggests the solution when
he cbserves that "Harly failed when ha tried to make a diract
statement of his beliefs; he succeeded when he used his
beliefs to make significant the observationa which concern-~
ad hlm.'lo "A Pew Crusted Characters”™ quite possibly rep-
resents Hardy's attempt to use his reliefs to "make sig-
nif{cant” the presence, uses, and relevance of irony, both
as a fact of 1life and as a literary treatment., 7The stor-
ies deronstrate, point-by-lucid-point, the theories he but
haltingly fornulated in the threoe essays; and in their
unrivaled use of irony, the stories can serve to clarify
not only the essays but also Eardy's application of irony
in gqonaral, especially his final remote stance in ragard
to his own philosophy and art.

lo'Poetry and Belie? in Thomas Hardy.® The Southern
Review, V1 (Summer 1940), pp. 6§.
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Tha f£irst obvious connection between ona of the es-
says and "A Tew Crusted Charaoters appears in the use of
the unusual word "crusted.” In "The Profitabls Readling
of Piction” fnarly makes the point that when a character
achieves even a modicum of sophistication, ha can no long-
er be classified with the "untutored classes of nankind,”
and his oxterior becomes hig "screen,” ratier than his in-

1 lle goes on to say, "Contrasts are disguised by

dax,”
the cruat of conventicnality, picturesquenezs obliterated,
and a subjective gystenm of description necessitatel for
the differentiation of character" (Reading, p. 124). Hardy
is speaking of a “crust® of sophistication; yet in "A Pew
Crusted Characters,” he deals with Wessax folk, the whole
gallery of rustics whose counterparta appear in the novels
and poems. A contradiction might be suspected, had not
Thoras HDardy often presented Wessex as qulte a respoocta-
ble portion of the largar world-~the church bells of
Longpuddle, he had once observed, wera surely of the sare
alloy ss those of St. Mark's in Venice (CL, pp. 2352-253).
Nrnonas Hardy, "The Profitadla Readiny of Fiction"
in Thomas Hardy's Personasl Writings, ed. Harold Orel (Law-

rence: University of Xansas Press, 1966), p. 124, Here-~
after referred to in nmy text as "Reading.”
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Obviously, then, Hardy hare speaks o? a "cruit® besides

that of sophistication; the Oxfor? Snqlish Dictinnary aup-

plies an appropriate Jdefiniticn: “{fronm cruitel wine):
Antiquated, ‘vansrable'; often with adnixture of the notion
‘covered with a crust of prejulice, e%c.' . . . 'The lenqgths
to which good 0l% crusted bigotry can go . . .' 'England
« o o Cherishias a fina old crusted abuse as much as 1t does
its wort.'* Thus thare are at least two kinds of crusts:
that of sophistication and that of bigotry and prejulice,
and Mardy penetrates ona type of crust in his characters
in orlar %o got under another type in his readers.

At the beginning of the esyay, "Thae Profitadle Read-
ing of Piction,” Pardy says that fiction s1oulld provide
a chanqge of scane whaich should "manifastly da az complete
as 1f tha readar hal taken the hind seat on a witch's broom-
stick. Tha town man finds what he sselts in novaels of the
country . . " (leading, p. 111}, *A Pow Crusted Charac-
tax3® 13 cortain to ba rea? by the "towvn man,” and here
a "crust® of sophistication comes in, but 4in the reader,
rather than in the fictional character. 2And it is, after
all, fully as irmportant to penetrate the readsr'’s crust
as to plerce that of tha character in the story. An author's
firat challenge 19 to gat tha reader's attention, and to
do it without undue offznsa., To prasant a point that
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engages the inmagination, a situation that piques the sense
of curliosity, a crime that involves the reaier only periph-
erally and a penalty that taxes him by proxy: this i3 the
challenge and the reward of getting under the resader's crust.
Hardy recognizad the irportance of such penetration; Michael
Millgate quotes him in a letter that says, " . . . the upper
classas of society have been induced to read, before any,
[sic] books in which they themselves are painted by a com-
parative outsider. That, in works of such a kind, unxit-
fgated uttarances of strong feeling against the class to
which thesa readers belong may lead them to throw down a
volune in diagust; whilst the vary same feelings insert-
ed edgewlse so to say--half concealed benesath arbiguous
expressions, or at any rate written as 1if they were not
the chief aims of the book (aven though thay may be)-~be-
come the most attractive remarks of all® (p. 19). Laere
dardy gives tha appearance of speaking adbout rustics; in
doing so, he 1s writing for the edfucatad classes, but in
a way to penetrate their "crusts,” e uses a "subjective”
system of descoription to penetrate the ®cruat® of the char-
acters,

Tha "subjective” system of description that ha uses
in "A Pew Crustaed Characters” 1s, very brieflvy, this: he
has the narrators of the individual stories assign their
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own attitudes to the characters thsy tell about: thae overly-
innocent Curate, for example, i3 unabla to ses pre-meditation
in the elopenent of the couple in "The History of the lard-
cones.” MMr. Day, the "world~ignored” landscape painter,
is 2¢en to acnire craftiness and boldness in wouen by the
admiration he volces for Hetty Sargsnt: his concept of vir-
tue as “what one doesn't get caught at" is cobvious when
he says, "Virtue had {ts reward," after having described
Ketty's deceit--and success--in securing the copvyhold.
Although Hardy describes "crusts®™ as pertalning to
veople, he also speaks of penetrating the appearances of
events to get to reality. This concept defies easy defi-
nition and is somevhat peripheral to my main purpose in
this thesis, but is nevertheless inportant to Hardy's ex~
planation of his ironic *arrangements” of outcome, and in
the fact that "A Few Crusted Characters” gets around the
problem. Bow does an author balancs plot and conclusion
betwaen the morally-edifying "crust® of appaarances and
the "natural” issue determined by his characters' actlions?
In the first instance the public approves but does not be~
lieve; in the second it believes hut does not always ap-
prove, and both instances involve complex aesthetic and
ethical questions. Hardy says that "It must be borne in
wind, despite the clalipe of realism, that the best fiction,
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like the highest artistic expression in other rodes 13 rore
true, 80 to put i, than history or naturs can be” (Read-
ing, p. 117). He saenms to refer to the author's privilage
of determining how his story shall end, how his characters
shall btehave., Ile feels it sonchow a braach of morality

to interfere with "spontaneity” in plot and action; he
wonders, for instance, how an author can avoild “"charlatanry*®
in writing a serial for a magazine, “23 it advances month
by month," Fardy says, "and the situations davelop, the
writar asks himself, 'what will his character: &o next?'”
(Reading, p. 129). The author is then caught batween the
claims of reallisn, or what he knows hilas characters would
naturally 2o, and the claims of the literary conscience
that irposes a moral responsibility upon the author as a
member of society, HDardy continues, "The dilemma then con-
fronts him, he must sither whip and scourge those charac-
ters into doing somathing contrary to their natures, to
produce the spurious effect of their being in harmony with
social forms and ordlnances, or, by leaving them alons to

act a3 they will, he must bring down the thundars of
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respectability upon hia head, not to say ruin his editor,
his publisher, and himself.'lz
There are several ways ia wiich "A Few Crusted Char-
acters” gets around this problem: first, thera is the all-~
important distancing produced by the use of multiple nar-~
rators, maant to act as buffers for the harsher aspects
of a situation. TIhiils was Hardy's second experimant with
nulti-layered narration; in 1883 he had publighed "A Group

of sobls Dames,™ his one other attanpt at a frame-story,

and was called to task by a vreader in the Pall Mall Gazette

for thae groteaque datails of mutilation in "Barbara of the
House of Grebe.” He repllied to the cexitic: " . . . to
gquard against the infliction of 'a hideous ani hateful fan-
tasy,' as you call it, the action i3 thrown back into a
second plana or middls distance, being described by a char-~
acter to characters, and not point-blank by author to raad-
er” (Millgate, p. 283). This distancing dsvice of multi-~
pla narrators, is, of course, the ironist's attenmpt to gain
detachment enough for hixnself and for Luls reader, to por-
tray a trua sequence of events without being overwhelmed
12rn0zas hardy. “"Candoux in English Fiction®™ in Thomas
Hdardv's Personal Writings, ed, Harold Orel (Lawrxences Uni-

versity of aansas Fress, 1966), p. 130. dereafter refar-
red to in my text as “"Candour.®
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by {t. If anythina, Tar?y succceded too well in *A Few
Cruste® Charactors,® since, as I noted in the introduction
to this thesis, the salection has heen called an "affec-
tionate® on?® "winning®™ lock at Wessex, tvhen actually mur-
ders, Cfestructive hyrocrisvy, and an execution are fascridh-
e in it, 238 well as a forced rarriage an? s rotbery, With-
out causing undue alarr, Yarf®y had rana~ed to steer the
events in the @irection ke “elt they woul? realistically

go, glven the cirenmstances and the characters he haéd cre-
ated,

That the writer does have a further cblication to the
ptRlic, over and arove the claimz 0® reafer crefinhility,
flardy was quick to point out. 1In speaking of the sesthet-
ic and inntructive airs of fiction, he plerced the secend
above the first in {+portance, by a’rittinge that *, . .
to qet plessure out of a ook is a bencficial an? profit-
eble thing . . .* (“ezding, pn, 111-112)., *"(Trowever] our
true object,” he ¢oms on to sav, "i{a 2 levson in life, ren-
tal enlargernent from slexents essantial to the narratives
thomselves and from the reflections they encenfer” (Read-
ing, p. 114). The relastionship of form to reaning is es-
pecially {wportant here, involving, as it does, the rela-

tionship of art to mormlity.
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To choose a form for one's €fiction 18, necessarily,
to exercise artifice, and fardy does not attempt to deny
this; he says, "The most Jdevoted apostle of realism, the
sheerast naturallst, cannot sscape, any morsz than the with-
ered 0ld gossip over har fire, the exerclise of Art in his

13 Since cholce of

labour or pleasure of telling a tale,
form is inescapablas, an author will do well ¢> choose an
existing form; Yardy axplains, "Goold fiction may be defin-
ed here as that %ind of {saginatiwe writing which lies near-
est to tha eplc, dramatic, or narrative masterpieces of

the past, 2na fact is certaln: in fiction there can be

no intrinsically new thing at this staqe of the world's
history” (2eading, p. 144).

In utilizing the litarary convention of the frame-
story, Hardy certainly was staying with a "naasterpliece of
the past,"” vwhera his form was concerned. That he was aware
of the convention, that it was fresh in his nind, {8 evi-
denced by the fact, as EZvelyn lardy points out, that he
had recently been reating Chaucer and Boccaccio (T3, p.

24). The frame-story was no "new thing,” having had {ta

origin in the Orient at least a millenium before Hardy's
13Thomas larxdy, "The Sclence of Fiction,” in Thonas

Rardy's Personal Writinns, ed, liarold Orel (Lawrences Uni=-

veraity ol kKansas Fress, 19€6), p. 134. lerecafter refer~
red to in ny text ea “"Science.”
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tine and having been preserved in such well-known works

a3 The Arakian Kights, The Decameron, and The Canterbury

Tales.
ddls form once chosen and the type and extent of ar-
tifice decided upon, the author must then aldjust the bal~
ence of aesthetic and moral effects he intends his work
to have. Harédy seennad falrly sure of his own opirions about
this halance, but his oritics were less sure of his suc~
cess, at least where the novels were concerned., In the
spring of 1879 Nardy noted, "In an article on Ibsen in the
Fortniqhtlv the writer says that his manner {3 wrong. That

the drara, like the novel, should not be for edification,
In this Y think the writer errs. It should be so, but the
ellfied should not perceive the edification. Ibsen's edi-
fying is too ohviouws” (ZL, p. 234). Tnduer ordinary cir-
cumstances, Hardy's own elifying was also rather obvious,
his critics usually fceel; Cuerard says that when fardly aban-
doned the irpulse to entertain for the irpulse to "theo-
rize, classify, and scheratize® his style suffered accord-
ingly. "fHardy's formal weakness,” hz says, "daxived from
his spparent inabllity to contrel the comings and goings
of those divergent irpulses and £rom his unwillingness to
cultivate and sustain the harsher ones, He submitted to

€irst one and then another, and the spirit blew vhere it



26,

listed. DHence tha radlcal unevennaess not uerely of his
work as a whole, but of any one bhook™ {(p. 48). "A Few
Cruszted Charactera” overcomes this waakhess, and provides
adsquate support for both entertainment and edification
bacause of tho frare-tale's characteristic form: the in-
@ivicdual stories exist mainly for their entartainment value,
the frame mainly for its instructive or philosphic value,
and sharp contrasts in mood and approach are expacted. Al-
though the frave-gtory {3 not universally corstructed with
this relationship batween the parts, it londs itself es-
pecially well to such a relationship in "% Pew Crusted Char-
acters,”

