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DESPERATE REMEDIES


THOMAS HARDY was born in a cottage in Higher Bockhampton, near Dorchester, on 2 June 1840. He was educated locally and at sixteen was articled to a Dorchester architect, John Hicks. In 1862 he moved to London and found employment with another architect, Arthur Blomfield. He now began to write poetry and published an essay. By 1867 he had returned to Dorset to work as Hicks’s assistant and began his first (unpublished) novel, The Poor Man and the Lady.

On an architectural visit to St Juliot in Cornwall in 1870 he met his first wife, Emma Gifford. Before their marriage in 1874 he had published four novels and was earning his living as a writer. More novels followed and in 1878 the Hardys moved from Dorset to the London literary scene. But in 1885, after building his house at Max Gate near Dorchester, Hardy again returned to Dorset. He then produced most of his major novels: The Mayor of Casterbridge (1886), The Woodlanders (1887), Tess of the D’Urbervilles (1891), The Pursuit of the Well-Beloved (1892) and Jude the Obscure (1895). Amidst the controversy caused by Jude the Obscure, he turned to the poetry he had been writing all his life. In the next thirty years he published over nine hundred poems and his epic drama in verse, The Dynasts.

After a long and bitter estrangement, Emma Hardy died at Max Gate in 1912. Paradoxically, the event triggered some of Hardy’s finest love poetry. In 1914, however, he married Florence Dugdale, a close friend for several years. In 1910 he had been awarded the Order of Merit and was recognized, even revered, as the major literary figure of the time. He died on 11 January 1928. His ashes were buried in Westminster Abbey and his heart at Stinsford in Dorset.


MARY RIMMER is Associate Professor of English at the University of New Brunswick in Canada. She has written on Hardy, on the Canadian novelists Nino Ricci and Margaret Laurence, and on language varieties in early Trinidadian novels. She is also currently writing a book on narrative voice in Hardy.

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



THOMAS HARDY

Desperate Remedies

A NOVEL

Edited with an Introduction and Notes by
MARY RIMMER



PENGUIN BOOKS


PENGUIN BOOKS

Published by the Penguin Group

Penguin Books Ltd, 80 Strand, London, WC2R 0RL, England

Penguin Books USA Inc., 375 Hudson Street, New York, New York 10014, USA

Penguin Books Australia Ltd, Ringwood, Victoria, Australia

Penguin Books Canada Ltd, 10 Alcorn Avenue, Toronto, Ontario, Canada M4V 3B2

Penguin Books (NZ) Ltd, 182–190 Wairau Road, Auckland 10, New Zealand

Penguin Books Ltd, Registered Offices: 80 Strand, London, WC2R 0RL, England

First published in volume form 1871

This edition published in Penguin Classics 1998

13

Editorial matter copyright © Mary Rimmer, 1998

All rights reserved

The moral right of the editor has been asserted

Except in the United States of America, this book is sold subject to the condition that it shall not, by way of trade or otherwise, be lent, re-sold, hired out, or otherwise circulated without the publisher’s prior consent in any form of binding or cover other than that in which it is published and without a similar condition including this condition being imposed on the subsequent purchaser

ISBN: 9781101493304


This edition is dedicated to the memory of
Charles Henry Rimmer
 1920–1995

M.R.




CONTENTS

Acknowledgements

General Editor’s Preface

Chronology: Hardy’s Life and Works

Map: The Wessex of the Novels

Bibliographical Note

Introduction

Further Reading

A Note on the History of the Text

DESPERATE REMEDIES

Notes

Appendix I: The Poor Man and the Publishers

Appendix II: Hardy’s Prefaces to Later Editions

Appendix III: The ‘Lesbian Scene’

Appendix IV: Desperate Remedies and The Golden Treasury

Glossary


ACKNOWLEDGEMENTS

My work on Desperate Remedies was funded in part by the Department of English and the Faculty of Arts at the University of New Brunswick, whose support is here gratefully acknowledged.

Thanks are due to Richard de Peyer and the staff of the Dorset County Museum, to Susan North of the Victoria and Albert Museum, to Heather Meiklejohn of the Royal Ontario Museum, to Malcolm Taylor of the Vaughan Williams Memorial Library, and to the staffs of the British Library, the Dorset County Library, the Canadian Centre for Architecture, the Harriet Irving Library at the University of New Brunswick, and the R. Howard Webster Library at Concordia University.

Patricia Ingham has been an indefatigably helpful General Editor, and Michael Millgate’s generous responses to my many questions were invaluable. I am grateful to my colleague Christa Canitz for her helpful comments on a draft of the Introduction, her assistance with proof-reading, and her assumption of administrative duties properly mine during my final term’s work on the edition. I also owe a debt to those who assisted with queries about everything from nineteenth-century postal rates to poetry: Jerry Auchinachie, Julie Cumming, Pamela Dalziel, Tim Dolin, Margaret de Castro, Riemer Faber, Robert Dalton Harris, Carolyn Jackson-Houlston, Richard John, John Miller, Helen Peters, Jewel Rimmer, Alice Story, Miriam Tees, Adrian Tronson, and Rachel Worth.

Finally, I would like to thank Charles Barbour, Kitty Beal and Iris Clendenning, whose work on and interest in this project went far beyond the call of duty and gave new meaning to the term ‘research assistant’.




GENERAL EDITOR’S PREFACE

This edition uses, with one exception, the first edition in volume form of each of Hardy’s novels and therefore offers something not generally available. Their dates range from 1871 to 1897. The purpose behind this choice is to present each novel as the creation of its own period and without revisions of later times, since these versions have an integrity and value of their own. The outline of textual history that follows is designed to expand on this statement.

All of Hardy’s fourteen novels, except Jude the Obscure (1895) which first appeared as a volume in the Wessex Novels, were published individually as he wrote them (from 1871 onwards). Apart from Desperate Remedies (1871) and Under the Greenwood Tree (1872), all were published first as serials in periodicals, where they were subjected to varying degrees of editorial interference and censorship. Desperate Remedies and Under the Greenwood Tree appeared directly in volume form from Tinsley Brothers. By 1895 ten more novels had been published in volumes by six different publishers.

By 1895 Hardy was sufficiently well-established to negotiate with Osgood, McIlvaine a collected edition of all earlier novels and short story collections plus the volume edition of Jude the Obscure. The Well-Beloved (radically changed from its serialized version) was added in 1897, completing the appearance of all Hardy’s novels in volume form. Significantly this collection was called the ‘Wessex Novels’ and contained a map of ‘The Wessex of the Novels’ and authorial prefaces, as well as frontispieces by Macbeth-Raeburn of a scene from the novel sketched ‘on the spot’. The texts were heavily revised by Hardy, amongst other things, in relation to topography, to strengthen the ‘Wessex’ element so as to suggest that this half-real half-imagined location had been coherently conceived from the beginning, though of course he knew that this was not so. In practice ‘Wessex’ had an uncertain and ambiguous development in the earlier editions. To trace the growth of Wessex in the novels as they appeared it is necessary to read them in their original pre-1895 form. For the 1895–6 edition represents a substantial layer of reworking.

Similarly, in the last fully revised and collected edition of 1912–13, the Wessex Edition, further alterations were made to topographical detail and photographs of Dorset were included. In the more open climate of opinion then prevailing, sexual and religious references were sometimes (though not always) made bolder. In both collected editions there were also many changes of other kinds. In addition novels and short story volumes were grouped thematically as ‘Novels of Character and Environment’, ‘Romances and Fantasies’ and ‘Novels of Ingenuity’ in a way suggesting a unifying master plan underlying all texts. A few revisions were made for the Mellstock Edition of 1919–20, but to only some texts.

It is various versions of the 1912–13 edition which are generally available today, incorporating these layers of alteration and shaped in part by the critical climate when the alterations were made. Therefore the present edition offers the texts as Hardy’s readers first encountered them, in a form of which he in general approved, the version that his early critics reacted to. It reveals Hardy as he first dawned upon the public and shows how his writing (including the creation of Wessex) developed, partly in response to differing climates of opinion in the 1870s, 1880s and early 1890s. In keeping with these general aims, the edition will reproduce all contemporary illustrations where the originals were line drawings. In addition, for all texts which were illustrated, individual volumes will provide an appendix discussing the artist and the illustrations.

The exception to the use of the first volume editions is Far from the Madding Crowd, for which Hardy’s holograph manuscript will be used. That edition will demonstrate in detail just how the text is ‘the creation of its own period’: by relating the manuscript to the serial version and to the first volume edition. The heavy editorial censoring by Leslie Stephen for the serial and the subsequent revision for the volume provide an extreme example of the processes that in many cases precede and produce the first book versions. In addition, the complete serial version (1892) of The Well-Beloved will be printed alongside the volume edition, since it is arguably a different novel from the latter.

To complete the picture of how the texts developed later, editors trace in their Notes on the History of the Text the major changes in 1895–6 and 1912–13. They quote significant alterations in their explanatory notes and include the authorial prefaces of 1895–6 and 1912–13. They also indicate something of the pre-history of the texts in manuscripts where these are available. The editing of the short stories will be separately dealt with in the two volumes containing them.

Patricia Ingham
St Anne’s College, Oxford




CHRONOLOGY: HARDY’S LIFE AND WORKS

1840 2 June: 
Thomas Hardy born, Higher Bockhampton, Dorset, eldest child of a builder, Thomas Hardy, and Jemima Hand, who had been married for less than six months. Younger siblings: Mary, Henry, Katharine (Kate), to whom he remained close.

1848–56 
Schooling in Dorset.

1856 
Hardy watched the hanging of Martha Browne for the murder of her husband. (Thought to be remembered in the death of Tess Durbeyfield.)

1856–60 
Articled to Dorchester architect, John Hicks; later his assistant.

late 1850s 
Important friendship with Horace Moule (eight years older, middle-class and well-educated), who became his intellectual mentor and encouraged his self-education.

1862 
London architect, Arthur Blomfield, employed him as a draughtsman. Self-education continued.

1867 
Returned to Dorset as a jobbing architect. He worked for Hicks on church restoration.

1868 
Completed his first novel The Poor Man and the Lady but it was rejected for publication (see 1878).

1869 
Worked for the architect Crickmay in Weymouth, again on church restoration.

1870 
After many youthful infatuations thought to be referred to in early poems, met his first wife, Emma Lavinia Gifford, on a professional visit to St Juliot in north Cornwall.

1871 
Desperate Remedies published in volume form by Tinsley Brothers.

1872 
Under the Greenwood Tree published in volume form by Tinsley Brothers.

1873 
A Pair of Blue Eyes (previously serialized in Tinsleys’ Magazine). Horace Moule committed suicide.

1874 
Far from the Madding Crowd (previously serialized in the Cornhill Magazine). Hardy married Emma and set up house in London (Surbiton). They had no children, to Hardy’s regret; and she never got on with his family.

1875 
The Hardys returned to Dorset (Swanage).

1876 
The Hand of Ethelberta (previously serialized in the Cornhill Magazine).

1878 
The Return of the Native (previously serialized in Belgravia). The Hardys moved back to London (Tooting). Serialized version of part of first unpublished novel appeared in Harper’s Weekly in New York as An Indiscretion in the Life of an Heiress. It was never included in his collected works.

1880 
The Trumpet-Major (previously serialized in Good Words). Hardy ill for many months.

1881 
A Laodicean (previously serialized in Harper’s New Monthly Magazine). The Hardys returned to Dorset.

1882 
Two on a Tower (previously serialized in the Atlantic Monthly).

1885 
The Hardys moved for the last time to a house, Max Gate, outside Dorchester, designed by Hardy and built by his brother.

1886 
The Mayor of Casterbridge (previously serialized in the Graphic).

1887 
The Woodlanders (previously serialized in Macmillan’s Magazine).

1888 
Wessex Tales.

1891 
A Group of Noble Dames (tales). Tess of the D’Urbervilles (previously serialized in censored form in the Graphic). It simultaneously enhanced his reputation as a novelist and caused a scandal because of its advanced views on sexual conduct.

1892 
Hardy’s father, Thomas, died. Serialized version of The Well-Beloved, entitled The Pursuit of the Well-Beloved, in the Illustrated London News. Growing estrangement from Emma.

1892–3 
Our Exploits at West Poley, a long tale for boys, published in an American periodical, the Household.

1893 
Met Florence Henniker, one of several society women with whom he had intense friendships. Collaborated with her on The Spectre of the Real (published 1894).

1894 
Life’s Little Ironies (tales).

1895 
Jude the Obscure, a savage attack on marriage which worsened relations with Emma. Serialized previously in Harper’s New Monthly Magazine. It received both eulogistic and vitriolic reviews. The latter were a factor in his ceasing to write novels.

1895–6 
First Collected Edition of novels: Wessex Novels (16 volumes), published by Osgood, McIlvaine. This included the first book edition of Jude the Obscure.

1897 
The Well-Beloved (rewritten) published as a book; added to the Wessex Novels as vol. XVII. From now on he published only the poetry he had been writing since the 1860s. No more novels.

1898 
Wessex Poems and Other Verses. Hardy and Emma continued to live at Max Gate but were now estranged and ‘kept separate’.

1901 
Poems of the Past and the Present.

1902 
Macmillan became his publishers.

1904 
Part 1 of The Dynasts (epic-drama in verse on Napoleon). Hardy’s mother, Jemima, ‘the single most important influence in his life’, died.

1905 
Met Florence Emily Dugdale, his future second wife, then aged 26. Soon a friend and secretary.

1906 
Part 2 of The Dynasts.

1908 
Part 3 of The Dynasts.

1909 
Time’s Laughingstocks and Other Verses.

1910 
Awarded Order of Merit, having previously refused a knighthood.

1912–13 
Major collected edition of novels and verse, revised by Hardy: The Wessex Edition (24 volumes). 27 November: Emma died still estranged. This triggered the writing of Hardy’s finest love-lyrics about their early time in Cornwall.

1913 
A Changed Man and Other Tales.

1914 10 February: 
married Florence Dugdale (already hurt by his poetic reaction to Emma’s death). Satires of Circumstance. The Dynasts: Prologue and Epilogue.

1915 
Mary, Hardy’s sister, died. His distant young cousin, Frank, killed at Gallipoli.

1916 
Selected Poems.

1917 
Moments of Vision and Miscellaneous Verses.

1919–20 
Mellstock Edition of novels and verse (37 volumes).

1922 
Late Lyrics and Earlier with Many Other Verses.

1923 
The Famous Tragedy of the Queen of Cornwall (drama).

1924 
Dramatized Tess performed at Dorchester. Hardy infatuated with the local woman, Gertrude Bugler, who played Tess.

1925 
Human Shows, Far Phantasies, Songs and Trifles.

1928 
Hardy died on 11 January. His heart was buried in Emma’s grave at Stinsford, his ashes in Westminster Abbey. Winter Words in Various Moods and Metres published posthumously. Hardy’s brother, Henry, died.

1928–30 
Hardy’s autobiography published (on his instructions) under his second wife’s name.

1937 
Florence Hardy (his second wife) died.

1940 
Hardy’s last sibling, Kate, died.





                       
           




                       
           







                       
           


This map is from the Wessex Novels Edition, 1895–6
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INTRODUCTION

Desperate Remedies, Thomas Hardy’s first published novel, has for years remained in the shadow of his ‘major’ works. Difficult to describe, to summarize or to fit neatly into generalizations about Hardy’s novels, it has until recently resisted assimilation into critical discussions of Hardy except as a false start, or at best as a false start in which the seeds of the later ‘good’ Hardy can be seen.

Hardy breaks a good many rules in Desperate Remedies, and produces a quirky, often unsettling text that continually crosses the borders of decorum, not to mention the boundaries of genre and gender. Borrowing from several genres, from a wide array of literary, artistic and historical sources, and from his own unpublished work, he weaves what he has taken into a shifting text that foregrounds its own instability, and the instability of the social and literary structures it refers to and intersects with.

Among the literary forms that Hardy borrows from, sensation fiction has usually taken pride of place in discussions of the novel, and with some reason, for the transgressive spirit of Desperate Remedies has many affinities with the transgressions of sensation, a genre which focused on crimes and deviant behaviour and was therefore often seen as a kind of literary deviancy.1 In borrowing from that genre Hardy risked critical censure, and has often received it. Among contemporary reviews the Spectator’s was most direct in deploring the novel’s ‘idle prying into the ways of wickedness’,2 and even the generally favourable notice in the Athenaeum remarked on the ‘disagreeable’ nature of a story ‘full of crimes’.3

A large part of the controversy surrounding sensation novels in the mid-nineteenth century centred on their ‘unhealthy interest in deviant or abnormal figures’,4 for sensation fiction relies on a complex play of deviant behaviour and righteous indignation against deviancy. Its often intelligent, attractive and sexually active villains, like Hardy’s Aeneas Manston, fascinate as well as terrify, and call into question the good/evil opposition that the plots overtly turn on. Eventually the activity of heroes or detective figures, the vindication of ‘good’ characters and the deaths of their ‘evil’ adversaries restore moral order, but the pleasures of sensation derive from the activities of the adversaries, as does the greater part of each novel’s plot. Moreover, sensation fiction probed not only criminality and ‘abnormality’, but also sexual mores, gender relationships and even identity: as Jenny Bourne Taylor points out, the layers of disguise and assumed names in sensation fiction cause identity to emerge ‘as a set of elements that are actively constructed within a dominant framework of social interests, perceptions, and values’.5 The novels’ resolutions reassemble that framework, but in doing so demonstrate that it is a framework, and that identity exists only in relation to it. Intensely plotted as it is, the lurid world of sensation fiction none the less threatens to shatter into meaningless fragments – only the iron hand of plot and the ingenuity of detective-heroes stave off the disintegration by imposing moral retribution and fictional closure.

Desperate Remedies, however, takes the incipient disorder of the sensation world a little further by destabilizing the sensation form itself and allowing other genres, such as epic, romance, realism and lyric poetry, to infiltrate it. To twentieth-century critics, it seems, that is as unsettling as the criminal element was to contemporary reviewers. Though some have seen at least potential purpose in the novel’s ‘hybrid’ form,6 many see its mixed genres as unworkable, and blame Wilkie Collins’s probable influence for Hardy’s attempt to write a ‘Novel of Character and Environment’7 with a murderer and a half-buried corpse in it.8 For others the novel’s dividedness reflects uneven competence: Desperate Remedies is a repository of good passages tangled in a creaking and improbable plot, or a novel that starts out well and degenerates into over-plotted intrigue.9

Hardy himself, in his preface to the 1889 edition of Desperate Remedies, suggests that the novel is a collection of pieces, and raises the extraordinary idea of dismembering it in order to reissue only the best parts:


The principles observed in its composition are, no doubt, too exclusively those in which mystery, entanglement, surprise, and moral obliquity are depended on for exciting interest; but some of the scenes, and at least one of the characters, have been deemed not unworthy of a little longer preservation; and as they could hardly be reproduced in a fragmentary form the novel is reissued complete.


True, this statement dates from years after Hardy wrote and published the novel; like many of his notoriously slippery retrospective judgements, this one is inevitably mediated by the judgements of critics and readers.10 Nevertheless, the idea of fragmentation he raises connects not only to the reader’s sense of Desperate Remedies as a hybrid form, but also to the novel’s composition. For its history is rooted in dismemberment and reconstruction: it grew out of the rejections of Hardy’s earlier literary endeavours in the 1860s, and it incorporates parts of those endeavours.11

As Hardy pointed out in the 1912 preface, Desperate Remedies includes passages based on poems he later published: at the time, ‘as the author could not get them printed, he incontinently used here whatever of their content came into his head as being apt for the purpose – after dissolving it into prose’. Several other passages parallel ones in ‘An Indiscretion in the Life of an Heiress’, and would appear to have been taken from The Poor Man and the Lady.12 Moreover, the wealth of allusion in Desperate Remedies can be seen as another sort of borrowing. The form of this novel was mixed from the beginning, designed to meet a number of vocational, financial and literary aims;13 it was founded on a conception of textuality which assumed that everything from one’s own poems to the works of canonical authors could be ‘dissolved’ into the prose of a novel. The cannibalization of the poems and of The Poor Man and the Lady may seem a deeply cynical move, reflecting a determination to make money and carve out a literary career at all costs. But to focus only on the cynicism is to miss the peculiar attractions of Desperate Remedies’ patchwork, fragmentary form, and the fruitful generic instability it creates – an instability which in any case recurs again and again in Hardy’s works. Far from being an unfortunate flaw in a book which might have become a ‘Novel of Character and Environment’, the fragmented genre – like the chapter and section headings that chop time up into units of various sizes, the plethora of texts and documents through which the plot itself advances, and the abundant literary, biblical and historical allusions – reflects the deeper fragmentation that Desperate Remedies is shaped by and concerned with.