The frame-story series "A Few Crusted Characters™ thus
represents, in dramatic form, Hardy's literary theorles
a3 they stood in 1891, at the heijht of uis povers as a
noveliat and as an ironiat., ~They {llustrate his ideas of
realism in plot and character, and rost of all, his ideas
of how to get bencath the "crusts® of cheracter and read~
er alike., They 1lluatrate thie irportance he attaches to
ironic distancing whereby ths reader can understand, with-
out becoming over-involved in, the less savory aspects of
*raality” in the stories; they illustrate his concept of
the relations of form to meaning in fliction, and of plea-

sure and edification. That they alsoc represent, {n great
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detall, the ironist's many perspectives, will be shown in
Chapter II; that they represant Eardv's final, extremely

remote, ironic position, will be shown in Chapter IXIX,



IX. IROHIES I¥ THI SEPARAIL STORILS

7his chaptaer examines the way Hardy reveals differ-
ent levals of reality and illusion by his manipulation of
irconic distance withian the saparate stories. 1In aseaxchu-
ing out and identifying the tecluniques by which he achieves
his effects, I will rely on ten.s and wascriptions from

The Coupass of Iroay, in which . D, Wuecke doscriles the

tachniquoa an ironic author will use whon attempting to
penatrata appearances. In "A Few Crustad Characters” lardy
illustrates througu tue ironic effects of his fiction, the
many ways of regarding concrete reality, establishing hds
own belisfs about and roelationsiiips to tia coucapt that

ha finally reacues. In his fiction ha defines illuaion

by exbodying it in situations, actioans, and i{ideas that he
feala his readers will recogniss as beiny distortions of
truth; ha succoeds so well as a story-teller, hiowever, that
his ironic represantations too often arxe taxen at face value
and not recogoized as distortions at all. Thae reacer ar-
rivas at the end of a passaga with tihe vague fealing that
he has wmiaasad gsomething, and if he goes Lack and looka care-

fully, he can often locate an ironlc twist or two taat
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changes the tone of the entire passage. By searching Hardy's
work for the technigues that Muecke describes as belong-
ing to a certaln type or level of iroay, it is possible
to arrive at a clear unlerstanding of Narly's irony and
a cleser approximation of the effects he is striving for.1
"Irony"” ray be sald, very simply, to be the evperi-
ence of something gona awry in the orderxr of things, The
key words here are "experience,® "awry,” and “orcer." (These
terns are rnine, Lut the general ideas arc “fuecke's; all
other terms are ‘lueck'es, unless otharwise specified.) 3Be-
cause irony must be perceived in order to exist at all,
it 18 not a phenociwnon, but rather an "experience." “Gone
awry" and "order” indicate that irony is two-layered, the
upper leval having to Co with an assumed correctness in
an assuned systen, the lower level containing some viola-
tion or contradiction of the correctness. The contradic-
tion may he a3 sinple as an accidental justaposition of
objacts, such as two books on a shelf--Valfen hesile Future
fhock, for exarple--or it may be as siple as a work of
11 have tried to atay within the guidelines provid-
od by Huecke's torms as applied to llardy's technigques, and
that I have, furtiernore, tried to lindt my corralations
to the plairest, most obvious, instances of irony, attempt-

ing to bear in mind liorthrup Zrye's adwonitiona against
*{rony-hunting."”
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literature containing deliverate inconiruities of lancuage
(verhal {rony) or events (situnational irony). “hile the
first instance reqireas only that sorsone ohsarve the 4us-
taposition, the sacond owes its axliatance to an {roniast
whn arran~na the contralictions, and o mav, bhasidang, ha
the only nerson who recomizes tham,

*uncke's second Asfinition darlr with tha peonle, in
aflition &n the ironise, vho may B2 inwlived in irony, v%hen
a perzon ig "eon®idontly® or "arrogantlv® unawars of a dis-
crepancy’s exiztance, whon ha ases only the lower lavel

0? the ironic gtructure and firrly hellevos it to be aanu-

ine (more ignoranee or innocence will not suffice) he is
aaild to Ye a vietir of ironv, or the alazon {(Muecke, n,
37). Tn real 1i{%s tui{s can happen when somaone wlave a
practical 4nke, the iromist leaing some viecti= into a asit-
vation whose festinatinn ia the reverse of what the vie-
tinm confidently avnacts, Te victim may or mav not even-
tually z2ee the Aiscrenancy; furthermnrn, the ironist mav
bacome s ovn victirm, 17 a thir? level arermns o contra-
dict the eacond, as when Aksalon, in Charucar's "The “Mil-
lerts Tale,” anplies the heated hran4, BRecause of his con-
fident assurption that he is deceiving someone, the iron-~
ist always runs a risk; &t the same time that he arrang-

es a victirization ha places himself in the precarious
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position of potential victin. Relatad to irxoalc victiami-
zation 18 the target of irony, or the thing that one {s
ironic "about"~-an instituticon, an attituda, a custom, a
condition--out not a person (Muecke, »pp. 34-33).

Auacke's third and laat group of definitions that I
will use lavolve ironic aode, the irxoniat's distance from
his own {rony, nie ralation to it in tarms of his aware-
ness of its presance and ramifications., <rhis irony mav
exist elthar in 1lifa or in literature; in literature, it
is intimately connected with point of view, the narrator's
distancae from aad cognigzance of the world and the charac-
ters that he describes, espaclially in regard to hias abil-
ity to saa baneath surface appearances and pretensaes, 1In
any ironic Xoda of narration the author presents at least
two concurrent, continuing, and conflicting levels of re-
ality, concealing at least one of those lavals from sone-
one-~aither narrator, reader, or soweons witain the fio~
tion;: in non-irxonic modes, on tha othaexr hand, the author
presants the same raalitv to narrator, reader, and other
characters within the work of fiction., Muacke defines the
first threa modes . . . The distinquishina qualitvy of Im-
parsonal Hode is the adsance of the ironist as a persony

wve have only his words, genarally, thouah not always
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¢ispassionately expressed® (p. ¢4). Innuendin, the rhetor-
ical question, pretended douht, ambiguity, fallacious rea-
soniny, internal contradiction, understatencnt, anl over-
staterent are all characteristic sxpra2ssions of Imperson-
al Mole. If the ironlst is subila enoujh, anl i€ he airms
at & timely and controversial target, the realer is quite
easily victirdzed, cspecially when the wor: i3 one of non~
fiction; occasionally 4t happens that a whole generation

of readers takas the Imparscnal ironist at his literal word,
a3 did 39ift's conteuporaries in the casa 0° “A Modest Pro-
posal,” Tha ironist in Impersonal *tode iz "kehind a mors
cr less irpencstrable rask,” and the irony is between what
he says and what he means, 2) In the sacond mode, Self-

disparaging, the ironic contradictinon exists between the

ironilst'’s real opinion and the one he protends to hold.
Tais mode presents the ironist as decoptively innocent;
that i3, ho pretends to be unawarzs of the irony in what
he says, but he knows thoat his listqwners or rzaders know
he is aware. ‘“ock hu-ility that 1s meant tn be penetrat-
ed by all except the rost arrogantly unaware victir 1is
thae ain of this lNoda. Socrates employed Self-disparaging
Hoda in his pretense of iqnorance, deceiving no one in his
ostansible search for information excaept tha hopelessly

porpous, 3) Incenu Mode, Muecke's third type of narrative
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dlatanca, resentles Self~disparaging except that the iron-
ist prosents uliuself a3 gunulnely innocent; the prototypi-
cal figure in Ingenu lloda i3 tarkh Twein's iduck Filnn, Jde
i3 often tho victim, but just as often, he e3capes the vic-
tindzations planned Jor him by his cralty associatas, be-

cause o0f his very lack of sophistication. 4) Cramatizad

tlode ia the fourth and last type, differing from the first
three w0les in that the autaor here siuply presents ironic
situations to our sense of irony. DIotached frowz cause and
effact, quilt and innocence, good and evil, this ircnist
appliaz no labels and draws few conclusions, faels neither
pain nor jov in the situations he describes. The targets
of irony here aro irzwense, and the victims include whole
populations of mankind, even tha ironist hinself, who sees
but cannot escape the universal victimizations,

Since Hardy's major device for uncovering realitlies
in the individual stories consists in varyiny the narra-
torxs' distances froia theilr environtents, I will approach
each of the three nalin narrators with an eye to defining
the Jodes they usa. Relying first on vwhatever obvious sig~-
nals Hardy provides to his characters' ironic distance,

I will then search for aore subtle clues whosa existence
13 not irmediately apparent. My belief is that with each

of the three main narrators of the separate tales~-
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Christopher Twink, the Curate, and the armd Aroceresg-«
Fardy intenfs to show “ow the world losks fron varions de-
grees of dstachrent or {rrmersion, Py aasimine what Muecke
has Arf{ine® a9 I™neraonal and ®al®.d{anawa~ine Yoreq tn
Twink, Invenu Mofta o the cirata, ard Teamatiza® Yode &n
the mref rracoraae, tha ragdsy oan eacilv Aatarming othar
elamants within thnae nevrativag thet Farses nroheahly rmant
23 ironic. ®v Aaronstratiny his swavaness of an4 hisg abil-
ity &n Asronatrata tha vari{nug Alatancee Ffrom 14%a, Hardy
can sraak with sathority ahout the ane s finally chonses,
Fycent for tha three narrstora mentismed ahnove, the
other narratisns are non-{roniec {n rvnie., Internal iren-
ies 0f aitnation an” victimizatiom, ns wall 24 verhal fron-
fea, 2ra nregent Iin all the taleg, Dt in all Hne theaa
forr, tha an-gnine, narallel contradictions chnaracteristis
of ironic Mnla ara miaging. Yo twn atjanent teles have
ironie Yodes nf narration, and tha non-ironic narratives
that are intarsnevsad serve to emhasize the othars, Chris-
topher Twink tells "Enfrsy fatchal and the Parssen and Clerk®
and "Ahsent-¥i{ndadness {n a Parieh Choir,” the fourth and
gixth tales, yesnactivelv, and only one other instance of
ironic Mode of narration has gone before him--the Curate's
*History of the Bardcomes,” which {s the second tale in
ths saries, Just Defore Twink's firat tale, the ragistrar
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tells "The Superstitious !Man's EZtory," in a straightfor-
ward and aornewhat depressing manner. YVhen tlie traveller
remarng that the storv was “"rather mslancuoly,” Twink takes
the remark as justification for the reollicking type of irony
he is cajer to apply.

In Loth his stories Twink uses a corbination of Im-
personal ané felf-disparajing Modes; I will treat these
two tales separztely in sone respects and 23 a related palr
in others. 7he greater part of Twirk's narration iz spent
in Iupersonal “ode, with the irony consisting merely of
a contradiction Letween what he says ané what he means;
changinag occasionally to Sel®~diaparaqing l.0dc, he will
acd a sudden, tewporary pretense of innocence, and the con-
flict then exlsts betwszen what he sayi, what he means, and
vhat he pretends to sean. Slightlv more corplex than Im~
personal in tLis addition of a third contrasting eleaent,
£elf-Cisparaging “loce 13 a2 &ifficult one for an autlhor to
maintain for prclonged periods, and Hardv uses it with Twink
mainly for variety and erphaszsis. LEBoth these Moles show
an ironist {n close contact with his subjects, and at an
intermediate distance batween the detachwent of Dramatized
¥ode and the victirmized immersion of Ingenu HMHode,

Hardy packs the first paragraph of "Ancdrey Satchel
and the Parson and Clerxk®” with indications of the ironic
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éistance, point of view, and character of the narrator.

The first irportant clue to Twink's charactar and {ronic
¥ola lies in Tarly's choice of nare for Wix," "Twink” gug-
cests the "spark o svrlued® liveliness™ (LiT, ». 21%) 4n
the ey, and is alse vervy cloze to “tvit"” vhich hints at

a tendanecy to humenrnus lecention., Alse, althoush the pun
is very “roa?, “nr* al=most provably reant the occumation
of "naster-thiatcher®” to intlcate Twink's pronansity for
“topping® anynne nlse's story ("storey™), as well as to
place i~ In an scrupntion sultable for seciny wide stretch-
es of the landzcane, and for being habitually at the top-
most level n” any situation. DNardy repeats thlae placement
of Twink by the position he takes in the van, in relation
to the other passangars: hn sita *in froat of the van" (which
cores to reprasent 11fa or the jonrney o” 11fe), and not
merely on 1t, 9ince his faet are outside. Obviously, the
rastaer-thatchar doas not rellgh beiny Borne passively aloag
in the wvehicle, and {1 raaly to disrount, 1f neccssrary, and
stan? on his o two €ret, Tis alertnoss 43 alszo siomi-
f£icant, his attention's having been directed "a long way
ahead,” and "mainly upon small objects” duriny the jour-
ney thus far (LLI, p, 219). Hardy thuz arphasizes that
Twink 1s keenly aware of what lies ahead of, beneaath, and

around him, Certaln enough of his grass of reality that
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he can afford to scrarble it for others, ha inlul~es in
a bit of harrless falsifying, for the shear fun of it.