The novel begins with a fragment, and one which calls genre into question at that – the quotation from Sir Walter Scott on the title page which implicitly classes Desperate Remedies as a ‘romance’. We are warned not to expect a realistic ‘unconnected course of adventures’; instead, we will get an ‘artificial’ romance where everything is connected. The epigraph is disruptive in two ways. First, it complicates the issue of genre, since Desperate Remedies is a romance only in the sense that, like most sensation novels, it takes over some techniques from (especially Gothic) romance.14 If Hardy is using Scott to place his novel in more respectable company than Collins or Braddon could provide, he is setting up quite a surprise for any reader who expects to find something like Scott’s historical fiction, or even something like The Monastery, with its semi-supernatural elements.

Second, in forestalling any critique of coincidence in the novel, the Scott quotation also dwells on artifice, to an extent that might trouble dedicated romance readers: a direct awareness of a story’s artificiality surely interferes with the suspension of disbelief and creates, not a sense of connection, but a suspicion that connections between fragmentary ‘circumstances’ are arbitrary. We are at once offered romance and invited to criticize it,15 and the critique continues into the novel itself, where characters and narrator are given to discussing how setting, circumstances and other discrete materials can be assembled into a plot. Cytherea Graye, for instance, remarks on the series of inexplicable coincidences through which she and her brother have met Miss Aldclyffe, found her to be the woman their father loved, and come in contact with someone who knows secrets about her past:


… two disconnected events will fall strangely together by chance, and people scarcely notice the fact beyond saying, ‘Oddly enough it happened that so and so were the same,’ and so on. But when three such events coincide without any apparent reason for the coincidence, it seems as if there must be invisible means at work. You see, three things falling together in that manner are ten times as singular as two cases of coincidence which are distinct. (Vol. II, Ch. i)


For a moment here Cytherea crosses narrative levels by saying this at all: if she is a character, how can she discuss the plot as a reader or novelist might? Her position stabilizes again when she invokes Providence (a frequent source of ‘connection’ in the romance convention) as the cause of the coincidences, but in the meantime whatever sense we may have of the novel’s world as a coherent microcosm is shaken. And, though other comments do not so obviously threaten to violate the boundary between narrative and reader, the idea of plot as a problem is continually foregrounded. Miss Aldclyffe’s coachman, for instance, seems almost to invent later plot developments by telling Cytherea that the Old Manor House needs a good horror story: ‘ “’Tis just the house for a nice ghastly hair-on-end story, that would make the parish religious”’ (Vol. I, Ch. v). Similarly, the narrator notes that because Miss Aldclyffe and Cytherea are ‘woman and woman’, the servants cannot form their relationship into ‘a taking story’ with ‘a carnal plot’ (Vol. I, Ch. viii).16

As is often the case in sensation novels, ‘plots’ within Desperate Remedies make fictional artifice a central and overt concern: as a ‘plotter’, the villain Manston parallels Hardy in weaving fictions and manipulating events, and those who oppose him must ‘read’ his plots critically in order to sort out ‘truth’ from plotted fictions; in the process they often invoke the principle of probability, much as critics of the realist novel do. Manston’s friend Dickson is the first to spot a hole in the false story of Eunice Manston’s departure from the Three Tranters Inn: ‘it seems incomprehensible to me that any woman in her senses, who quietly decides to leave a house, should be so forgetful’ (Vol. III, Ch. i). Mr Raunham too faults the way Manston’s plot ‘reads’, using an explicitly literary simile to express his doubts: ‘the whole business had worked almost too smoothly and effectually for unpremeditated sequence. It was too much like the indiscriminate righting of everything at the end of an old play’ (Vol. III, Ch. v). The parallel between Manston’s plot and Hardy’s is reinforced almost comically when, just a few paragraphs after Mr Raunham’s reference to the old play, Edward Springrove unexpectedly enters. As if in response to the cue of Mr Raunham’s perplexity, he reveals Anne Seaway as a false ‘Mrs Manston’ and offers the correct hypothesis, based on ‘secretly unearthed’ information, about Manston’s motive for the substitution. Certainly this entrance, which precipitates Manston’s exposure and capture, has the air of an ‘indiscriminate righting of everything’, especially since we never learn how Edward obtained his ‘secretly unearthed’ information. The juxtaposition of Manston’s disintegrating plot and this coincidental twist in Hardy’s own flaunts the constructedness of both stories – shows them, that is, to be collections of fragments linked together only by the artifice of the plot, and the novelist’s fictions to be as full of holes as the villain’s.

The pervasive sense of disintegration also affects identity. Miss Aldclyffe dreams that Time pursues her and takes a piece of her (Vol. I, Ch. vi), and even outside dreams, she and others in the novel shift, change and fragment in ways that undermine belief in fixed identities. Her ‘self’ is described as an unstable mixture of darkness and light, and as ‘like a fountain, always herself, yet always another’ (Vol. I, Ch. viii). Similarly, the younger Cytherea’s ‘nature’ appears to have ‘changed’ on the day of her marriage to Manston after she sees Springrove in the church. Though the narrator calls such a change ‘an impossibility’ which ‘might almost’ be believed (Vol. II, Ch. v), his need to quibble about the point calls it into question. Characters whose nature does not change, on the other hand, seem in danger of atrophy, as Edward is when he gives Cytherea up and becomes a ‘stagnant man’ (Vol. III, Ch. v). There is even a macabre joke on the subject of fluid identities, when the narrator comments that Manston’s advertisement for his (dead) wife is an ‘attractive effusion, calculated to win the heart… of any woman who had a spark of her own nature left in her’ (Vol. III, Ch. i). Even Cytherea’s wedding-day reflections, apparently a cry from her deepest self, suggest that the ‘self’ is a nebulous construct made up of fragments:


‘What do our own acquaintances care about us? Not much. I think of mine. Mine will now (do they learn all the wicked frailty of my heart in this affair) look at me, smile sickly, and condemn me. And perhaps, far in time to come, when I am dead and gone, some other’s accent, or some other’s song, or thought, like an old one of mine, will carry them back to what I used to say, and hurt their hearts a little that they blamed me so soon. And they will pause just for an instant, and give a sigh to me, and think, “Poor girl,” believing they do great justice to my memory by this. But they will never, never realize that it was my single opportunity of existence, as well as of doing my duty, which they are regarding; they will not feel that what to them is but a thought, easily held in those two words of pity, “Poor girl,” was a whole life to me; as full of hours, minutes, and peculiar minutes, of hopes and dreads, smiles, whisperings, tears, as theirs: that it was my world, what is to them their world, and they in that life of mine, however much I cared for them, only as the thought I seem to them to be. Nobody can enter into another’s nature truly, that’s what is so grievous.’ (Vol. II, Ch. v)


The context makes it easy to conclude that Cytherea’s unhappiness derives from a forced marriage that requires her to stifle her ‘true’ self’s love for Edward, and that her ‘grievous’ sense of isolation would disappear if only she could change husbands. Yet if ‘nobody can enter into another’s nature truly’, then the desired marriage to Edward can do no more than temporarily mask her isolation. Moreover, Cytherea’s description of her ‘world’ as a series of minutes, hopes, dreads, smiles, whisperings and tears suggests an identity as unstable and fragmented as the chapter and section headings – or as the memories of accent, song, or thought that her friends may retain of her. The moment is, as Patricia Ingham has noted, ‘the beginning of the crack in her self-perception’.17

Names, conventionally the badges and guarantors of identity, frequently provoke misidentification in Desperate Remedies.18 The sharing of a name between the elder and younger Cytherea seemingly ought to connect them, and indeed Cytherea Graye thinks of Miss Aldclyffe as someone ‘linked to her life’ (Vol. I, Ch. vi) through Ambrose Graye’s love for both and his gift of the name ‘Cytherea’ to his daughter. But the connection frequently breaks down: Miss Aldclyffe’s ‘vehement imperious affection’ is ‘not of the kind that Cytherea’s instincts desired’ (Vol. I, Ch. vi); Miss Aldclyffe herself retreats into giving Cytherea to Manston. Other names have no more success in defining those who bear them; mobilized at least as often in this novel for disguise as for identification, names double and shift with protean ease. The Bradleighs become the Aldclyffes and effect a complete change of residence and social alignments in the process; twenty years after this metamorphosis, Miss Aldclyffe apparently feels no oddness in referring to herself as ‘an Aldclyffe’ (Vol. II, Ch. i) and tying pride in her name to resentment of Eunice Manston’s blackmail threat. Manston, who as an illegitimate child is conventionally ‘nameless’, takes the name of the people his mother leaves him with, so that his blood tie to her is made invisible even to him; his first name, chosen by her, provides a clear hint of that tie, but only to those familiar with the story of the Trojan hero Aeneas and his mother Venus, and who know that ‘Cytherea’ is a common epithet for Venus.19

Some names add to the confusion by multiplying. No fewer than three women bear the name ‘Mrs Manston’ in the novel, and for long periods we remain uncertain who has the ‘real’ title to that name: one acts the part; another has used other names, and the third is left in ‘a nameless and unsatisfactory’ condition after apparently becoming ‘Mrs Manston’. The doubling and substitution among the three women make it clear that identity is socially contingent, and easy for a Manston to manipulate. Women’s identity, assumed to change fundamentally upon marriage in any case, proves especially malleable; as Catherine Neale has pointed out, Manston is ‘disturbingly successful’ in obliterating the individuality of three women.20

Along with Desperate Remedies’ generic instability and erosion of identity goes a pervasive instability of gender, despite the apparently conventional marriage that provides the ‘happy ending’. Paradoxically, we become aware of the destabilization in part through a hail of aphoristic generalizations which pronounce a variety of ‘truths’ about the natures of women and men, from Clerk Crickett’s ‘“Fate’s nothen beside a woman’s schemen!”’ (Vol. I, Ch. viii) to the narrator’s comment on Cytherea’s prayer for Edward’s success after she has lost him:


Perhaps the moral compensation for all a woman’s petty cleverness under thriving conditions is the real nobility that lies in her extreme foolishness at these other times: her sheer inability to be simply just, her exercise of an illogical power entirely denied to men in general – the power not only of kissing, but of delighting to kiss the rod by a punctilious observance of the self-immolating doctrines in the Sermon on the Mount. (Vol. II, Ch. iv)


When we consider that Clerk Crickett, who delights in such confident summations of female deviousness, eats ‘only the quantity of a woman’ (Vol. I, Ch. viii), and will later be called ‘“a poor womanly feller”’ and left as ‘mangled remains’ after an argument with the (female) cook (Vol. II, Ch. v), his remarks about women’s schemes seem not timeless folk wisdom but anxious humour which reflects his own imperfect fit with the ‘manly’ ideal.21 A still deeper uneasiness troubles the narrator’s aphorism about Cytherea’s self-immolation: to kiss the rod with ‘delight’ suggests sado-masochism more than ‘womanliness’, and yet the attitude is clearly based on the ‘womanly’ ideal of self-sacrifice, sanctified by religious precept. The ‘perhaps’ at the beginning of the aphorism may even offer it as a savagely ironic thrust at anyone who can think this an appropriate ‘moral compensation’. The whole passage is made still more problematic when it is followed by the Horatian lines Edward is thinking of while Cytherea kisses the rod – lines from a poem of exultant revenge over an aged former mistress. Is Edward indulging in sadistic fantasy which merges with Cytherea’s delight in punishment? In context, the aphorism leaves us with this uncomfortable question rather than with a perception of ‘truth’.