The fun begins vhen Twink as's {"schiroling Yirmel?
to a tona of actuallity,” ardy says), "'You don't know,
Mr, Lackland, I =uppcse, what a rum strrt that was hetween
In’rey fatchal and Tane Vallens and the pa'scon an? clerk
o' Scrimpton? ., . . Thelra was a queerer experlence of a
pa'scon and clerk than some folxs get, and rav cheer 'ee
up a little after thiz Jdarvness that's kean flunc over yer

'n2 Having thus bequn in Impersonal Mote, Twink in-

soul.
troduces elements of Salf-diaparaaing *o”» 4n his next re-
marks "'Thoug'. as it has rore to do with the pa'zon and
clerk than with \ndrey himgelf, it ou~ht to be told by a
tatter churchran than I'" (LLI, p. 222).

Trink speaks the Uessex dlalect and tlierefore quali-
fies as one of Vardy's rusticse, whor critics usually cred-
it with insidqhat lacking in the norn gsophigtic=tel charac-
terz. Simply, often crudely phrssed, th~ rustica' corrrents
nevertheless o stral-ht to the heart of a matter, with a

2Twink’s bantering tone, applicd to his su:jects of
religion and marriage, az an exawple of "strlistically-
signallsld iroay," walch duucke defines as deiny "any di-

vergence . . o from the stylistic level appronriate to the
ironist's subjact or his ostensible meaning o « « (p. 760,
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wxy aad typlcally dardyesque trutnfulaess. Io a blead of
tha dardy rustic's candour and Twink's own special iroay,
the narration includes botlh situational and verbal irony;
one type of the latter is caaracteristic of Impersonal MNode
and i3 nown as "vervwal purification Ly ix:onv."3 In this
wathod of defining a word Ly demunstrating waat it is not,
lLardy a3z ‘wink clarify the meaning of wmercy” bv making
a target of its abssnce: tae Parason anu vlerk in the story
are eager to join a fox hunt taat i3 boauinning near tie
village, but thev will not directlv admit thelr interest
in this un~priestly activity. Instead, they pretend to
be coacernel asout the confort of thie Liorses, wiich will
be stabled for weeks Jduring tha coring winter. Javing sad-
dled the mounts and ridden off in different directions--
supposaedly with tae conpassionatu purpase of exercising
the animals--the larson and Clerk soon meet in tie chasa.
#iding alde by side at a gallop, tuay resuwe tae conver-
sation aboul thelr kindnass in exercising thae horses:

"4 porciful man is merciful to nis beast,” says

the pa‘'son. “Lae, heel” savs the clerk, qlanc-

ing sly into the pa‘'son'’a eye. “sHa, nal" says

the pa'son. . . e sees the fox brsak cover .
. (LLI. Pe 226)

3ulenn W. Batfiald, Henry Fielding and the Lancuage
of Irxony (Chicago & Londoni iue Univeraity of (hlcago Press,
19%8), p. 217.
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Twink later describhes the horses' axhaastinn aftexr the hunt:

Helithar the pa'son nor the clerli knowad how they
wara geing to [g.t liore], for their Yra3ta were
wall-nigh tired down to the ground . . . (LLI,

D. 22r)

The unfortunate fox also comes 4in for als shars of the clerics'

brand of coupassion; Twink contiauas:

't latt, late in the day, the hunting came
tc an and Ly t:o fox ranalaz into a' old wonan'j
cottece, ur Inry he tarle, an? up thr clect-casc,
The pa'son aal clars wara asocay tae firat in
at the Irath, their faces a'staring in at the
0ld wowaa's windarxr, and tie cloch atriking a3
Mo '3 never Laav hearl to strik' hefore (LT,

p. 229).

vithout a hreak in the play®l tone of the narrative, MNardy
has accormlished® an altogother serious purnose 11 shoving
risanplicatinn anl risunderstandineg ¢ "=>rev,” an® in mak-
in~ tar~ets nf cruelty anl hynoncrisy,

~haracteristic of Twink's 1ronizinc ia that 1t akounds
in tarqgets an?® in victire of the taraets, Tho only aen-
uine victirmizations in Twink's {ronv arr within hisg

4rh11 anocdnte of the huated fo4'3 Liding in a clock
ia another instance of Tardy's ironic usa in literature
of events from lifa. In a July 1380 entry 4in Zarly Lifa
he noted:s “"Lox? Portimouth made his ghinner-in te§1 Trma
the story of tie uunted fox that ran up t32 olld wouan's

clock-casa, adding corrotorative words with much gravity
as the story proczedud + . " (p. 223).
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narratives; although he ss2eka the hu~ourous victirmization
of his fellov-passenjyera, ingofar as they will believe his
fahbrications, Ye foes not succaeed in victi-lzing tham. The
carricr's whispernC warnine to Lacklanl that "Christopher's
stories 111 “ear pruning” (LLY, p., 221) irlicatcs that
Twink 121 found victi-s ther:alouts in tle pest.s The pas~
ganqgors never-the-leas insist that he tell the story of
Anlrey Satchel, evilonce that s victirlzationz have not
cau32l an excess of griaf or &isillusion-2nt amvony the com=
pany. ardy inficeatnsz that Twink's »resant listenors are
too wary to hecomne victirs of his irony, an? thet Twink
€o2s nct go out of "is way to victirize the . Tven the
victims -rithin the talas Twink narrates arc victl-s not
0% iz ircnizing, but rather, of the tarqete of 1is irony,
That i3 to say, Twink's stories mwako tarants of first, the
goclal attitulng toward "rcesnectalility” in the relations
betwoen the scxes, and second, of the inafficacy of the
local cleryy, an? its poarpatuation of the corrunity's

SIn 1823, thae yearxr Lifa's Zittle Ironies was puLlish~-
ed, ilardy wrote a poew in walch tie local prankster, Rit
(Christopher) owink, tclls @ Jowan Of Ler wusband's caeath,
T™Ha woman knows Twink's nature s$2 wa2ll that at first ghe
doas not selieve hii, even on 30 serious o Latier as Jdeath,
She says, *~~'Ha, ha--go away! ‘'Tis a tale, methink,/ Thou

joker Xit! laugled sle./I've Luown thw2 .30y a your, it
Twink,/And ever hast thou foolad mel'" (From Collocted Poens,)
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distorted values. Andrey Satchel an? Jane Vallens are shown
to be the victias of bhoth targets: the bride-to~be 1s far
edvancal in pregnancy, aal the Farson, walle comenting
gyrpathetically on ler conditior, 3elé-risl.tao0asly refuses
to marry the coupl. vwiile L. ,rco. is Uipsy. .o brids
tearfully esplains that 1f “adrey Jdoesn't cowe drunk to
the alter, tian "'L2 won't cone at all'" (LI, p. 222);
anl her plea neithor surprises the Marson nox roves hin
to chanje his dJeclsion. Though fully auare of the groom's
lack of fecelin; for her, Jane nevertheless suuscribes to
the opinion that any .arriage is better than none, anl she
happily anticipates the cercmony's transzforiing pover to
"make “er one with Nnlrey for the rest of her life,” as
Twink wryly phrases it (L.I, p. 221). Anxious to avoid
Lhar ful cormunity goazip-~-the pra~-marital preqaancy is tol-
eratel 30 lony as a vedling preocades the actual birth--
gha looks “calm and s1iling” once tli2 marriane is perfora-
ed (LLI, p. 229). Because of the preqnangy, ‘ndray and
Jane become the victizs of sacular and reliciouvz custom,
Even toward his targets, however, Twink exhibits a
neasure of lenicncy, taking a tolerant and amuszed view of
gin behind the pulpit as well as sin in the congregation,
lle closes his first narrative with a rewark, in fact, that

injects an ambigulity concorning his own rmorsl and soclal
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allegiances, aving shovn the liscrepancies in attitudes
tovard marrizage, religlouz zuicdance, and "decency,” dis-
crepanciaes that cleurly 1. ply the enforcced curziony to be
a nistalze unworbtliy of enliqhtened people, Jswin't ends the
gtory vilh thie uiu.poctal olisarvatioa Liat "' '".i3 true
shie savel lLwr nae'” (LLI, p. 237). “Tho effuct of tails
remar: is one of skillfully-ianagud arbiguits, anc whether
it is ™Midni's irony at the passengers' cxpense, or Lardy's
irony at ™iink's e:punse, i3 L .possille to deterzinz, In
either case, an? bacause of th. elanint of doubt, this ironie
surprise i3 certainly at tla reader's expense. The enter-
tainnent value of the entire narratl-w is aigh, all the
tore since the reader i3 not asked to weliht and ricagure
l.oral issuces of tue Jdiscrupancias Letweon the "sinners'”
actions and the standards of their church or cormwunity.

The sa e tonc of tolerance aal ha wur characterizes
Twink's othar atory (thie sixth in t.ue sories) ""lLient-.iindadneas
in a Parish Choir.” Tho "lei3sex playexr:, ovr local _Luire,
appear fruquently in :lardy's poe.s, novels, and stories;
this tale relates the blunder that occasioned their dis-
nissal aszs the Longpuddle church musiclans, Lxhausted from
playing for Chrxistmas fastivities in ¥Woisex houes, the play~
ers fall asleep after drinking hot beoxr—-and-whiskey to keep
wvarm in the {cy church. The church i3 dark and the
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rinister's serwon lasts till ani;itfall; wakened suldenly by
tha minister's order to bajin playing, tie Cholr think them-

selves at a Chriszt.as dancu and beyin a luity renlition

"

2~ -
rs

o e Tevil a cng the Taylors." Twinl introduc.s the
stoxry vith a frrro of verbal iroay Lno n as "bla.dng in order
to praisa™ (v.ch., p. €7), Ji0a he says, "', terrible scrape
'twas, too -wasn't it, Toun? I shall nev.r forget it--
nevert! Juzy lcst their character as offlcers of the church
a3 co. pl2te a3 {7 they’l navwmyr hal any character at all!

s + » she raster-thatcher attontimly rerar®ad past tloes

a3 Lf they 1lar aleut a mile off, an? went on . . " (LLI,
pp. 232-233)., The saic target appeare in this story aa

in Twink's “irgt storv: a mild and wielly corprihansille
hypoerisy tast sprin e fromaa's Liperfé-ct ualirstaniing

of the natire of ovil., Twin%t duscriles t'.e all-too-frequent
tendency €9 want to appear better then we are, an' at sope-
ona else's spense, when e repsats the 5qaire's denunci-
ation o® the players: " ., , . he was a iclelish nman, the
squire was, thoujs nov for oncs he z,penad to be on the
Loxd's gide ., . ."'not 1f the Angels of lleaven come Jown,'®

ke says, 'shall onz of you villainous plavers ever sound

a note in this church again; for tho insult o me, and my

fanily, and my visitors, and the parson, and God Almighty

[not least among Hardy's ironies here is the squire’s lisgt
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of nrioritias] that vou'lva a-narntrateq thia afternonnt*®
LI, P, 2385-236) ., Twink evonarates tha cleyrmr, this time,
by admitedan, * . ., . Thn natann rinhd hnen faved tad tewm

e o o Bu* thn gruirs 1A mak Thad vare waael ha eant

for a MHareall-parcan Ahad vAanl® nay PuacanSotitanty new nealm
taneg, 7o ava~t and nerticutar shab, havayne ginfnl vey
wat, von enmlA n¥nvr anthing Wik ngalm tamine vhatasmavay,

Fr Matl a raallr regnackahla wan &4 tvrn the winch, ane the
014 nlavrarg nlsrast o rnra® (YT, n, 238), taale, Twink
has aiwe? Rig {raning 3% qrcinl and walisiona arttitnieg,
fin shovs that enllectivwely, nananls fAromlinte yvlag that
they cannnt annly v 113iviAuslg;y tha flay lilag nat in the
paonla, hut 11 the Alqmreanancy bntwaan callortion asnira-
tion and {ndici M)l anliration, therafavwa, "Mie Algrrep-
acer Lg ™yinkts Sarent, an? vl oharanstevs, tha victime
Of thn tarrss,
mrink's taleran~n an® wmatarabion tever® hia anhiace,

tupical n® tha Twmeresnal “ata, are areamnmaniad by athar
chara~tariaticg of +hia vala Macke neoeg, in atd{tion

to tha device of "Hiaring in ordsar to nraizsa” rvacently men-
tione?, the y2lmte® {raning of ®praisinag in order to Hlame,"
and ®inanpronriate or irvelevant pralae® as belonaing to
Irmersonal *ds (np, €7-62), Fardy cohinee all three of

these dovices in Twink's narraticn, az, for axample, when
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Fa'son Toogood esipressas reaorse at having nejlected the
eugagel coaple locked in the churci:"''Thy the hell 2idn't

I rmarry 'e., druul. ox sowerl' (ia'sc.us us2l to cuss in them
€avs likae plain l.ocnest aen)" (LLI, p. 227), Innu2néo and
irony Ly aualogy also indicate Iupersonal .cl., 2 sev-
eral instancaes cf these twe devices occur ia iwink's two
stories. MAa exaiple of innuendo iz in uis Jdescrintion of
Jane vallans' advaacel prognancy, w.aiic) e reflers to as
"Lodily circu.staaces owing to taalt youn, man [2nlray]”
wio.a sha 13 about to marxry (LLI, p. 227). Iwo exaunles

of irony by analogy have to do with tie covbination of ra-
ligicn and wmarria.e, and witu the "traoned anizal” irace
that larly so oftan erplovs in connection withi a vassage

on rarria,e or religion. When Ta'son Ios3001 rofuses to
rarry the coupls aal tells Xindrey to "o Lon3 and get soberi®
Twink says the Fa'son *slapped the Look toyether like a
rat-tran* (LLI, p. 222). Vhen tue clurc.-toor Jdoor is
finally opened, Jwink savs, " . « « 1.0 ellatcly poor Jane
and Andrev Lusted out like starved mice fre.. a cusboard”
(LLI, p. 228).

Alternating with his uszse of Inocersonal Hode, Twink
utilizes S2lf-diasparaqging !"ode occasionally, a3 in his re-
mark, " . . . a better churchman than I" (LLY, p. 220).
Muecke admits, "It is often difficult and not alwvays
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profitahle to trawr a line hatrman Imnersmnal and “alf-
Manaravin~ , , " (». 87), but somn falrly clrnar {nstances
cf Cnl¥-Aizyera~in~ "nis nan e clted {n ™ Ve narretives,
7oy avarmla Yo 7] andBantey al{fL frac ek amnears to
hn an nvrartinaa qeeant, B sfink annea ke bha tha paneate
dne A% Yaqraasr- 0 the wlan wan At s a0 ae thay
vore mareiad Ahae vantA matia ot a3 AL L, L, L N1, some
f0lk3 nnticad sXad Andray 17altad ity rathar warhling steps
to charah Fak maratae oL " (TR, nL 227). Tha il
cation Minve {1 that AndAwar wan Ayand and shat ik ha4t
vitneste?t s "R 1ina® gtroll o chwurch, but that ha wishe
€1 to nrnten* “nAvacrta rerutation., ™ie {renist thus ia
a“lz %n raYa an acragation withont Heine~ Ylianle far the
conramienaat a? Zla accuzttions he {3 alen ahls &0 hin:
that he {2 Son woinas £ £e0)) A1) thet ks ko3, "he in-
vulners™11itsr an® ~ach hamilitr of this o2 annia amnear
In TrHinkts Aaclai~ny 02 Nncring vinthav the nramant bride
W13 Ao 0 he ~arrerine at lant: T, Y4ag vith 4 oy~
11 comienaner (e gnvr) that she, rrith Anfrevy and his
brother an? giater-in-law, marched off 20 ctar~h , , .*
LAY, n. 221). ™his chanre of Mofs gervea to a?? variety
to Twink'e narrntive, as a nomantarv departure fyom wvhat

nithe otherwiae snem ton consiatent a stvie,
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In asaigning Impersonal anl Self~Clsparaging :lodes
to "rustic” Cluristovier Zwink, Lardy has takcen the read-
er clusa encugh to 1i7e to sce ity corfliciing lavels clear~
ly, yet aas lept the reader far enou a arait froi. the con-
flict to re..aln cojoctive. Jitaout weitin, involveld in
1ife's Jilciuaz to e extunt ol risking victiidzation by
then, wwin: reprcgents a roderate anu svipatucetic close-
nas3 Lo uuwranity. .Jdovwe makes a generalization that cerx-
tainly staads in tha case of christopher Twink and his nar-
ratives: "Vessax pruviles sarldv with a tentative or usa-
ble nostalgla, Lut he saldou apprcacaas it witiicut a com-
plicating firouy. . . our criticism gavs little aLout the
rances of veice that dardy's irony can accoruodate. Lardy's
drony i3 nlld and affectionata, and what allows airn to main-
tain it toward the very world elicitinag hiz nostalgia is
that this worll is utterly Lis owa" (pp. 4C-46). Jhe “ranges
of volce” In .winh's ironias arise iro- uis wctacwent from
1ife; that hisz iroay i3 "rdld and affrctionate” iz lus to
his involverent in it. This Lalancoe between the two ex-
treixes is the view of reality that Larly qlves us through
Twink's narrative Mode,

I'ardy describes an entirely different resality through
the Curate's Ingenu 'lode, in showing life as it avpcars

to the ironic victim's myovic point of view, EHEardy first
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establishes tha Curate's lirdted reliability, then proceeds
to have Wi, narrat2 a gstory consistant with Victorian mores,
in steroiyped "clirical” laayaaje--"IL2 .distery o the ilard-

v

CO. &8, If the roawer 1is3a3 Lie facl thil t.2 Turate is
rot a rolicl 1: narrator, thes bl 3tsr;y 200 8 fFlot, taa
narration pointloL,, Jor lar: vorlLoel irony i3 alront en-~
tirely 1isziny, 2.7 situatioral fror r trit: ar? preicta-
tle,

tarly oi+23 o ain clies t2 tie Curate's unrelia-
billity as a narroeter; tha first is throust a rhietorical
Cevice containe? {thin the teut of "7 ™o lrusted Thar-
acters,” the s~econd, by a 3v-Lol that 15 falrly obvious
but that neels sunport froir another wor! of thie author's,
Eot), cliuc3 are ¢ Joctive, coring fro infHrecation contain-
el within the Tru.e. The eorliest gli.maes of tha Curate
co.es jast nftar the carrier aszlexrtq, " . . . he ouit to
be purctual . + . "0 he's not lLier2; anl a serious old church-
rinister he out'it to L2 as qood as i~ vor™" (LLT, p. 130).
T0 e~»hasize a charactaxy's responallility for truthifulness
rather than his renutetion for it ralses s%esticism in a
realer, and this cleric has falled tn %eap his worl to be
on tine, sSiwnmificantly, he is almoat left behind when the
van doparts punctually, Wwhen he Jdoes arrive, Hardy describ-

es his sppearance in terns of the sun's rays reflectad from
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6 A L]
his spectacles and thus provides a thurbnaill sketch of
2 near-sigated late-co. er of whor clear vizion and lead-

ersiip arc uevert.clea.s vipected, Lot .0 18kt 43 de-

eye jlossed io also sinificant; t.ds all to faulty vision
cbicures raJher Lhian clarifioes.

The roader w3l fwneliately recogulze that the Tarate
Llindly ignores or camnot sao tie faults an’ weysardness
of Lls parisiidoncrs, and taat Le tucra2fcre has little chance
of Lelping ther cverco.e thelr problu. .o, otl.crwise, the
gtory lcses 103t of its ironic frpect. Javortheless, iron-

1cs of situation and of outlooh exizt in t.e story, even

A

witiiout the presence of an ironic "olc of narration, and
wiql.t vislead a casual reacer into thinlinc that nn larqgar

ironic cast exnists. .Le Jurate's plot very Lricfly, is

5 ,

vlym Yeobriqat, in sardy's wtuwrn of tie vative, also
wears thich spectacles. Like the curace, oiv.. aad oiCfi-
culty accupting any but tue wost ildualisiic views ol auuan
behavicr. Jean 2. Erockz ceonsiders t' ¢ gunactacles a syo
bol of Clyw's lack of iansiguat. oS says, ' lyw's trouv-
les spring fror. his fallure to resvect thae laws of physi-
cal reality, 4is Llindness leé booi a wacaral consaeguence

£ igqnoring phvsical strain on his eves, a sirplification

of the modern couwplexity of lile waica denica ale 'any .ore
perfect insizht into the conditions of exlastence,' and a
Cowplex poutic sy.bol vf tue [lgurative Lliandacss « « o
From Thonas Lardy: The Doetic Structure (Ithaca, New York:
Corausll Cnlverxsity rapervaciks, 1371), ppe 132-16G.
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ey, thev “parn A ang ore? 0f nasy nttrr's graathnarts vhen
they ~w~vamn masinnvsg in £ha paterv 0F 1 Tante at Tony
Mgl enaF M na aqpr s, ™ier rarrer ths nartnery 07 tY1ag sce-
AT Malns and maba tha mart 0f Lha marriaes~ for tyo years,
e Ml ant ftara e far o cye =17 gt Aparm ak Tnma,
lravineg a ~riforr am? 2 wiforar, "ithin 2 voar 2?2 4alf,
this Bavanra? ~naales saryrr, an?! Bt Ak 1ha9* pnn n® tha
ori+inal onqarnmanes {4 MI7{11aA,

Tvan yithant £ie preganee of an fromio o' 0f nar-
ration, th» i+ nies arz sarere2t Ir the 3%, a3nacial-
17 in tha Sanme-1ika sattart of the »lox, “ichar’ Carnen-

tavtq anrisnt M Tar¥rta canaral gra 0f attuatinnal irony
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can be aptly applied to the Curate's ltoryy7 Carpenter says
that Hardy levels * ., . . strong focus on ths ironic nexus,
the point at which Chance (conceived as Fate) and time cross,
the ‘'convergence of the twain' in the broadest sense, . . Yo
writer in English . ., . was more keenly aware of the funda-
mental, metaphysical irony of such convergences" (p. 177).
8uch ironic outlook is present in the Curate's quiet evalua-~-
tion of the couple's drowning, when he muses that, "It had
been their destiny to die thus. The two halves, intended

by Nature to make the perfect whole, had falled in that
result during their lives . . .* (LLI, pp. 214-2185).

7Roy Morrell notices, as 4id Carpenter, the patterns
of convergence and divergence in Hardy's situations, but
Morrell stresses the "choice" and "re-choice" suggested by
the pattsrns, asserting that Hardy shows his characters'
refusal to treat life as anything other than a game, and
that he “concentrates . . . upon the one area of blame
(after having racognized man's essential goodness]: man's
lack of will, his taking life too easily, his imagining
that it {8 the kind of trivial gawme where the playars can
afford to 'act like puppets,' to be 'so contemptibly un-
avara'® (p.l166). Morrell also discusses this "refusal to
act® in a passage from Dasperate Remedies in which the "en-
croachment of nature® battles the human will, The heroine
is debating inwardly, he says: "'S8hould she withdraw her
hand? No, she could not withdraw it now; it was too late,
the act would not imply refusal. She felt as one in a boat
without oars, drifting with closed eyes down a river--she
knew not whither'* (p. 102).
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then the view of an unreliable narrator, such as the
Curate, is suporimposed on the story, the irony increas-
es, but raverses direction, Rather than showing chance,
time, destiny, and nature as the controlling forces, the
tals show the results of hunan dacisions made caralessly
or in haste and blamed on fata., My own opinion is that
Hardy meant to emphasise man's ability to choose: the couples
in the story aventually realize that their first exchange
was made in the excitement of a dance, and that "people
gat quite crazy in a dance, sometimes” (LLI, p. 209).

Although they admit their part in this first instance
of naglectad responsibility, the couples do not seem to
recognize a similar situation when Steve and Olive drift
out to sea in a canvar the Curate relates how "'The Heed-
less pair afloat now formed a mere speck in the films of
the coming night, which thickened apace, till it complete~
ly swallowved up their distant shapes, They had disappear-
ed while atill following the same straight course awar from
the world of land-livers, as if they wers intending to drop
ovaer the sea-edge into spaca, and never return to earth
again'® (LLI, p. 211).