The conventional vocabulary of gender also reveals its limitations in character descriptions, for ‘womanly’ and ‘manly’ attributes keep turning up in people of the wrong gender; as Roger Ebbatson has pointed out, ‘the dislocation of sexual polarities into a changing pattern of ambivalent dispositions and diverse corporeal pleasures’ becomes ‘a persistent undertone’.22 Miss Aldclyffe is described as having ‘a severity about the lower outlines of the face which [gives] a masculine cast to this portion of her countenance’, but also as showing ‘womanly weakness’ in her forehead and eyebrows; the ‘womanly weakness’ is however ‘clear and emphatic’, words which recall the ‘severity’ of her ‘masculine’ features (Vol. I, Ch. iv). A similar mixture of gendered characteristics shows itself in Edward Springrove and Aeneas Manston. Edward’s face is ‘bounded by lines of sufficiently masculine regularity’, but his eyebrows are ‘somewhat too softly arched, and finely pencilled for one of his sex’ (Vol. I, Ch. ii). Manston, for all the melodramatic display of his ‘towering height’, ‘masculine voice’, ‘dark strong’ eyes and erotically charged organ playing, has ‘feminine’ facial features – a complexion without ‘a blemish or speck of any kind to mar the smoothness of its surface or the beauty of its hue’, and lips ‘full and luscious to a surprising degree, possessing a woman-like softness of curve’ (Vol. I, Ch. viii). These initial character descriptions not only suggest the ambivalence of gender in any individual, but also imply that attributes and facial features could easily be detached, lost and collected by others, of either gender.

If pieces of a character are detachable, so are texts, and here we come to what may be the most unsettling effect of all in Desperate Remedies. Hardy makes extensive use of quotation and allusion, and critics have often found this habit irritating: C. H. Salter roundly denounces him for seeking only ‘the memorable phrase… not its context’;23 and F. B. Pinion comments that he uses quotation and allusion out of a ‘desire to impress’.24 In making such remarks, critics have generally assumed that the authors and painters Hardy alludes to constitute cultural authorities for him, and that he accordingly uses them to bolster the style or the authority of his own writing.25 But the problematic status of texts as authorities in a work like Desperate Remedies makes that assumption dubious. Certainly Hardy always appears to deploy cultural references consciously: the allusions to paintings, texts and history seem designed not to remain unobtrusively in the background, but rather to draw attention to themselves, and even to the friction between the contexts they are taken from and their position in Hardy’s text. Indeed, the quotations may make us uneasy not because Hardy fails to use them ‘properly’, but rather because he does not seem to want to; his outsider’s perspective undercuts the reverence he might be supposed to feel towards the icons of his acquired culture. The Virgilian motif in Desperate Remedies, for instance, puts a murderer in the role of Aeneas, and for Venus substitutes a lonely, ageing woman with an illegitimate child. Similarly Anne Seaway, who impersonates Manston’s wife and has apparently been a prostitute, is audaciously compared first to the chaste warrior Camilla in the Aeneid (Vol. III, Ch. vi), and then to the draconian but virtuous biblical heroine Jael (Vol. III, Ch. vi).

The function of texts within the novel itself contributes to the sense that textual authority is deeply flawed. Letters, documents and advertisements provide masks, roles, fictions – anything but unmediated truth. Cytherea’s first advertisement seems ‘a more material existence than her own’, and she thinks ‘“That can’t be myself; how odd I look”’ (Vol. I, Ch. ii).26 Yet this ‘other’ self will be twice revised and edited, by Owen as well as Cytherea. Texts have a ‘more material existence’ than elusive, fragmentary ‘selves’, but they are at least as plastic. Edward can ‘write himself up to a hero’ in his first letter to Cytherea (Vol. I, Ch. v), and Cytherea’s letter to Manston after the organ scene can become ‘evidence’ of her love for Manston. Miss Aldclyffe and Manston place advertisements which appear to seek a competent estate steward and a lost wife respectively, but which are actually adjuncts to fantasy and fiction – Miss Aldclyffe’s Virgilian dream of playing Venus to her Aeneas, and Manston’s plot to cover murder with invention and impersonation.

It should not surprise us then that allusion provides no authority which can stabilize gender, identity or anything else that threatens to disintegrate; rather, it introduces another source of instability. Quotation is after all the insertion of a fragment from one text into another, and especially in a text such as Desperate Remedies, which already foregrounds the fragmentary and unstable, such an insertion is likely to make the text more, not less disjunctive. Thus, when the narrator accompanies a description of Cytherea’s look over her shoulder with a biblical allusion, he does not so much put Cytherea allusively in her ‘feminine’ place, as show the impossibility of doing so: ‘It is not for a man to tell fishers of men how to set out their fascinations so as to bring about the highest possible average of takes within the year; but the action that tugs the hardest of all at an emotional beholder is this sweet method of turning which steals the bosom away and leaves the eyes behind’ (Vol. I, Ch. iv).27 The ‘take’ in this scene is Miss Aldclyffe, though, not a. man; moreover, the movement with which Cytherea ‘fascinates’ has only ‘chanced to be one of her masterpieces’ (my emphasis).28 At a later stage the narrator uses the same biblical allusion to distinguish Cytherea from ‘a professional fisher of men’ (Vol. II, Ch. iv) who would know how to manipulate Edward and Manston. Since, however, Cytherea unwittingly does use all the right techniques, and Manston and Edward thus continue to desire her, the allusion implies that baiting hooks for men is instinctive for all women, whether or not they are consciously ‘fishing’. Like the first ‘fisher’ allusion though, this is made dubious by its narrative and biblical contexts: it reflects oddly on Manston’s own angling for a reluctant and pressured Cytherea, and it again twists the phrase ‘fishers of men’ from a call to male disciples into a metaphor for ‘womanly’ wiles. Far from tying behaviour firmly to gender, the allusion crosses gender lines and leaves us with discordant and fragmentary impressions of Cytherea and of ‘woman’.29

Many of the literary quotations in Desperate Remedies have similarly destabilizing effects, as when Manston’s assault on Cytherea is described with a quotation from Book V of John Dryden’s translation of the Aeneid:


The panting and maddened demon – blind to everything but the capture of his wife – went with a rush under the table: she went over it like a bird. He went heavily over it: she flew under it, and was out at the other side.

‘One on her youth and pliant limbs relies,

One on his sinews and his giant size.’ (Vol. III, Ch. vii)


Marlene Springer uses this as an example of Hardy’s ‘forcing his method beyond its strength’ and ‘straining for a reference’;30 he must adapt the quotation to the situation by changing ‘his’ to ‘her’, and he twists it out of context. The passage quoted from here describes a ceremonial combat between the boastful Dares and the much older and more admirable Entellus; despite his age Entellus, inspired by ‘Disdain and conscious virtue’,31 wins the contest. Not only does the gender of one of the two combatants change, but Cytherea also gets the role of the boaster whose ‘youth and pliant limbs’ foster his arrogance. Hardy does not hesitate to convert the passage to his own purposes, to turn Virgil, like his own unpublished fiction and poetry, into material for his fictional enterprise. In an earlier quotation from the same section of the Aeneid, Manston takes on the more ‘appropriate’ role of Dares and uses strategy to storm Cytherea’s ‘strong-built castle’ when he discovers how ‘unexpectedly well’ she, like Entellus, stands an ‘open attack’ (Vol. II, Ch. iv). Yet even this apparently respectful Virgilian citation, showing Manston’s devious reliance ‘“more on industry than force”’, raises some questions: Cytherea, though honourable and stronger than she seems, appears incongruously in the role of the battle-scarred veteran Entellus. Women, it seems, have an especially hard time finding a viable allusive niche in canonical texts.32

Characters’ own use of allusion, often to define gender roles, is still more problematic, especially when the narrator participates in it. In the rowing scene (Vol. I, Ch. iii), where Milton’s ‘Lycidas’ frames the lovers’ conversation, Edward identifies Cytherea as an ‘Amaryllis’, or in other words as a temptress who causes young men to stray from their true vocations into idle lovemaking.33 Yet when Cytherea finds the ‘levity’ of the comparison ‘intolerable’, the narrator comments: ‘a woman seems never to see any but the serious side of her attachment, though the most devoted lover has all the time a vague and dim perception that he is losing his old dignity and frittering away his time’. To follow Cytherea’s reaction with this magisterial comment, however, is to highlight the asymmetry of Cytherea’s and Edward’s relations to ‘Lycidas’: Edward can compare himself to Lycidas, the ‘shepherd’ who is doubly praised as poet and pastor, but the poem affords Cytherea no role except that of the siren-like Amaryllis who will either be ‘sported’ with or avoided. Edward chooses between ‘dignity’ and ‘frittering away his time’, but no dignified position offers itself to Cytherea. On the other hand, the lovers’ conversation about ‘Lycidas’ has a curiously decentring effect on the poem itself, since it focuses on something that Milton ignores: the poem mentions Amaryllis as a potential distraction for Lycidas and a proof of his fortitude in resisting her, but not as someone with a voice who might object to being ‘sported’ with. By taking up Edward’s allusion and grafting ‘Lycidas’ on to her own situation, Cytherea in a sense offers a subversive critique of it.