Hardy thus shows (and even tha Curate realiges, to
an extent, the elemant of choice--he calls the couple a

*heedless” pair) that careless, arbitrary choices are
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sonatines made, and sometimes no choice at all is made,
and the characters then drift, what is called fate or des-
tiny is therefora usually wrong choice or refusal to act,
When the Curate refers to the marriages and deaths as "des-
tiny" planned by "Nature" or as foliling "Nature's plan,”
ho 48 filling his Ingenu role of being unaware of the true
nature of reality, and of being a victim armong other vio-
tinsg,

Once the Curate's Mode is sstablished accurately, the
tale assumes a more solid artistic merit, Por example,
the couple left on the shore during their mates' cance ride
make (according to tha Curate) utterly inane corments about
the attractiveness of the couple rowing the cance, They
continue watching and saying such unbseliaevable things as
"' 'Tis a pity we should have parted 'em,'" (ILLI, p. 209).
If tha Curate is taken as reliadbla, the plot is ordinary
and the dlalogue insipid, with the readar seeing the coup-
le on the shore as victims of the most obviocus self-deception,
The irony then is too shallow to slicit much response, one
way or the other. Howevar, when the Curata's Mode is rec-
ognized, several pathetic victimizations becowe apparent.
First, the Curate deceives himself about the motives and
dasires of his parishioners. Second, his corrosive poety
blinds him to the real needs of humans who make stupid



4.

choices and then need help in understanding and changing~-
help which he cannot give because he cannot ses the need
for it,

Summarizing the Curate's story in terms of literary
value, I will have to say that the tale takes on depth only
if the Ingenu Mode is clearly understood to be operative,
If Hardy meant to show reality as it appears ¢to the vioc~
tim of irony or of appearances, then he succeeded so well
that the reader narrowly escapes victimisation along with
tha Curats and his unfortunate parishioners, Hardy cer-
tainly demonstrates an understanding of the victin's view-
point, reprasenting it so faithfully as to occlude real-
ity almost entirely. As Twink's stance was alongside re-
ality and contradictions, so the Curate's is bensath re-
ality and ironic discrepancies.

The last ironic Mode I will treat in the separate tales
projects its narrator far above the contraries and confu~
sions of existence. The aged groceress tells her story,
“The Winters and the Palmleys,” in a Dramatized Mode whose
remota stance reduces all human activity to {ts simplest
patterns, Muecke descoribas Dramatized Mode as balonging
to the cosmic ironist, and Hardy's delineation of this nar-
rator's character relegates her to such a category. Hardy's
first clue is the symdolic placement in the empty van: "At
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twvanty minutes to four an elderly woman places her basket
upon the shafts, slowly mounts, takes up a seat inside,

and folds her hands and her lips, S5ha has secured her cor-
ner for the journey, though there is as yet no sign of a
horse being put in, nor of a carrier” (LLI, p. 189). The
fact that she has no othar title than Hardy's description
of "aged groceress,® that she occupies the van before guide,
driver, or power for the journey arrives, that she is silent
and still, suggest further her cosmic dimensions, She is
the only passenger who recogniges Lackland, the stranger,
and she bases her recognition on her memory of his father,
gona from Wassex for thirty-five years., After greeting
Lackland she falls silent, remaining quiet thereafter until
he asks about his 014 acquaintance, Mrs, Winter., "Nobody
in the van seemed to recollact the name" (LLI, p. 236),
Hardy writes; at this point the grocaress speaks, "'I can
recollect Mrs. Winter very well, if nobody else can'" (LLI,
pP. 236). Her next two remarks hint at witchcraft; she first
denies having much knowledge of the causes of Mrs, Winter's
woe, saying meraly, "'It had to do with a son of hers, I
think I once was told. But I was too young to know par—
ticulars'® (1LLI, p. 236). Then she suddenly begins remem-
bering, and not just the bars outline of the story, but

the minute, particular details she has denied knowing at



56.

all, In describing her act of memory, Hardy uses a sig-
nificant figure of speach suggesting superhuman powers:
"The groceress sighed as she conjured up a vision of days
long past, ‘'Yes,' she murmured, ‘it had all ¢o Qo with

a son'® (LLI, p. 236), 8he seems to bs receifving her in-
formation through a magicel source, on the spot; even her
diction that should by richts be the Wessex dialect, is
correct, polished, and poetic. “'To go back to the begin-
ning--4if one must . . .'" she introduces her story.

One of the characteristics of Dramatised Mode {3 that
it presants situations c¢clsarly enough that the reader can
see them as indisputedly ironic; in this Mode the narra-
tor should never have to point out the {ronies, and Hardy's
technique hers is flawless. In language so icily objeo-
tive that the entire tale seems to be viewed from a great
height, the grocerass in the first four short paragraphs
tells of two marriages, two deaths, a dankruptcy and an
inadvertent murdsr. The description of this last avent
reads like a medical report; the groceress says, "'Well,
in some way or other--how, it was never exactly known-=-
the thriving woman, Mrs. Winter, sent the little boy with
a message to the naxt village ona Decenmber day, much against
his will, It was getting dark, and the child praved to
Pa allowed not to go, because he would bs afraid coming
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home. But the mistress insisted, more out of thoughtless-
ness than curelty, and the child went, On his way back

he had to pass through Yalbury Wood, and somathing came
out from behind a tree and frightened him into fits, The
child was quite ruined by it; he becama quite a drivelling
i4iot, and soon afterward died’'" (LLI, pp. 238-239)., This
utter lack of emotion persists throughout the groceress'
story, as, for example, in her explanation of the lovers'
bone of contention-~Jack's poor penmanship. "‘'Jack Win-
ter's performances in the shape of love-letters quite jar-
red hoy [Harriett's] city nerves and her finaer taste, and
whan she answered one of them, in the lovely running hand
that she took such pride in, she very strictly and lofti-
ly bade hinm to practise with a pen and spelling-book 4if
he wished to please her. . . He ventured to tell her in
his clumsy way that if her heart were more warms towards
hin she would not bhe so nice about his handwriting and spell-
ing; which indeed was trua enough'® (LLI, p. 239). This
warped set of valuas is merely stated; the readerx is left
to reflact on it for himself. The groceress gives so few
clues as to how the reader should fesl about the charac-
ters, that one finds himself assuming the same strange ob-
jectivity as the narrator. The resader notes, for example,
as from a distance, that although Jack is rejected for his
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handwriting, and seems to be suffering greatly from the
selfish young woman's narrow cruelties, he lsarns nothing
that improves his own values., “‘Jack was much affronted
at this, and deternined to go for the latters himself, He
chose a time when he knew she was at home, and knocked and
went in without much cerxemony; for though Harriet was so
high and mighty, Jack had small respact for her aunt, Mrs,
Palmley, vhose little child had baen his boot-cleaner in
earlier days'" (LLI, p. 241). Stuag by Harxiett's assump~
tion of superiority in education and training, angry with
hexr snobbishness, Jack yet exhibits the same condescension
to her aunt. He is hurt by Harriett's rejection of him,
but his behavier towards others is equally cruel.

The Groceress' almost photographic descriptions are
characteristic of Dramatized Mode, and her self-assurance
is such that her reliablility in unquesticnable; not least
of Rardy's credibility devices here is his hint that the
groceress receives her information through supernatural
means. In a passags remarkable for its visual imagery,
she says, "'At the dead of night he came out of his mother's
house by the back door, and c:acpihq through the garden
hedge want along the fiald adjoining till he raeached the
back of her aunt's dwelling. The moon struck bright and
flat upon the walls, ‘twas said, and every shiny leaf of
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the creepers was like a little locking-glass in the rays

o o «'" (LLI, p. 244). The groceress continues with a de-
scription of tha cart that brought Jack's body home, and

in this passage the auditory imagery is exceptionally im-
mediata:s "'All the parish waited at their cottage doores

in the evening for its arrival: I remember how, as a very
little girl, I stood by my mother's side, About eight o'clock,
asz we hearkenad on our door-stones in the cold bright star-
1ight, we could hear the faint crackle of a waggon from

the direction of the turn-pike road. The noise wvas lost

a8 the waggon dropped into a hollow, then it was plain again
as it lumbered down thes next long inclina, and presently

it entered lLongpuddle'” (pp. 245~246), Hardy evokes images
80 clearly here that the readar has the izpression of see~
ing and of hesaring along with the narrator; the narrator
herself speaks "not as one who remanbers, but rather as

"8 This is Dramatized Mode at its best,

one vho sees.
At the remote diastance assumed by the groceress, the
perspective is diffarent from that of the other Modes in
regard to the targets and victims of irony. Everyone in
the tele is a victim in at least one sense, in that for

all the plotting, planning, and execution of successful

aCallectod Poems of Thomas Hardy (Rew York: The Mac-

millan Company, 1972), pP. 497,
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revenge, everyone loses what he really wanted, Mrs, Win-
ter and ¥rs, Palmley both lose husbands and song; Harriett
Palmley and har husband are rejected by the neighbors, and
Jack Winter dies for a ¢rime he 4i4 not cormit intenticn-
ally. (That i{s, he took a box containing love letters,
and having burned them, was apprehendad by the constable.
The box, which was still in his possession, contained sav-
eral gold coins, though he had not been aware of their pres-
ence, Por the theft of the gold he was hanged,) Raeligion,
justice, marriage, class distinctions~--all come in as tar-
gots of irony. PFurthermors, the roader is left asking him-
self not whether the social and religlous values are mis-
placed, but whather they have any basis for sxistence at
all, Harxdy has succeeded in placing the groceress and the
readar far enough above life's ironies that the contrasts
and contradictions smerga quite clearly, and appsar quite
small, as small as the humans who atruggle among them,
Although tha entertainment value of this story is high,
and its form, meaning, and impact coordinated to an excap~
tional degree, the story's main contridution to “A Few Crust-
ed Characters® lies in its dopiction of an unemotional,
jampartial, and passive fate who mersly stands back, watch-
es, and makes no comments unless pressed to do so, and whose

ironie distance is 30 great as to make her omiscient,



61,

Bardy demonstrates, in the individual tales, that he
is familiar with many lavels of reality, with many degrees
of awareness, Furthermore, he involves the reader in his
demonstrations. By the uss of different Modes of narra-
tors he is able to assume four different and quite impor-
tant distances from the ironic conflicts of 1ife, This
ironic Mode exerts a constant, consistent {nfluence on the
types and degrees of {rony that emerge in each of the four
main narrations. Twink's Impersonal Mode gives a view of
an ironist who not only perceives dut also controls many
of life's inconsistencies--controls them in the sense that
he exercises a mild and humorous decait toward his fellow
pan., Furthermore, Twink sees and controls the ironies at
close range; he is involved in the lives of people around
him, familiar with their problems, their backgrounds and
attitudens, BHardy shows, through Twink, the moat intinate
contact the genuine lronist ever makes with life's conflicts:
perceiving, understanding, and manipulating them without
himself being caught up in them, When, on thae other hand,
Hardy wishes to show how reality looks to the victin of
li%e's ironies, he uses the Curatae's Ingenu Moda of nar-
ration, involving the reader in the victimization to a cer-
tain extent, The near-sighted cleric sees only the lower

level of reality in which he is immarsed, with an
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overvhelmingly confident unawareness of the existence of
conflict at another level., Because Uardy holds an unvary-
ing Ingenu ¥ode during the Curate'’s narration, delivering
no direct authorial indication of the Curate's unreliabil-
ity, the reader experiences a mild exposure to the victin's
own dilemma: what is the reality, here? The reader final-
ly arrives at much the same conclusion the Curate has
reached: ha must sift the evidence available and decide

for hingelf whers the truth lies,

From Twink's familiarity with and mastery of 1life's
ironies, and the Curate's immersion and blindness to them,
Hardy wmoves to the aged groceress' remoteness from and dis-
interast in them, The Drasmatized Mode ha assigns this nar-
rator traces the movements of the characters as if they
were participants in a gama: casual crualty to the faeble
or povarless merbers of the cormunity, unprotested traves-
ties of justice, whole spans of human struggle and dsfeat
are 21l sumarized in brief, trite phrases, Hardv removes
the readar to the narrator's distant position by this fac-
tual, impartial technique of descoriptiony he also gener-
ates in the reader a corresponding mood of inertia and &is-
interedness in outcomes. Hardy manages ¢to give an impres-
sion of mankind's goals as so transient and trivial as to
be unworthy of fate's attention, either to thwart or to
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facilitate. The result i2 one of cosmic boredom in which
the readesr participates, and Hardy has successfully illu-
strated his fourth ironic distance.

These views of the ironista' many realities are im~
portant in themselves, but they have further value, when
exarined in the frame's context, of halping to establish
Haydy's own stanca as an {ronic writsr. %hen taken in con-
junction with the genexal ironies in "A Few Crusted Char-
acters” and with the theme o0f alienation the traveler John
Lackland represents, they {lluminate Hardy's own relation-
ship to fronies in life and literaturs.



I1X. IRONIES IN TEE FRAME

The overall purpose of this thesis is to show that
"A Few Crusted Characters® helps Llluminate Hardy's ironic
philosophies and stance as an ironic writer. Chapter IIX
will examine the ironies in the frame of the series, as
thosae ircnies contridute to an expression of Bardy's main
themes and as they help to clarify his position in regard
to daeterminisn and destiny, especially.