The most extended allusion in Desperate Remedies is also one of its most cynical commentaries on the practice of allusion. It, too, is initiated by a character; in naming her son Aeneas, Cytherea Bradleigh attempts to salvage a future out of the remains of her first love affair and pregnancy. When she tries to realize this literary fantasy by engineering a job for Manston on the Knapwater estate and playing the Venus-like role of imperious and hidden benefactress, she quickly loses control, for Manston discovers the secret of his birth and exploits it to gain the upper hand in the relationship. Her allusive act certainly sets events in motion, but they are rather different events (murder, blackmail, adultery, attempted rape – the stuff of sensation) from the epic deeds that the name invokes. Used at the point where Manston reveals his knowledge of his birth and begins to blackmail his mother, the Virgilian tag ‘Talibus incusat’ (‘in these terms he complains’) might seem a typically inappropriate quotation, a ‘memorable phrase’ used with no regard for context, but the inappropriateness is surely the point. There is indeed a gulf between Cytherea Aldclyffe and her classical namesake, who dominates the corresponding scene in the Aeneid, paying little attention to Aeneas’ complaints except to tell him that he has landed in a safe and welcoming place and to show him where to find the rest of his men.34 Recalcitrant circumstance refuses to respond to Miss Aldclyffe’s act of naming and form itself into an epic tale – allusion provides nothing but the fragment she grasps in the name ‘Aeneas’.

In Desperate Remedies Hardy seems less the autodidact decorating his work with impressive quotations than an invader, who has already stormed the citadel of learning and now intends to appropriate it to his own ends – even if that means giving the armour of a virgin warrior to a prostitute. The spirit of the cultural invader is nowhere more evident than in the cluster of historical and literary allusions to falling and burning buildings, and to the opportunities such destruction creates – especially for the numerous architects in this novel.35 The 1834 burning of the Houses of Parliament, introduced as an apparently incidental and even contrived means of dating Miss Aldclyffe’s faint in a Hammersmith inn (Vol. I, Ch. iii), remains a significant subtext. Later in the same chapter, Edward Springrove mentions another major historical fire, the 1666 Great Fire of London, and links it to the success of the Restoration architect Christopher Wren: ‘ “the fame of Christopher Wren himself depended upon the accident of a fire in Pudding Lane” ’. Though Edward’s comment responds to Cytherea’s plea that he should try to succeed, and warns her against unreasonable expectations, it also suggests the quasi-revolutionary idea that for the poor man success and opportunity may lie only in fiery ‘accidents’. As an architect himself, Hardy would have been well aware that the 1834 Houses of Parliament fire helped the careers of the architects and designers who supervised the rebuilding and refurnishing, and in doing so put Gothic architecture and design at the centre of the public consciousness. Like the burning of Troy as recounted by Virgil’s Aeneas, which is not the end of Aeneas’ story but the prelude to the founding of a new nation (Rome), fire in the context of these historical allusions destroys in order to create a space for action and self-improvement.

Many lower-class watchers saw the fire as a judgement upon the government for bringing in the hated 1834 amendments to the Poor Law Act (amendments which, among other things, forced paupers seeking relief to go into workhouses).36 In Desperate Remedies, a similar subversive spirit is expressed in the drinking song that Manston and the postman sing, ‘Joan’s Ale’ (Vol. III, Ch. iv). Also called ‘The Seven Trades’, the song has one verse for each trade, and the mason’s verse that Hardy quotes ends:



… The Lord make churches and chapels to fall,

And there’ll be work for tradesmen all!



The song seems almost to parody the covert aggression in Edward’s reference to Wren: it is as though Hardy is taking the idea of Rome rising from the ashes of Troy, or of Saint Paul’s Cathedral rising from the ashes of the Great Fire, and re-stating it more forcefully.

Along with Turner’s painting, the Aeneid and his architectural background, Hardy’s sense of fire as opportunity was probably shaped by another book that he had been familiar with from childhood. The resolution of Harrison Ainsworth’s Old Saint Paul’s (1841) hinges on the Great Fire of London and the opportunities it brings for the hero. Leonard Holt, a grocer’s apprentice whose first love deserts him for the Earl of Rochester and dies shortly thereafter, rises into the nobility himself when his efforts to check the fire are rewarded by Charles II. In fact the deranged father of Leonard’s second love plots to set the fire so that the young man can ‘discover’ the plot and be rewarded for exposing it: the father admires Leonard, but is a nobleman and does not want his daughter to marry beneath her class. Though Leonard strenuously resists the plan, he ends up benefiting from it anyway. Old Saint Paul’s seems to have coloured Hardy’s imagination deeply, helped by the association of its London setting with his first visit to London as a young boy with his mother.37 For the young son of a builder who dreamed of entering the middle class through the church, architecture or literature,38 Ainsworth’s tale of lower-class worth rewarded by social advance through ‘the accident of a fire in Pudding Lane’ must have had special resonance.

Ironically, the one actual fire which figures in the plot of Desperate Remedies destroys not public buildings but Farmer Springrove’s inn and the adjoining cottages (Vol. II, Ch. ii). Thus, although the circumstances leading up to the fire create ‘a grand opportunity for devastation’, the opportunity is restricted to the ‘treacherous element’ of fire itself, leaving the devastation to the Springroves. Edward’s father loses his lifelong home and much of his livelihood, and his compromised position gives Miss Aldclyffe and Manston the leverage they need to pressure Edward into giving up Cytherea. This fire produces nothing but devastation and dislocation, as no doubt the Great Fire of 1666 did for the many private householders and tenants who lost their homes, and for whom rebuilding was mundane, costly, or even impossible. The Three Tranters and its cottages will not be rebuilt, for they have no public significance. The Springroves have no money, and the real loss is one that no architect can remedy: the loss of a home hallowed by the associations of several lifetimes. Farmer Springrove later responds to Manston’s casual remark that he must be ‘“feeling settled again”’ by emphasizing that such a loss can never be made good:


‘Ay, but I don’t know about feelen settled, either, Mr. Manston. The old window in the chimney-corner of the old house I shall never forget. No window in the chimney-corner where I am now, and I had been used to en for more than fifty years.’ (Vol. III, Ch. iii)


The pattern of allusion thus invokes fire as an event of public significance and heroic opportunity, but also calls that concept into question. The only person who benefits from fire is Manston, a ‘treacherous element’ himself who uses the inn fire to hide the murder of his wife and to begin courting Cytherea, and whose Ainsworth counterpart is not the stalwart Leonard Holt but the glamorous and sinister Earl of Rochester. Like an infernal version of Virgil’s hero, Aeneas Manston uses his mother’s help and his own plots to build a new kingdom for himself out of the ashes of the Three Tranters – though he is foiled in the end in a final allusive twist, for like his Virgilian namesake he dies before he can see the kingdom established.

At the beginning of his relationship with Cytherea, Edward quotes from Shelley’s ‘One word is too often profaned’ as he watches her window (Vol. I, Ch. ii). Depressed by what we later realize must be the memory of his now hollow engagement to Adelaide Hinton, Edward uses the poem’s ‘hope… too like despair’ to figure his incipient love for Cytherea. Shadowing Edward’s quotation is the description Shelley’s speaker offers of that hope, and the devotion it centres on:



The desire of the moth for the star,

Of the night for the morrow.39



Neither desire is of course satisfiable: could it reach the star the moth would be immolated, and night can only ever approach day, never meet it. Like so many quotations in Desperate Remedies, this one reminds us of its inaptness, especially on a second reading when we know what is in Edward’s mind: it seems excessive, chosen unwisely to give grandiose overtones to the problem of falling in love with one person while still desultorily engaged to another. Yet this very overreaching also reminds us of the unsatisfiable desire for wholeness and consonance that lies behind all the fragmentary forms of Desperate Remedies. Sensation fiction, ‘novels of character and environment’, epic, romance, realism and lyric poetry – all try to create some kind of unity, to find some way of connecting the unconnected and assimilating it to form, just as an architectural design seeks to assemble different materials into a coherent whole.

Desperate Remedies does not, and in its terms cannot, satisfy the desire for wholeness. Rather, it enacts that desire repeatedly in the narrator’s and characters’ manipulation of texts, events and people, and repeatedly shows it frustrated as texts twist away from contexts, and as events and characters prove too fluid and mutable to be manipulated for any length of time. Even in the Epilogue, with its idyllic view of the wedding day, the fulfilment of desire seems fictitious, liable to disintegrate at any moment. Itself a fragment tacked on to the text, the Epilogue’s status as ‘real’ conclusion is problematic. A gratuitously mysterious stranger who turns out to be a newspaper reporter presides over it, making us wonder if this final scene is merely a piece of reportage. Cytherea and Edward’s re-enactment of their first kiss in the boat, detached even from the rest of the Epilogue and hidden from the eye of the reporter, is also troubling, for it suggests that their relationship is permanently frozen into a single episode of their courtship. The first rowing scene produces, as the narrator says at the time, ‘the supremely happy moment of their experience’ (Vol. I, Ch. iii), implying ironically that their lives and love will coast downhill from there. The edge of fulfilment, like the boundary between night and morning, is apparently as close as desire can get, and the many allusions radiating out from the first rowing scene (most of which point towards waste, frustration, pain and discontent as the fruits of desire) call even that ‘supreme happiness’ into question. The re-enactment, as a ‘quotation’ of that earlier moment, is at a further remove from fulfilment, and like other quotations in Desperate Remedies it overreaches, aiming for an impossible sense of completion and wholeness, only to confirm that the form of the novel is that of the fragment – the anti-form that could not offer a resounding ending without betraying the discordant but vital energies that have animated it.
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27. The allusion wrenches text from context, as many of Hardy’s allusions do: the paraphrased verse is Christ’s call to Simon Peter and Andrew to leave their fishing nets and follow him as ‘fishers of men’ (Matthew iv. 19).

28. Complex gender relations circulate around this allusion: ‘men’ in Matthew iv. 19 means ‘people’, male and female, but the narrator implicitly sees Cytherea as a female fisher of ‘men’ in the gendered sense. Her ‘take’ is a woman, but a woman whose own gender is often at issue: she has ‘masculine’ features, will later demand kisses from her young namesake and prove ‘as jealous as any man’ (Vol. I, Ch. vi), yet she also seeks a bond with Cytherea that specifically excludes men as fickle and not capable of women’s intense love.

29. Many allusions in Desperate Remedies cross gender lines: see for instance the quotation from Coleridge in Vol. II, Ch. i, which gives Cytherea the (altered) attributes of Edmund Burke (see note 1 to that chapter). Several passages with counterparts in ‘An Indiscretion in the Life of an Heiress’ apply to characters of the opposite gender in Desperate Remedies. See Dalziel, ‘Exploiting the Poor Man’, pp. 225–6.