Three different approaches are helpful in examining
the ironies of the frame: first, to treat the frame as a
story in its own right, one that expresses Hardy's themes
of alienation and impercipience (dardy's term for the ten-
dency to neglect the prasent time and place while antioci-
pating tha future or recalling the past); second, to uti-
1ize the frame as a base-~line for viewing the recurring
inatances of identical ironic patterns or treatment, with-
in the separate storiss, and for inferring larger ironic
stataments from these specific inatances; third, to see
the frame as a niddle distance in the overlapping points
of view, and to deternine from this position where the final

authority--the frame's own nerrator--stands in ironio
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ralation to his fiction, especially in relation to the gro-
ceress, his narrator who rapresents fate.

2s an aid to undsrstanding Hardy's {ronies, a study
of the frame's own story is less fruitful than one might
wish, An examination of its other aspects, its functions
as unifying and distancing devices, is ruch wore produc-
tive, One reason for the frama's ineffectiwveness as a story
is that taken alone, its narrative structure is relative-~
ly weak. then juxtoposed with the contente and authorial
skills of tha individual stories, the frame's fictional
elemants suffer still wore: the main plot appears frall
and diluted besida the force of the anecdotal and occasion-
ally alwmost mythic action of the individual stories, The
frame's characters, also, ars definad more in terms of the
stories they narrate than in terms of their existence and
interaction as characters in the stories; they are color-
ful and genuine as narvators, but as fellow-passengers in
the van they are stereotypad and underdrawn., Tha frama's
themas, as well, suffer from a general 1lifelessness by ocon-
parison with those of the individual stories'; Hardy's fa-
miliar and usually poignant themes of alienation and im-
percipience are greatly lacking in force and conviction,
hare. In such closa proximity to the vividly-dramatiged
themesa, in the tales, of devastating injustice, for example,
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or destructive sslf-deception, alienation and impercipi-
ence enerags as bland and peripheral, My second and third
ohbjectives in examining the frame, dealing with its func-
tions as a unifying and 1lluminating force, have found much
woxrs evidence of Hardy's care as an author, fHis opinions
and stance emerge clearly when the frame {s utilized to
correlate elements within the stories, and as a standpoint
for establishing Hardy's final authorial distancs from his
subject,

In spproaching the two thames of tha frame, I will
handle them in tarms of their saparats nanifestations and
thelirxr mutual resolution. Hardy's point hers, as it appears
again and again in his poems and novels, {s that these two
divisive forces are unified, ironically, by the final 4i-
vision of death, Alienation from one's surroundings and
asasociates, imparciplence of the present's opportunities,
converga and are rsconciled in Hardy's work--usually he
shows both survivor and departed as benefiting from the
raconciliation; 4in “A Few Crusted Characters,” howaver,
he deals only with the effects on ths survivor.

The primary theme of the frave is that of alienation:
the frame's protagonist, John Lackland, realizes that he
*can't ¢go home again.® Returning to his native Wessex after

an absencs of thirty-five vears, he arrives {n the market
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town just in time to hail the departing carrier van, ex-
plaining to 1ts passengers, "'I have coms down here entire-
ly to discover what Longpuddle is looking like and vho axe
living here. That was why I preferred a seat in your van
to hiring a carriage for driving across'® (LLY, p. 133).
Only one of the passengers, the aged grocereas, had known
Lackland'as family at all; everyone elase in the van is a
stranger, Although they begin, at his requast, to discuss
mutual acquaintances, the narrators soon becoma abgorbed
in their own stories and begin to speak of people Lackland
does not know. Host of those whon he had known are now
dead, as it happens. The carrier tells Lackland, as the
journey begina, *'Well, as for Longpuddle, we rub on there
ruch as usual, O0l4 Flgures have dropped out o' their frames,
80 to apsak, and new ones have baen put in their places'”
(tLX, p. 193). The carrier then launches into a narration
of an event thirty vears {n the past, rather than describ-
ing any of the "new figurea® in the "frare." Tony Kytes,
the hero of the first story, is still living in Wessex,
but the characters in the second and third storlies have
long been dead. Andrey and Jane Satchel, protagonists of
the fourth story, are atill alive, dut Andrey's father,
from the fifth story, is *'dead and gone, pooxr man, as we
all shall hal'® (1LLX, p. 222). Ewven the robust players of
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Twink's "Absent-Mindedness in a Parish Choir" have *'been
done away with these twenty year'® as a group. Mrs, Winter,
the "hollow-eysd” annuitant of the aged groceress! story,
is "'daad thesa five~and-twenty year at least'” (LLI, p.
236). George Crookhill and Netty Sargent, of the last two
tales, are probably still living, but were only slightly
known to Lackland. Thus, most of tha stories concern friends
of his who are now dead; when the protagonists are still
living, they are largsly strangers to him,

The tales of the past ocoupy tha whole journey; al~
rost {irmeadiately after a "lull in the discourse,” the van
enters the "long straggling village®” (LLI, p. 258), and
the passengexs are "dropped off one by one, sach at his
or her own door," the stranger being left to proceed alone.
By the light of the moon, he strolls through the village,
looking still toward the past, at "this chirney and that
old wall” (1LI, p. 299), until hoe reaches the churchyard.
His former friaends lie here, and hia allenation from the
living is completas.

Lackland's allenation is only part of the {rony in
the frame; Rardy's subordinate thera of ippercipience ac-
oompanies and supports that of alicnation, adding an extra
dirension and finally, a resolution, Wwhen Hardy uses the

term “inmperciplence® he refers to a somevhat complex
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philosophical concept; the tendency in peopla to reject
what 13 around them, to neglect the present in their 4rcams
of the future or their regrets for the past; Hardy's inm-
percipients live out what amounts to a total nagation of

the carne diem philosophy. It ia obvious, given this notion

of imperciplence, that alienation--heing out of touch with
others and with the presant--grows out of impercipience

and the neglect 1t accompanias. Morrell notices that EHardy
blanaes impercipience for much of one's alisnation from 1life;
Hardy shows, Morrall says, "the general wazakness of pra-
ferring the remote or the i{naccessilble, and daspising re-
ality., Rardy never tired of deploring the romanticist's
habit of *locking away' from the small but satisfying glow
of roal 18fa . , .'* {(pp. 144-14%). Although Lackland's
romantic remembrances have brought him 4{nto an alien eon~
vironwant, thae van's other passengers indulge in a simi-
lar 4dlsregard for reality that removes them to another place
of time and spacs, in elther the past or the futura. They
regard the past with an enthusiasnm conspicuously missing

in thelr consideration of the prasent, Even Twink keeps
his eyes focused on cbjscts ahead of the van, Imperaip-
ience, in one form or anothar, affacts every character in

the frame.,



70,

Eardy reconciles both themas at the conclusion of "A
Few Crusted Characters.® when Lackland stands alone in
tha cemetery, he perceives, Hardy says, that his roots are
not here, and that he would have to begin as a newcomer
should he choose to remain in lLongpuddle, The experience
of the journey, of hearing strangers speak of other stran-
gers, has bagun lLackland's percipience of his position as
an outsider, His moonlight walk through the village has
convinced him further of his alien status, as the "pecu-
liar charn” of the place is "lowared . . , by magnified
expectations from infantine memoxies” (LLI, p. 25%). The
final stage of perciplence comas when he stands among the
headastones in the churchyard and begins at last to "feal
himsalf anid the villagas community"s the complete unaware-~
ness and total separation syrboliged by 4death carxy alien~
ation and impercipience to their farthest extrermes, and
Lackland suddenly perceives his true situation. In desorib-
ing the outcoma, Hardy does not say exactly what Lackland
finally does or where he goes, axcept to note that ha leaves
Longpuddle and has not been seen for f1fteen years, Ap-
parently the foeling of belonging to a vanished populace
did not appeal to him any more than the faeling of astrange-
mant from the living €14, or a new beginning among stran~

gers. Percipience, and the positive action based on
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percipience, would seem to ba Lackland's solution, The

fact that Hardy does not elaborate on Lackland's ultimate
decisions and destiny secems to me to weaken the frame's
effectiveness; possibly Hardy means to indicate that am-~
biguity is part of existence, and is just another aspect

of experience. IXIf 80, the overall structurs of "h Few Crust-
ad Characters® is concluded satisfactorily by the two themes!
resclutions, whils the plot is not ended, but merely aban~
doned.

Turning from the frawe's theme and plot to its func~
tion as a unifying force ylelds more conclusive results
about Eardy's ironies. The frame is invaluable in providing
the reader with a means for integrating specific, individ~-
ual instances of irony and for inferring Hardy'a attitudes
fron these integrations,

Seon from the linear, ongoing narrative of the frame,
Hardy's ironies in the saparate stories join to form two
main categories: thosa that make statewents about social
attitudes and those concerned with religious institutions
and attitudes, 3By and large, the social ironles concern
invarted values, the shirking of responsibility, or the
inequities of civil law. The religious staterents deal
with the impotence of the church and with general misap~-
plication or misunderstanding of religious doctrine,
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Harriage is one subjact in the ironies that doals with
diatorted social values and the avoldance of responsibil-
ity. In two different instances Hardy dascribed young women
a8 going to a great deal of trouble to contract for mar-
riages that they later have reason to ragret, Here Hardy
seems to be illustrating an 1dea he had expounded in "Can-
dour in English Piction”"; "Life being a physiological fact,
its honest portrayal must ba largely concerned with, for
one thing, the relations of the saxes, and the substitu-
tion for such catastrophes as favour the false colouring
best expressed by the ragulation finish that 'they married
and were happy sver after,' of catastyophes based upon sex-
ual rolations as {¢ is, To this expansion English soci-
ety opposes a woll-niglh insuperable bar® (Orel, pp. 127-
128). 1In the two stories in question, the two “catastro-
vhes® disguised as marriages were not dismissed with the
conventional "happy ever after® phrase. The first marriage,
in "Andrey Satchel and the Parson and Clerk," took place
with the bride's expecting a child momentarily, and marry-
ing in order to "save her name"; after having been locked
in the church tower while the groom sohers up enocuqh to
satisfy Pa'son Toogood's sense of propriety, the couple
‘ finally marxy, the bride looking "smiling and calm forth-
with, and Andrey lirmper than ever" (LLI, p. 230). The
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narrator, Twink, ends the story with Lardy's realistic sub-
gtitution for the "happy ever after® falsechood: "'It was

a long whilas baefore tha story of what they had gone through
was known, but it was talked of in tire, and they themselves
laugh over it now; though what Jane got for her pains was
no great bargaln after all'" (ILLI, p. 230). The second
“catastrophic” marriage, in "Netty Sargent's Copyvhold,”
involves a young woman's determination to save her uncle's
property from confiscation. In order to get a husband,

she must own the property--otherwise, the young man has
Ceclared, he will not marry her. Befors the transfer can
be signed, her aged uncle Adies, and ghe props up his corpse
and guides the hand in a signature, to make the walting
clerk think him still alive. The ruse works; she keeps

the cottage and land, and gets her husband, The narrator,
Mr. Day, ands the tale with another of Hardy's {fnversions
of the "happy ever after” phrasa: "'Two years after they
vere married he took to bheating her--not hard, you know;
dust 2 snack or two, enough to set her in a terper, and
let out to the neighbors what she hed done to win him, and
how she repented of her pains'® (LLI, p. 238)., Having re-
sorted to different variations of the "tradition of deceit®

(Morrell, p. 20, quoting John Holloway's The Victorian Sags),

both Hetty and Janae secure husbands in a socially~acceptable
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Victorian way: this view of marriags sawv men as antipathet~
ic to the idea of wedlock but vulnerable to the charms of
women and/or property. Whatever a woman had to resort to
in order to make the prospact of marriage attractive enough
economically, sexually, or socially was looked upon in the
"tradition of deceit” as perfectly justifiable, since mar-
riage was a necessary, holy, and honorabls condition. Any
trick, from wearing a false hairplece to getting oneself
with child by one's heloved, was condoned, go long as mar-
riage was the objective. Hardy hare shows the lengths to
which the tradition could be carried, and he furthermore
shows the results of the marriages thus made,

The shirking of social responsibility, Hardy's sec~
ond ironic theme, involves the irrational, erroneous, or
impulsive choice of mates~-a choice that is later blamed
on destiny, in many instances, A comic example is that
of Tony Kytes, who, unable to decide which of three for-
mer sweethearts he wants to maryv, proposes to each of them
in turn--within the hearing of the other two. Speaking
of Hardy's themes, Morrell uses the terms of "choice" and
"re-choice™ and uses Tony's fickleness as an example; it
is, he says, a hunorous treatment of a serious theme-~the
absurdity of such "re-cholces" based on impulses of the
chooser's exaggerated value of what he has rejected (p. 146),
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The mers fact of "ras-choice" is not the final irony, how-
ever; Hardy agives another twist to thae story: when the first
tvo young ladies have refused Tony and have stalked indig-
nantly away, then " ., . . there at last ware left Milly

and Tony by themsalves, she crying in watery streams, and
Tony looking like a tree struck by lightning., 'Wall, Milly,®
he says at last, going up to her, 'it 40 saem as 1f fate
had ordained that 1t should be you and I, or nobody. And
what must be must be, I guppose. Mey, Milly?** (LLX, p.
203). HYHardy assigns a far more gserious tone to the shirk-
ing of reaponeibility in "Tha History of the Hardcomes,®
which treats of cholce, "re-choice” and "non~choice® (Mor-
rell, p. 148) {n courtship and marriege. The Hardcome cou-
gins, James and Steva, had previously chosaen fiancees, but
had exchange® them on {impulse at a dance and had married
the partnars of this re-cholce. Two years later the mar-
riages still held, but a tragic non-choice cost the lives
of two of the four protagonists, J, I, M, Stavart notices
such tendencies in Hardy's characters and says, "Agaln and
again individuals make no choice at all; they take up in-
stead a fatalistio attitude as 4if concurring in thair own
puppaetry. This last attitude~~a kind of deterministic ab-

nagation of xesponsibility, produces asome of the worst
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nesges of all."1

As I pointed out in Chapter 1, Hardy
often treats non-choice sywbolically by describing his char~
actars as drifting aimlessly in a2 boat, or as immarsed in
a drean-like state, In "The History of the Hardcomes,”
Olive and Steve, who had been engaged to aach other origi-
nally, drift out to sea in a canos, gazing into each other's
eyes like sornambulists, W%han the canoe capsizes, they
drown, evidently never having recovered their wits enough
even to know they were drowning, because they ava found
“tightly lockad in sach other's arvms, his lipe upon hers,
their features still wrapt in the same calm and dream-lika
reposa® (LLI, p. 214). Raving related the particulars of
these tangled and arbitrarv cholces, the Curate then usaes
the same axpression that Tony Eytes had used: "'It had
been their destiny to dle thus, The two halves, intend-
ed by Uatura to make the pearfact whola, had falled in that
result during their lives. ., .'" (LLI, vp. 214-215). VYhether
in jest oxr in all seriousness, Hardv's characters have "qone
out of their way” to "move in a curious and roundabout man-
nar when a plain, straiqght oourse lies open to them®

IThomas dardy: A Critical Blography (vew York: Dodd,

Mead, & Comnany, 1971Y, p. 43. Harsafter referrad to in
my text as "Stewart."
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{(Realing, p. 111), and then have renounced responsibility
for tha outcomo of thalr actions,

Turning from the individual's responaibility to soclety,
Hardy leooks at soclety's responsibhility to the individual,;
in three separata stories he lats tha relationshin of crime
to punishment speak for the inequitiaes of civil juatice.

In ona story the crime and nunigshment aras equal in nature
and sevarity, but in the other two stories, an imbalance
exists~~in ona casa the penalty i3 not exacted at all, and
in the other, it is far too asoverae,

0f the threa stories concarning justice, only the reg-
{strar's "Incident in the 1life of Mr. George Crookhill”
fits the punishment to the crime, Ceorge {3 Hardy's Was~
sex version of a small-time con-man and is, furthearmore,
one of the fow characters in "A Fow Crusted Characters®
to bacome his own victim., Az the narrator sums un his char-
acter and situation, "'There was Georgy Crookilll--he was
ona of the shady sort, as I have reason %o know . . . Well,
as he began 30 ho went on, It never got 3o far as a hanging
matter with him, ¢o ba gure; but he had some narrow escapas
of penal servituda; anAd once it waz a case of the biter
bie'® (LLY, p. 246). Having commed a "rich farrmer® out
of his clotiing and horse, Georgy iz arrested, being mis-

taken for tha "rich farmer' who actually was a runavay
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s0ldier and who had stolen the horsze and clothing thae day
before from the original farmer. Punighment {s "compar-
atively light® for Georgy, since he had "only robhed the
robbar®; the soldier himsalf "was never traced,” and so,
goes unpunished, Since Rardy has swung our syrpathies to
follow the soldier, and since ha tells us that Ceorqy's
punishment is sliqght, the story's ovarall effect is one
of Justicae’s having been satisfies,

*Vetty Sargent's Copyvyhold,” on the other hand, is a
story in which crime is actually rewardad, *r, Day, the
narrator, takes a humorous view of Natty's cleavarneass an4
courage in ountwitting the rich landlord who wants her cot-
tage and land. In outmaneuvering the landowner, Netty braaks
saveral laws; a datailed list of her crines technically
includes forgery and wmisrepresentation of facts. Yet she
succeeds in securing the conyhold, gains a hvshand, and
earns the admiration of her neighbors. Zven after her trick-
ery {s known to the landholder, no action is taken against
her, for ®"'Netty vas a pretty young woman, and tha Squire's
20n was a pretty young nan at that time, and widar-minded
than his father, having no ochjaction to little holdings;
and he never took any proceedings against her'* (LLI, p.
252), My, Day suvs up his admiration of NHetty's clevar-
ness with the observation that "'Every virtue has its
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reward . . .'" (LLI, p. 258)., The situation is especlal-
ly ironic when contrasted with the outcome of the thirad
story in Hardy's examination of crime and punishment,

"The Winters and the Palmleys" represents the exact
opposite of letty's experlance, showing a penaliy too severe
for the crime committed, This grocereszs® tale deals with
an “offanse-revenqe® notif that is only satisfied by the
death of a relatively innocont victim. Younqg Jack Winter
breaks into the home of hias former fiancee to regain his
poorly-written love-lettaers, because he faars she will use
them to mock him; he takes the box that containag them and
i8 arrasted with it in his possesszion after he has dastroy-
ad the lettara. Unknown to him, the box also contains sav-
eral gold coins, for vwhosa thaft he is nevertheless arrest-
ed. The aged groceress' nmatter-of-fact account of his ar-
rast and trial is that "'Jack's act amountad to night burg-

lary--though he had never thought of it-~[underscoring mine)

and burglary was felony, and a canital offense in those
days'™ (LLI, p. 244). Contrasting this remark with the
raglatrar's statement that Georgy's punishment was falr-
ly 1ight since he "only robbed the robber” and with My,
Day's "‘Every virtue has its reward'" concerning XNetty's

crime, the reader sees that justice seena to be blind--
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because it depends on people who deliberately blind thew-
selves to its administration.

Yhen Fardy turns from the ironies involving socisty
to those involving rellgion, he is at one and the same tine
rore subtle and more devastating {n his effects, ZIxcept
when using Twink's humor or the curata's gentle near-sightedness,
Rardy camouflages his religqlous ironies in "A Few Crust-
ed Characters," embodying them efther in syrbols or in the
inappropriate use of scrintural quotations, The recogni-
tion of a syrbol requires reader involverant; the tracing
and correction of irappropriate scripture usace requires
even more attention, but iz regarded by grester effect on
the reader. In the separate stories, the syrbols and quo-
tations are rolatively rild, but sezen from the frame, they
cain much in ironic impact.

The Lon~puddle church~towar iz a recurring symbol in
the frame. In each of three separate stories, it functions
as an actual edi{fice, 28 part of the inconagrulty in aif-
forent situational ironles. The first instance iz very
alight, and goes by the readsr almost unnoticed: in "The
fuperstitious Man's Storv®” the sexton is said to have re~
ported how he had falt the ball "go heavy” in his hand es
he was tolling ft, and he ®feared {t oweant a death in the
parish® (1LY, p. 21€6). The bell, of course, is in the
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church~tower, and the sexton would be standing well up into
the building to pull the rope. This is the only reference
in this particular story to the church-tower, although the
church-bullding itself figqures in the semi-pagan supersti-
tion2 the storv centers around. WYWhen the youno folk of
the village keep watch on 014 Midsurmexr, thev see the "faint
shanes® of "all the folk in the parish who are going to
be at death's door within the year” enter the church; only
those destined to recover "come out again after a while;
those who are doomed to die do not return™ (LLI, p. 218).
William Privett enters but does not return, according to
the young witness. The ironies here result from the Jjux-
taposition of Christian and pagan elements; taken alone,
the reference to the bell-towsr seems insionificant, and
certainly would seem to have no meanine outside the story,
were it not for other references to the tower in the other
individual stories,

The second instance in which the bell-tower fiaqures
brings its exigtence sharply to the reader's attention,

zrhis superstition regarding the church bell's powers
was a corron Wessex tradition. In some veraions, fairles

rang tha bell on special occasions., Kinsley Palmer, Oral
Folk Tales of Wessex (Plymouth: Latimer Trend & Company,

Led., 1973, po 120,
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howavar., 1In Christopher Twink's "Andrey Satchel and the
Parson and Clerk” which follows the "Sunerstitious Man's
Story," the tower serves asg a prison for a younqg couple
about to be married. As noted hafore, Pa'son Billy Too-
good refusas to marry the couple while the groom is tipsy,
although tha brida seems ready to give birth at any tire.
The clork locks the enqaged pair in the hell-tower, at the
request 0f the bride, who explains, " . . . i{f wa bide hare
in the church, folk may see us through the windows, and
find out what has happenad (she is referring to the Par-
son's rafusal to marry them until Andrey is scber; the read-
er may at first think that sha rafers to the pre-marital
pragnancy, but thils incongruity in Victorian social atti-
tudes is just ona more irony; Jane sobs, “and 'tuould cause
such & talk and scandal that Y nover should get over it:
and perhans, too, dear Andrey might try to gat ocut and leave
mae! Will ve lock us up in the tower, my desar clerk?'" (LLI,
p. 223)., Hardy achleves both ironic humor and irxronic pathos,
and although the tower is saeen hare as symbolic, the irony
of the syudbol is subsidiary to Twink's manner and the force
of his rollicking narrative,

The bittarest usa of the church-~tower symbol appears
in “The Winters and the Palmlevys,® after young Jack has
bean hanged from a crime he 414 not intend to cormit, The
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body has been brought back to Longpuddle from the jail where
the execution took place, after a trial in which the wit-~
nesses, who could have saved the boy's life with a word,
éid not trouble thermselves to appear, because of a lona-
standing family grudge, After the descrintion of the cof~
fin's slow arproach in the wagon, the groceress remarks
laconically, "'The coffin was laid in the belfrvy for the
night, and the next dav, Sunday, betwean the services, we
buried hinm'" (LLI, p. 246). The church's role has been
entirely passive in Jack's life; he is evan buried "betwean
the services” so that the Sunday ritual will not be dis-
runpted. When it is viewed from the frame, thercfore, in
conjunction with the tower as prison and the towver as ori-
gin or a semi-pegan yuwor, it assumes substantial and solemn
proportions, as a syrbhol of the impotonce of a religion
outgrown and outlived.3

In addition to the {ronic religious svmbola in "A Few
Crusted Characters,” lardy makes ironic use of Biblical
quotations. William Rutland notes that in Eardv'as earlier
novels scripture i{s often put to humorous use, but that

35ea Frank a. Glordano, Jr., "Secularisation and Ethi-

cal Authority in Jude the Obscure,” The Thonas Hardy Year
Book 1973-1973, pp. 34-40.
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"Ton often, in the lata novals, Hardy's roferencas to Scrip-
ture are hitterly {vronical . . ." *A Pew Crusted Char-
acters,” written adbout the same time as the “late novels,”
partakes of the sars tona, in Nardv's re”arences to Scrip-
tura. "The Niatory of tha Fardcores,® and especially "™hae
HWinters and the Palmlevs® contain mis-annlicationas of Scrip-
ture that are espacially painted,

In "The Ristory of the NMardcomes® the Curatz uses a
2i%1ical passagae in conjunction with 2 referenca to Des-
tiny, and thus incraases the ivrnony, Ha saye of the drown-
ed counle that "'in death thaey wera not aivideA.'™ This

aquotation cormes from IY faruel 1:23 Dy way of Georce tliot's

#1411 on the rloss; in both thesa contexts, death alone had

served to ro-unite loved ones who, dbecausne of pride, am-
Ftion, or lack of charity, had bacore estranged. In Mill
on the Floss, Margle had corma to rescue her brother Tom
from the flond, and so was reconcliled with hinm just before
their deathz hy drowning: in the 014 Testawent story, Xing
€aul and his son Jonathan had becoma bitter enemies not
even reconciled by the dancey of tha battle in which they
both died. Tha irony 4in apnlving this passage toc Clive

‘Thomaa Jardy: A Stuly of Lis Wxitings and Thelir Back~-
qground” (Ox¥ordr Oxford Unlversity Press, 1938, p. 4.
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and Steve lies in the fact that they were separated by cholice
and united only bv refusal to choosa, and that although

*in death they were not divided,” in 1life they had baen,
bacausa of thelr "ollowing a momentary irpulss at a wad-
ding party.