30. Springer, p. 31.
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A NOTE ON THE HISTORY OF THE TEXT

MANUSCRIPT BORROWINGS

No manuscript of Desperate Remedies survives, and the novel was not published in serial form. Apart from correspondence about the novel from before its publication, then, we have little certain knowledge about the way in which it assumed its published form. Nevertheless, it seems clear that for the first two volumes Hardy drew freely on his unpublished poems and the manuscript of his earlier, never-published novel, The Poor Man and the Lady. Though he retained a high opinion of The Poor Man to the end of his life,1 Hardy had reached the conclusion, after discouraging reactions from publishers and several outright rejections, that he would never be able to place it (see Appendix i). He accordingly began to dismember it and to use the pieces, some for Desperate Remedies, others a little later for Under the Greenwood Tree, and perhaps still others for subsequent novels.2 What remained was reworked for ‘An Indiscretion in the Life of an Heiress’, published in The New Quarterly Magazine in 1878; the many parallel passages between ‘An Indiscretion’ and Desperate Remedies suggest the latter’s extensive debt to The Poor Man. The poems that Hardy ‘prosed’ for Desperate Remedies3 may, as Pamela Dalziel suggests, indicate further borrowings from The Poor Man, since the poems presumably pre-date both novels.4


1871: TINSLEY BROTHERS

This first edition included some changes to the manuscript version of the novel. One of these involved Miss Aldclyffe’s past: when John Morley read the manuscript for Macmillan (and recommended rejection), he objected that ‘the violation of a young lady at an evening party, and the subsequent birth of a child, is too abominable to be tolerated as a central incident from which the action of the story is to move’.5 In the 1871 text, Miss Aldclyffe’s account of being ‘cruelly betrayed by her cousin’ (Vol. III, Ch. viii) is vague enough to refer to anything from rape to a consensual and supposedly premarital affair. Hardy may have forestalled Morleyesque reactions by letting readers fill in the details for themselves. He did much the same thing with Anne Seaway, whom he evidently referred to in the manuscript as Aeneas Manston’s mistress: when Tinsley’s reader suggested that their relationship be made less obvious, Tinsley (not known for his fastidiousness) pointed out that removing the word ‘mistress’ would do. In the 1871 text the word is indeed gone, but the nature of the relationship remains obvious enough.

The novel was published anonymously on 25 March 1871, in three-volume form, in an edition of 500 copies. Sales were not good, in part because of a negative review in the Spectator;6 nearly half the run was remaindered, and Desperate Remedies remained out of print in England until 1889.


1874: HENRY HOLT’S ‘LEISURE HOUR’ SERIES

Until 1891 there was no copyright agreement between England and the United States, and novels were freely reprinted from English editions; there were several pirated American editions of Desperate Remedies. However, some American publishers informed English authors that they had published their books or were about to, and offered them remuneration (though by no means as much as they would get if they held copyright in the United States). Reputable American publishers recognized such an agreement as giving the publisher informal rights to be the exclusive publisher. When Holt wrote to ask Hardy whether he would like to make corrections for the 1874 ‘Leisure Hour’ edition of Desperate Remedies, he was already publishing Under the Greenwood Tree and A Pair of Blue Eyes on this principle. His apparently courteous request may have been based on uneasiness with Desperate Remedies and a desire for specific revisions: in a letter to Holt of 2 February 1874 Hardy promised to send revisions ‘after reading over the portions alluded to’,7 and he altered the plot slightly in the 1874 text Miss Aldclyffe is persuaded into a secret marriage, not with a cousin, but with a stranger who pretends to be a military officer, and turns out to be a forger and an escaped convict. The marriage is kept secret and the child abandoned after the man flees to Canada and is shot resisting capture, because of the disgrace the story would bring to the family.

Hardy would probably not have wanted to retain this rather convoluted change in subsequent editions, though the same may not be true of other changes: Manston is made to say more emphatically that he did not intend to kill Eunice, for instance, and at their first meeting Edward Springrove fixes his eyes ‘on’ Cytherea Graye’s instead of ‘in’ them. All the 1874 changes were ‘stranded’ in that edition, however, since no copy of the Holt text was available when Hardy prepared the second English edition in 1889.


1889: WARD AND DOWNEY

The Ward and Downey 1889 edition is the most significant after the first, because Hardy made more revisions for it than for any other. There may however have been editorial interference from Ward and Downey,8 because some of the changes downplay sexual or suggestive references, whereas Hardy’s general practice was to make sexual references more explicit in revising for later editions.9 It is difficult to be sure where the changes come from, though: when a reference to Cytherea’s ‘bosom’ is deleted from the rowing scene (Vol. I, Ch. iii), censorship seems the likely cause, but when Hardy has the paddles of the excursion steamer slide ‘under each other’s edges’ instead of ‘under each other’s bosom’ (Vol. I, Ch. ii), he may simply be deciding that the original phrase was a little too eccentric. Other changes (such as that from ‘delicious’ to ‘charming’ or ‘ecstatic’, or from ‘How exquisite a sweetheart is’ to ‘How exquisite it all is’) do cool the language down somewhat, but it seems unlikely that any censor would single these words out and not object to much more obvious sensual moments, such as the entire organ-playing scene in Volume I, Chapter viii.

Another group of changes produced minute adjustments of characters’ class. Edward’s origin changes from ‘very’ to ‘rather’ humble, for instance (Vol. I, Ch. ii), and his father’s speech correspondingly loses many of its dialect forms, emphasizing that the Springroves, though in Carriford, are not exactly of it.

There were many stylistic changes; Hardy altered phrases that reviewers had objected to and introduced stylistic refinements of his own; the result is a more polished style in places, but also a loss of some of the idiosyncrasies of Hardy’s early style. One especially noticeable change is the consolidation of short paragraphs into longer ones, which obliterates Hardy’s odd yet often effective use of short paragraphs in 1871 to provide a visual reference for characters’ thought processes.

Hardy changed some place names in 1889, not, as might be assumed, to bring the topography of Desperate Remedies in line with his emerging conception of ‘Wessex’, but instead to make it more difficult for readers to fit the novel into that imaginative territory based on the county of Dorset and the neighbouring regions: the county town becomes ‘Troominster’, for instance, instead of ‘Froominster’ (which could have linked it to the valley of the Frome river and hence to the Wessex ‘Casterbridge’). Simon Gatrell argues persuasively that Wessex was still taking shape in Hardy’s mind when the Ward and Downey edition of Desperate Remedies came along, and that he wanted neither to rush that conception to a premature solidity nor to have readers read Casterbridge of Wessex (or its real ‘equivalent’, Dorchester of Dorset) into ‘Froominster’; he also lacked the time for the minute rewriting that moving the novel into Wessex would require.10

The 1889 edition was reprinted by Heinemann in 1892, but Hardy turned down Heinemann’s offer to add corrections or revisions; in fact, some of Heinemann’s edition may have been bound from stock sheets of Ward and Downey’s printing.11


1896: OSGOOD, McILVAINE’S COLLECTED EDITION

In the 1895–6 Osgood, McIlvaine Collected Edition, Hardy made Wessex a coherent concept for the first time, and in order to fit his novels into the map of Wessex he undertook a systematic revision of topography and geography, especially in the earlier books. The changes have varying effects on the novels; for Desperate Remedies they introduce some anomalies, such as the longer walk Owen has to perform to see the ruin of ‘Corvsgate Castle’ during the pleasure-cruise (Vol. I, Ch. ii). The many changes of place names (Creston becomes Budmouth; Froominster/Troominster becomes Casterbridge, Mundsbury becomes Anglebury, etc.) add little; what resonance the Wessex names have in Desperate Remedies is carried over from other novels rather than emanating from this one. In fact, Hardy often made the topography seem less rather than more specific when he moved the action into Wessex. In Volume III, for instance, Palchurch loses its ‘sandy hill’ when it becomes Tolchurch (Ch. iv), and the detective and Anne Seaway run into Manston’s gig in ‘a spot’ on the road rather than in ‘Churchway Bower’ (Ch. vi).

Moving Desperate Remedies into Wessex meant that it would be read as a ‘Wessex Novel’, even before Hardy and his publishers began to use that term. The move obscured the novel’s links with Hardy’s literary and professional ambitions of the 1860s, and highlighted instead its scattered connections, many of them 1896 revisions, with the ‘real’ or ‘Wessex’ Hardy. In particular, the appropriation of sensation fiction (characteristically an urban genre in its concern with crime, even when the setting is a country house) seems even less palatable in a Wessex Novel than it was to critics in 1871. Overall, the entry into Wessex was unfortunate for Desperate Remedies.

A related group of changes in 1896 are made to dialect, for the contours of Wessex are linguistic as well as topographical, and throughout the text Hardy adds dialect to the speech of the rustic characters. Even Farmer Springrove is occasionally swept up in this trend, despite Hardy’s efforts in 1889 to diminish the dialect elements in his speech.

Some stylistic changes were made in 1896 as well, though not as many as in 1889; still, the process of improving and tightening begun in 1889 continues here, with the result that the novel moves still further away from being ‘Hardy’s first published work’; as Frank Mitchell has pointed out, the 1896 (like the 1912) edition ‘is a peculiar fusion of styles from different periods, and the union is not entirely a happy one for the reader’.12


1912: MACMILLAN ‘WESSEX’ EDITION

Hardy made relatively few changes for the 1912 edition of Desperate Remedies, and his revisions tend to cluster in certain areas of the text. There were several more changes to style and dialect, the latter often lightening the dialect forms that he had increased in 1896, and some light bowdlerizing of the bed scene between Miss Aldclyffe and Cytherea. Hardy made no revisions to this novel for later editions and reprintings, and his own ‘study copy’ of Desperate Remedies is unmarked apart from the correction of one typographical error.


CHOICE OF COPY-TEXT

For this edition, the copy-text is the 1871 first edition, and I have confined emendations to cases of manifest error. The punctuation is also that of 1871, and almost certainly heavier than it was in the lost manuscript,13 but the 1871 text is the closest we are likely to get to that manuscript, for changes to the punctuation in later editions only complicate the situation with a variety of additions and deletions.

When the 1912 text has been the standard version of Desperate Remedies for over eighty years, and a Wessex Desperate Remedies has been in circulation for a century, the decision to return to the first-edition text may seem an odd one. Yet the very unfamiliarity of the landscape, and of the text without its author’s retrospective stylistic adjustments, may allow readers to approach this work from new perspectives. If we are to read Desperate Remedies as Hardy’s first novel, there is surely a value in reading it as it was when he had published no others.


A NOTE ON THE PREFACES

The 1889, 1896 and 1912 prefaces are reprinted in Appendix II as they first appeared. Hardy was given to revising dated prefaces as well as novels, and changed ‘at least one of the characters’ in the 1889 preface to ‘at least one or two of the characters’ when that preface was reprinted in 1912.


Notes
1. Biography, p. 115.