Rardv's use of a Biblical rafersnces in "The Vinters
and tha Palmleys” is far more striking than tha foregoing
inatance: at the funeral service for young Jack, the ser-
mon was praached on the taxt "le was the onlv son of ais
mother, and sha was a widow" (LLI, p. 248)., This was pre-~
cisely the caze with JYack and his mother, and sounds ap-
nropriate until contrasted with its oriainal context in
Luke 7:12, in which the situation 13 considarably Adiffer-
ent. Tha Biblical story tells of Christ's ancountering
a funeral procassion in thes street. The peonle are unknown
to him and 30 not aven saek hiz help, but Christ perceives
that the corpse they bear was the only son of his widowad
mothar: as an act of conpasszion and undsrstanding, he re-
stores tha young ran's life. In "A Faw Cruated Characters®”
the sltuation 42 an ironic parady of the New Testament story;
Jack has baen conderned for a crime ha d4id not intend to
commit, of whose imnplications he was unaware, The Bibli-
cal passage 1z quoted just after the groceress has rslated

the details of Jack's hanging:
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"7he day o' younyg Jack's axacutlon wes 2 cold
dusty Saturday in ¥arch, Ee was so bovish and
s8lin that thay were obliged in marcy to hang
him in the heaviest fetters kept in the jall,
lest his heft should not breek his neck, and
they weighed so upon him that he could hardly
drag hinsal?f un to the drop®” (LLI, p. 245).

This particular passage saams to me to be one of Hardy's
rOst nmasterful ironic accomplishments. Bacause it deals

with religion and execution, injustice and hypocrisy, the
very real possibility exiasts that the reader could have

falt the exparience as being "forced” upon his attention,
as belng overstated, melodramatic, or sentimental, ‘+the
renote and Lcoy stance of the narrator, howsver, enables

a reader to participate in the impersonal attitude, and

to make his own estimation of the ironic and emotional suc~
cess of the story.

Hardy's ironies, taken separately in the storias, often
sean to go no farther than the specific ocourrence of social
or religious ironic episodes. Prom the base~line provid-
ed by the frame, they combine to form the observation that
wmen regard cholce, justice, and religious principles as
beyond thair ability.

Finally, the frame of “A ¥Few Crustad Characters® pro-
vides Rardy with an opportunity to demonstrats his exact
ironic distance from his gubject. At the same tiwe, the
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frama enables him to demonstrate his attitudes regarding
the role and influence of chance as a controllin~ force
in 1ife.

To understand the ironic distance asiumad by the framae's
narrator, it is helpful to review the stance of tha most
renota gacondary narrator, the aqed qgroceress, Likewise,
detearmining the exact tralts and rotives of this fiqure
helps the reoader to understand Hardy'a attitude about the
role of chance In lifa, for the groceress is probably his
parsonification of dastinvy or fate, and a recurrent char-
acter in Hardy's wort. As I showed in Chanter II, the agead
gorceress precaded tha other passangers in sacuring her
Place in the wan, but was pagsive and silent until call~
ed upon for information that no ona alsze could rememher,
at which time she 3eemed to xecelva a "vision" from a super=-
natural source. Uer narrative tons was utterly lacking
in emotion, and sha made no valua judgments, condemned no
crimes, justified no motives, 1In addition, she emphasized
har role of ohserver, rather than of partieipant, in de-
scribing the scenes at which she had been present in ear-
lier times. Hardy intended her to reopresent an omniscient,
impartial ohserver, passive and extramely rermote, perhans

to represent his personification of dastiny or fate,
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Tardy makes an important referance to auch a person-
ags in his YNotebook:; in an entry dated 33 October, 1879,
he says, "Mother's notion (and also mine)~-tthat a figqure
stands in our van with arm uplifted to knoolt us back from
any plsasant vrosnect wa indulge in as probabla® (p. 23).
Critics who sae fardy as Jeterministio credit him with a
beliaf in the actively malignant forca that he Adescribes
hera. Thay overlook the pasaive anl silent figure of the
kind represented in "% Tew Crusted Characters.” 2Assuming
Hardy to wean what he savz in this descriotions of fate,
and in his deserintion of the grocerass, the only logical
conclusion i3 that he chanijed hia outlook over tha twenty-
year period, because the figqura in ")\ FPew Crusted Charac-
tars® 13 one with "folded lips and arms," and who {s zilent,
razsive, and uninvolved., That Hardvy's main narrator in
°A Paw Crusted Characters™ stands at a y2t rore remote point
of view than the qgroczaress, that through his narrativa,
e maninulates her speech, attitudes, and very existence,
is a vitally-iwortant issue here. Hardy thus illustrates,
throuqh his primary narrator, vhare mankind stands in re-
lation to chance and cholcs.

The nain narrator i{n "\ Pew Crustad Charactera” stands
bheyond thae other characters in point of view: in relation

to space, time, and undarstanding he is thelir suvarior.



89,

Re obsarves the market-town vwhere the emmty van awalts pas-
sangers and driver; he accormmanies the vohicle on its trip
through the 7agsex countryside and watches as it enters

the vallay whare Lonipuddla "straqqles,” Although not a
passengar in the vehlcle, "2 sees t'2 aged qroceress her-
salf entar tha van, and aaz the other passengers arrive,

he notes their appearances, theilr speach, and thelr vosi-
tiona in the coach. !e notices that Twink "schools™ him-
galf to a “"tonoe of actuality,® and that *r, Day "aroloqgizes®
hafore hayinning “11s narrative; the mannerism and odditles
o? tha charactera 4o not escane hin. e says at the be-
ginning of the introduction that the time 13 alnost four

in thae afternoon, and at the en? of the serles he states
that the van's ¢rin {3 fifteen vear: in tha past. 'inutas
and vears seem nuch the sama to thiz narrator who rmoves

80 rea?ily from one tn the other. He moves with equal case
into the minds of his characters, usually bv his raport

of their narrativas, but once, by the actual description
of thoucht processes, llg says of Lackland, standing the
churchyard, that he "bhagan to fael himself amid the vil-
laze community:; and that he "percelved®™ his allenation.
This ability to penetrate the thoughts of others places
fardy's primary narrator in a category beyond that of the

aced qgrocerees, as one who also "sees” and includes even
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the groceress, hersaelf, in that which he “sees.” Renmote
ag she i1s, he is even farther removed fron tha fiction,
This stance of the primary narrator, in relation to
the othar narrators and characters, especlizally tha second-
ary narrator who represents fate, provides a key to under-
gstanding Rardy’s philosophy reqardina doterminism, As the
narrator's point ef view controls the grocerass' own point
of view, in this fictional representation of reality, so
men control fate and destiny, in Nardy's estimation: by
removing themselvea far enough from lifa's conflicts to
unferstand thaw clearly, by exerclsing the cholce they nos-
ses3, by acting on those choices and then accoanting the
responsibility for the consequencaz, men make thalr ouwm
dostiny. Thia clarification of his ironic stanca, in life
and in fiction, is the contribution made by a studv of "A

Fow Crusted Characters.”



COMCLUSION

Hardy's use of irony is both his stremngth and his weak-
ness: his strength becausa it accounts for most of the im~
pact of his vork and his weakness hecauszse it produces much
confusion akout or misunderstanding of his weaning. J,.

1. ¥, Stewart acknowledyas this tendancy of Hardy's to "hit
hard" yat fail to transait full ueaning to the readerxr., 3tevart
clites a much-disputed passage of Zardy's, the authorial

cozment that ends Tass of the d'Urbervilles: "The Presi-

dent of the Iowmortals had enced his sport with Tess,®" Stewart
then adnits, "There is no nonsensa sbout this; we are being
hit hard. ©Only, when we have finished our reading of nardy,
ve are not guite suzre what has hit us, What are we bheing
asked to believe, or processed to aubscribe to?2” (p. 34).
Other critics, not quite so ready to give Hardy the bene-
£fit of the doudt, either accuse him of pessinisns or fatal~
ias, or occasionally, of artistic ineptitude or intellec~
tual pride. The most extrema instancs of such a atand ap-
pears in Prank Chapnan's evalustion of the sare phrase from
Tess, whea he says of Eardy's purpose in using the passage,

*Thias geems to me grossly theatrical., ifardy, in his
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endaavor to be irprassive, daserts his own concaption of
the *'Irmanent Mill* to drag {n literary referancas.'l Thus,
froma the nore tolerant of the critics to those who have
relagatal Tardy to the ranks of the pretensious, miscon-
captions 8till exist,

Lven Morrell and Southerington, who have found opti-
mism in llardy's writing and integrity in his attitude, never-
thaleas base thelr findings on sorevhat liaited aspects
of his work, or conclude on a dudious note whera his craftse
manship i3 concerned, Morrell, in showing Hardv's heliaf

in free-+11l and in man's ability to Jdirent hila om 4des-

tiny, reliaa largely on instances from Far from the !ladding

Crowl, tha laaat pessimistic or determuinistic of Nardy's

novels, Southerington quastions the ahility of Mariy's

"chosen form”--folk themes, ballad-like plots, rural char-

actaers-~to stand successfully under such haavy annlication

of irony as Hardy uses, provided, as Southerington says,

that Tarldy qgenuinely means to bae {ronic throughout his work,
A Paw Crusted Tharactars" contributas substantial-

ly to clearing un the misconceptions that have surround-

el Hardy's work, especially in undarstandingy his stance in

1
"Revaluation (Iv) dardy the Novelist," Scrutiny, IIX
(Tune, 193¢), p. 23,
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regard to destiny an? frae will, and irony is the key. The
frame-story works entirely through Jardy's custonary Wes-
ss8x setting and characters, showing his themes to be uni-
versal, thae situations and prohlems timeless, A more con-
sistant axarmlae of 1ils "chossn form"™ could hardly ba found,
or a more succassful amplication of ironic techninue to
that forn. Once a reader unferastands Tardy's ironv in this
salection, he 4is well on his wvay to understanding Tardy's
whole philoasophv of 1{fe and art,

The 1littla world of Wessex is well-renregsented by the
passenger3 in th2 van: the curate and clerk, a local land-
scane valnter, thae ragqistrar the qgrocaress, the seedsran,
the local prankster, the 4river, and the travellar. The
narrations cover the entire srectrum of human experlence:
marriates, births, Jeaths, courtings, hanvings, marders,
vigsions, and the endlaess ways and means hy which people
influence thelr own fortunes and as3ign the outcormes to
fate, The minister as well as the driver blame clrcumstance
for vhat ohviously resulted from cholce and intent in the
stories they tell. Tthether the tone is comiec or traqgic,
the contradictory twist of irony shapes almnat every out-
come of avery mituation: wrong choice or the refusal to
choosa at all, innocent victims and guilty victors. nRardy

shows the reader how reallty appearas to the narrators of
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the separate storles: first, to the gqullible Curate, in-
narged in and Jaceived by the appearance of tiings as he
wishes then to be. Nardy then presents a different world
throuth the eves of the alert and immish master-thatcher,
who undaerstands the husan condition well enoudgh to play
pranks with truth an® still havo a firm grasnm of {t. A
third and completaly different viav 1z ravealad to the read-
er through thae narrativa of the groceress, who sees vears
ani3 miles, persons and situations, as 1{f they were char-
actaers in a Arama, from a cold distance. She heraglf gseons
timeless anl onniscient, like the fate winde parsonifica-
tion Hardly probably intends her to be,

Bacauss of the grocareds' narration, the final stance
of Hardv's own narrator (the frane's narrator) can be in-
farreld, and from that inferenca, an important cluz to tha
author's opinions concarning the role of destiny emerges,
The frame's o/m narrator stands beyond the aroceress in
point of viaw, incluling her presence and narrative in what
he himself sees and hears. That she is distant and vas-
give in regard to the characters in har story, that she
knows all but seeks to control nothing, characterizes her
as the tyne of fate that is subiect to ba challenqged, if
not overcona, by the will of wan. That Hardvy as narrator

and artist has created her, disarmad her, and revaaled her
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inpotaence, suqests that Hardy the man falt free-will, re-
anon3ibla chnice, an? consclentious action to be the sune-
riors of Jestiny. ‘Ten this philosophy i3 tantatively ap-
plial to other worts of Tardiv's, manv fornerly obhscure points
hecnma more clear, including the quotation fro- Teis: hav-
ing sYown peonle carvying out their cholens, victinizing

and nraying unon ona anothar, the antlor then comments upon
this curcliy of a non~axistent coarls garester and doubles
the original ironv thevaby,

Tathar or not Hardy was ahead of hisz time 1g irpos-~
sibla to say, hut eartainly, he was ahend of his readers,
Nnly recently, in a world grosing more accustomed to the
fact that material realitv is dacaptivo~-4f it exists at
all--hag Mardr's all-encormassine irony come to be appra-
clated, 2An understan?ing of Hardy's purpose and skill in

"A Fatur Crustad Charactars® can adl tn that anoreciation.
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