2. See Pamela Dalziel, ‘Exploiting the Poor Man: The Genesis of Hardy’s Desperate Remedies’, Journal of English and Germanic Philology, 94:2 (1995), 220-32, and Simon Gatrell, Hardy the Creator: A Textual Biography (Oxford: Clarendon Press, 1988), pp. 12–14.

3. See Hardy’s 1912 preface in Appendix II.

4. Dalziel, 228–30.

5. Transcribed in Charles Morgan, The House of Macmillan (1843–1943) (London: Macmillan, 1943), PP. 93–4

6. ‘Desperate Remedies’, Spectator, 22 April 1871.

7. Letters 1:27.

8. This is suggested by Frank J. Mitchell, ‘Studies toward a Critical Edition of Thomas Hardy’s Novel “Desperate Remedies”’ (Ph.D. Dissertation, University of Georgia, 1992), pp. 62–4.

9. Gatrell, pp. 131–3.

10. Gatrell, pp. 124–5.

11. Letters I:286; Mitchell, p. 46.

12. Mitchell, p. 83.

13. See Gatrell, pp. 210–19, and Robert Schweik and Michael Piret, ‘Editing Hardy’, Browning Institute Studies 9 (1981), 15–41 for two views on Hardy’s characteristically light manuscript punctuation.
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VOLUME I

CHAPTER I
The Events of Thirty Years

§ 1. December and January, 1835–36

In the long and intricately inwrought chain of circumstance which renders worthy of record some experiences of Cytherea Graye,1 Edward Springrove, and others, the first event directly influencing the issue was a Christmas visit.

In the above-mentioned year eighteen hundred and thirty-five, Ambrose Graye, a young architect who had just commenced the practice of his profession in the midland town of Hocbridge,2 went to London to spend the Christmas holidays with a friend who lived in Bloomsbury. They had gone up to Cambridge in the same year, and, after graduating together, Huntway, the friend, had entered orders.3

Graye was handsome, frank, and gentle. He had a volatility of thought which, exercised on homeliness, was humour; on nature, picturesqueness; on abstractions, poetry. Being, as a rule, broadcast, it was all three.

Of the wickedness of the world he was too forgetful. To discover evil in a new friend is to most people only an additional experience: to him it was ever a surprise.

While in London he became acquainted with a retired officer in the navy named Bradleigh, who, with his wife and their daughter, lived in a small street4 not far from Russell Square. Though they were in no more than comfortable circumstances, the captain’s wife came of an ancient family whose genealogical tree was interlaced with some of the most illustrious and well-known in the kingdom.

The young lady, their daughter, seemed to Graye by far the most beautiful and queenly being he had ever beheld. She was about nineteen or twenty, and her name was Cytherea. In truth she was not so very unlike country girls of that type of beauty, except in one respect. She was perfect in her manner and bearing, and they were not. A mere distinguishing peculiarity, by catching the eye, is often read as the pervading characteristic, and she appeared to him no less than perfection throughout – transcending her rural rivals in very nature. Graye did a thing the blissfulness of which was only eclipsed by its hazardousness. He loved her at first sight.

His introductions had led him into contact with Cytherea and her parents two or three times on the first week of his arrival in London, and accident and a lover’s contrivance brought them together as frequently the week following. The parents liked young Graye, and having few friends (for their equals in blood were their superiors in position), he was received on very generous terms. His passion for Cytherea grew not only strong, but ineffably strong: she, without positively encouraging him, tacitly assented to his schemes for being near her. Her father and mother seemed to have lost all confidence in nobility of birth, without money to give effect to its presence, and looked upon the budding consequence of the young people’s reciprocal glances with placidity, if not actual favour.

Graye’s whole delicious5 dream terminated in a sad and unaccountable episode. After passing through three weeks of sweet experience, he had arrived at the last stage – a kind of moral Gaza6 – before plunging into an emotional desert. The second week in January had come round, and it was necessary for the young architect to leave town.

Throughout his acquaintanceship with the lady of his heart there had been this marked peculiarity in her love: she had delighted in his presence as a sweetheart should, yet from first to last she had repressed all recognition of the true nature of the thread which drew them together, blinding herself to its meaning and only natural tendency, and appearing to dread his announcement of them. The present seemed enough for her without cumulative hope: usually, even if love is in itself an end, it must be regarded as a beginning to be enjoyed.

In spite of evasions as an obstacle, and in consequence of them as a spur, he would put the matter off no longer. It was evening. He took her into a little conservatory on the landing, and there among the evergreens, by the light of a few tiny lamps, infinitely enhancing the freshness and beauty of the leaves, he made the declaration of a love as fresh and beautiful as they.

“My love – my darling, be my wife!”

“We must part now,” said she, in a voice of agony. “I will write to you.” She loosened her hand and rushed away.

In a wild fever Graye went home and watched for the next morning. Who shall express his misery and wonder when a note containing these words was put into his hand?

“Good-bye; good-bye for ever. As recognised lovers something divides us eternally. Forgive me – I should have told you before; but your love was sweet! Never mention me.”

That very day, and as it seemed, to put an end to a painful condition of things, daughter and parents left London to pay off a promised visit to a relative in a western county. No message or letter of entreaty could wring from her any explanation. She begged him not to follow her, and the most bewildering point was that her father and mother appeared, from the tone of a letter Graye received from them, as vexed and sad as he at this sudden renunciation. One thing was plain: without admitting her reason as valid, they knew what that reason was, and did not intend to reveal it.

A week from that day Ambrose Graye left his friend Huntway’s house and saw no more of the Love he mourned. From time to time his friend answered any inquiry Graye made by letter respecting her. But very poor food to a lover is intelligence of a mistress filtered through a friend. Huntway could tell nothing definitely. He said he believed there had been some prior flirtation between Cytherea and her cousin, an officer of the line, two or three years before Graye met her, which had suddenly been terminated by the cousin’s departure for India, and the young lady’s travelling on the continent with her parents the whole of the ensuing summer, on account of delicate health. Eventually Huntway said that circumstances had rendered Graye’s attachment more hopeless still. Cytherea’s mother had unexpectedly inherited a large fortune and estates in the west of England by the rapid fall of some intervening lives. This had caused their removal from the small house by Gower Street,7 and, as it appeared, a renunciation of their old friends in that quarter.

Young Graye concluded that his Cytherea had forgotten him and his love. But he could not forget her.


§ 2. From 1843 to 1861

Eight years later, feeling lonely and depressed – a man without relatives, with many acquaintances but no friends, – Ambrose Graye met a young lady of a different kind, fairly endowed with money and good gifts. As to caring very deeply for another woman after the loss of Cytherea, it was an absolute impossibility with him. With all, the beautiful things of the earth become more dear as they elude pursuit; but with some natures utter elusion is the one special event which will make a passing love permanent for ever.

This second young lady and Graye were married. That he did not, first or last, love his wife as he should have done, was known to all; but few knew that his unmanageable heart could never be weaned from useless repining at the loss of its first idol.

His character to some extent deteriorated, as emotional constitutions will under the long sense of disappointment at having missed their imagined destiny. And thus, though naturally of a gentle and pleasant disposition, he grew to be not so tenderly regarded by his acquaintances as it is the lot of some of those persons to be. The winning and sanguine impressibility of his early life developed by degrees a moody nervousness, and when not picturing prospects drawn from baseless hope he was the victim of indescribable depression. The practical issue of such a condition was improvidence, originally almost an unconscious improvidence, for every debt incurred had been mentally paid off with a religious exactness from the treasures of expectation before mentioned. But as years revolved, the same course was continued, from the lack of spirit sufficient for shifting out of an old groove when it has been found to lead to disaster.

In the year eighteen hundred and sixty-one his wife died, leaving him a widower with two children. The elder, a son named Owen, now just turned seventeen, was taken from school, and initiated as pupil to the profession of architect in his father’s office. The remaining child was a daughter, and Owen’s junior by a year.

Her christian name was Cytherea, and it is easy to guess why.


§ 3. October the twelfth, 1863

We pass over two years in order to reach the next cardinal event of the story. The scene is still the Grayes’ native town of Hocbridge, but as it appeared on a Monday afternoon in the month of October.

The weather was sunny and dry, but the ancient borough was to be seen wearing one of its least attractive aspects. First on account of the time. It was that stagnant hour of the twenty-four when the practical garishness of Day, having escaped from the fresh long shadows and enlivening newness of the morning, has not yet made any perceptible advance towards acquiring those mellow and soothing tones which grace its decline. Next, it was that stage in the progress of the week when business – which, carried on under the gables of an old country place, is not devoid of a romantic sparkle – was well-nigh extinguished. Lastly, the town was intentionally bent upon being attractive by exhibiting to an influx of visitors the local talent for dramatic recitation, and provincial towns trying to be lively are the dullest of dull things.

Provincial towns are like little children in this respect, that they interest most when they are enacting native peculiarities unconscious of beholders. Discovering themselves to be watched they attempt to be entertaining by putting on an antic,8 and produce disagreeable caricatures which spoil them.

The weather-stained clock face in the low church tower standing at the intersection of the three chief streets was expressing half-past two to the Town-Hall opposite, where the much talked-of reading from Shakespeare was about to be commenced. The doors were open, and those persons who had already assembled within the building were noticing the entrance of the new-comers – silently criticising their dresses – questioning the genuineness of their teeth and hair – estimating their private means.

Among these later ones came an exceptional young maiden who glowed amid the dulness like a single bright-red poppy in a field of brown stubble. She wore an elegant dark jacket, lavender dress, hat with grey strings and trimmings, and gloves of a colour to harmonize. She lightly walked up the side passage of the room, cast a slight glance around, and entered the seat pointed out to her.

The young girl was Cytherea Graye, her age was now about eighteen. During her entry, and at various times whilst sitting in her seat and listening to the reader on the platform, her personal appearance formed an interesting subject of study for several neighbouring eyes.

Her face was exceedingly attractive, though artistically less perfect than her figure, which approached unusually near to the standard of faultlessness. But even this feature of hers yielded the palm to the gracefulness of her movement, which was fascinating and delightful to an extreme degree.

Indeed, motion was her speciality, whether shown on its most extended scale of bodily progression, or minutely, as in the uplifting of her eyelids, the bending of her fingers, the pouting of her lip. The carriage of her head – motion within motion – a glide upon a glide – was as delicate as that of a magnetic needle. And this flexibility and elasticity had never been taught her by rule, nor even been acquired by observation, but, nullo cultu,9 had naturally developed itself with her years. In childhood, a stone or stalk in the way, which had been the inevitable occasion of a fall to her playmates, had usually left her safe and upright on her feet after the narrowest escape by oscillations and whirls for the preservation of her balance. At mixed Christmas parties, when she numbered but twelve or thirteen years, and was heartily despised on that account by lads who deemed themselves men, her apt lightness in the dance covered this incompleteness in her womanhood, and compelled the self-same youths in spite of resolutions to seize upon her childish figure as a partner whom they could not afford to contemn. And in later years, when the instincts of her sex had shown her this point as the best and rarest feature in her external self, she was not found wanting in attention to the cultivation of finish in its details.

Her hair rested gaily upon her shoulders in curls, and was of a shining corn yellow in the high lights, deepening to a definite nut brown as each curl wound round into the shade. She had eyes of a sapphire hue, though rather darker than the gem ordinarily appears; they possessed the affectionate and liquid sparkle of loyalty and good faith as distinguishable from that harder brightness which seems to express faithfulness only to the object confronting them.

But to attempt to gain a view of her – or indeed of any fascinating woman – from a measured category, is as difficult as to appreciate the effect of a landscape by exploring it at night with a lantern – or of a full chord of music by piping the notes in succession. Nevertheless it may readily be believed from the description here ventured, that among the many winning phases of her aspect, these were particularly striking: –

1. During pleasant doubt, when her eyes brightened stealthily and smiled (as eyes will smile) as distinctly as her lips, and in the space of a single instant expressed clearly the whole round of degrees of expectancy which lie over the wide expanse between Yea and Nay.

2. During the telling of a secret, which was involuntarily accompanied by a sudden minute start, and ecstatic pressure of the listener’s arm, side, or neck, as the position and degree of intimacy dictated.

3. When anxiously regarding one who possessed her affections.

She suddenly assumed the last-mentioned bearing during the progress of the present entertainment. Her glance was directed out of the window.

Why the particulars of a young lady’s presence at a very mediocre performance were prevented from dropping into the oblivion which their intrinsic insignificance would naturally have involved – why they were remembered and individualised by herself and others through after years – was simply that she unknowingly stood, as it were, upon the extreme posterior edge of a tract in her life, in which the real meaning of Taking Thought had never been known. It was the last hour of experience she ever enjoyed with a mind entirely free from a knowledge of that labyrinth into which she stepped immediately afterwards – to continue a perplexed course along its mazes for the greater portion of twenty-nine subsequent months.

The Town Hall, in which Cytherea sat, was an Elizabethan building of brown stone, and the windows were divided into an upper and a lower half by a transom of masonry. Through one opening of the upper half could be seen from the interior of the room the housetops and chimneys of the adjacent street, and also the upper part of a neighbouring church spire, now in course of completion under the superintendence of Miss Graye’s father, the architect to the work.

That the top of this spire should be visible from her position in the room was a fact which Cytherea’s idling eyes had discovered with some interest, and she was now engaged in watching the scene that was being enacted about its airy summit. Round the conical stonework rose a cage of scaffolding against the white sky; and upon this stood five men – four in clothes as white as the new erection close beneath their hands, the fifth in the ordinary dark suit of a gentleman.

The four working-men in white were three masons and a mason’s labourer. The fifth man was the architect, Mr. Graye. He had been giving directions as it seemed, and now, retiring as far as the narrow footway allowed, stood perfectly still.

The picture thus presented to a spectator in the Town Hall was curious and striking. It was an illuminated miniature, framed in by the dark margin of the window, the keen-edged shadiness of which emphasised by contrast the softness of the objects enclosed.

The height of the spire was about one hundred and twenty feet, and the five men engaged thereon seemed entirely removed from the sphere and experiences of ordinary human beings. They appeared little larger than pigeons, and made their tiny movements with a soft, spirit-like silentness. One idea above all others was conveyed to the mind of a person on the ground by their aspect, namely, concentration of purpose: that they were indifferent to – even unconscious of – the distracted world beneath them, and all that moved upon it. They never looked off the scaffolding.

Then one of them turned; it was Mr. Graye. Again he stood motionless, with attention to the operations of the others. He appeared to be lost in reflection, and had directed his face towards a new stone they were lifting.

“Why does he stand like that?” the young lady thought at length – up to that moment as listless and careless as one of the ancient Tarentines,10 who, on such an afternoon as this, watched from the Theatre the entry into their Harbour of a power that overturned the State.

She moved herself uneasily. “I wish he would come down,” she whispered, still gazing at the sky-backed picture. “It is so dangerous to be absent-minded up there.”

When she had done murmuring the words her father indecisively laid hold of one of the scaffold-poles, as if to test its strength, then let it go and stepped back. In stepping, his foot slipped. An instant of doubling forward and sideways, and he reeled off into the air, immediately disappearing downwards.11

His agonised daughter rose to her feet by a convulsive movement. Her lips parted, and she gasped for breath. She could utter no sound. One by one the people about her, unconscious of what had happened, turned their heads, and inquiry and alarm became visible upon their faces at the sight of the poor child. A moment longer, and she fell to the floor.

The next impression of which Cytherea had any consciousness was of being carried from a strange vehicle across the pavement to the steps of her own house by her brother and an older man. Recollection of what had passed evolved itself an instant later, and just as they entered the door – through which another and sadder burden had been carried but a few instants before – her eyes caught sight of the south-western sky, and, without heeding, saw white sunlight shining in shaft-like lines from a rift in a slaty cloud. Emotions will attach themselves to scenes that are simultaneous – however foreign in essence these scenes may be – as chemical waters will crystallise on twigs and wires. Ever after that time any mental agony brought less vividly to Cytherea’s mind the scene from the Town Hall windows than sunlight streaming in shaft-like lines.


§ 4. October the nineteenth

When death enters a house, an element of sadness and an element of horror accompany it. Sadness, from the death itself; horror, from the clouds of blackness we designedly labour to introduce.

The funeral had taken place. Depressed, yet resolved in his demeanour, Owen Graye sat before his father’s private escritoire, engaged in turning out and unfolding a heterogeneous collection of papers – forbidding and inharmonious to the eye at all times – most of all to one under the influence of a great grief. Laminæ of white paper tied with twine were indiscriminately intermixed with other white papers bounded by black edges – these with blue foolscap wrapped round with crude red tape.

The bulk of these letters, bills, and other documents were submitted to a careful examination, by which the appended particulars were ascertained: –

First, that their father’s income from professional sources had been very small, amounting to not more than half their expenditure; and that his own and his wife’s property, upon which he had relied for the balance, had been sunk and lost in unwise loans to unscrupulous men, who had traded upon their father’s too open-hearted trustfulness.

Second, that finding his mistake, he had endeavoured to regain his standing by the illusory path of speculation. The most notable instance of this was the following. He had been induced, when at Plymouth in the autumn of the previous year, to venture all his spare capital on the bottomry security12 of an Italian brig which had put into the harbour in distress. The profit was to be considerable, so was the risk. There turned out to be no security whatever. The circumstances of the case rendered it the most unfortunate speculation that a man like himself – ignorant of all such matters – could possibly engage in. The vessel went down, and all Mr. Graye’s money with it.

Third, that these failures had left him burdened with debts he knew not how to meet; so that at the time of his death even the few pounds lying to his account at the bank were his only in name.

Fourth, that the loss of his wife two years earlier had awakened him to a keen sense of his blindness, and of his duty by his children. He had then resolved to reinstate by unflagging zeal in the pursuit of his profession, and by no speculation, at least a portion of the little fortune he had let go.

Cytherea was frequently at her brother’s elbow during these examinations. She often remarked sadly,

“Poor papa failed to fulfil his good intention for want of time, didn’t he, Owen? And there was an excuse for his past, though he never would claim it. I never forget that original disheartening blow, and how that from it sprang all the ills of his life – everything connected with his gloom, and the lassitude in business we used so often to see about him.”

“I remember what he said once,” returned the brother, “when I sat up late with him. He said, ‘Owen, don’t love too blindly: blindly you will love if you love at all, but a little care is still possible to a well-disciplined heart.13 May that heart be yours as it was not mine,’ father said. ‘Cultivate the art of renunciation.’ And I am going to, Cytherea.”

“And once mamma said that an excellent woman was papa’s ruin, because he did not know the way to give her up when he had lost her. I wonder where she is now, Owen? We were told not to try to find out anything about her. Papa never told us her name, did he?”

“That was by her own request, I believe. But never mind her; she was not our mother.”

The love affair which had been Ambrose Graye’s disheartening blow was precisely of that nature which lads take little account of, but girls ponder in their hearts.


§ 5. From October the nineteenth to July the ninth

Thus Ambrose Graye’s good intentions with regard to the reintegration of his property had scarcely taken tangible form when his sudden death put them for ever out of his power.

Heavy bills, showing the extent of his obligations, tumbled in immediately upon the heels of the funeral from quarters previously unheard and unthought of. Thus pressed, a bill was filed in Chancery14 to have the assets, such as they were, administered by the Court.

“What will become of us now?” thought Owen continually.

There is in us an unquenchable expectation, which at the gloomiest time persists in inferring that because we are ourselves, there must be a special future in store for us, though our nature and antecedents to the remotest particular have been common to thousands.

Thus to Cytherea and Owen Graye the question how their lives would end seemed the deepest of possible enigmas. To others who knew their position equally well with themselves the question was the easiest that could be asked. – “Like those of other people similarly circumstanced.”

Then Owen held a consultation with his sister to come to some decision on their future course, and a month was passed in waiting for answers to letters, and in the examination of schemes more or less futile. Sudden hopes that were rainbows to the sight proved but mists to the touch. In the meantime, unpleasant remarks, disguise them as some well-meaning people might, were floating around them every day. The undoubted truth, that they were the children of a dreamer who let slip away every farthing of his money and ran into debt with his neighbours – that the daughter had been brought up to no profession – that the son who had, had made no progress in it, and might come to the dogs – could not from the nature of things be wrapped up in silence in order that it might not hurt their feelings; and as a matter of fact, it greeted their ears in some form or other wherever they went. Their few acquaintances passed them hurriedly. Ancient pot-wallopers,15 and thriving shopkeepers, in their intervals of leisure, stood at their shop doors – their toes hanging over the edge of the step, and their obese waists hanging over their toes – and in discourses with friends on the pavement, formulated the course of the improvident, and reduced the children’s prospects to a shadow-like attenuation. The sons of these men (who wore breastpins of a sarcastic kind, and smoked humorous pipes) stared at Cytherea with a stare unmitigated by any of the respect that had formerly softened it.

Now it is a noticeable fact that we do not much mind what men think of us, or what humiliating secret they discover of our means, parentage, or object, provided that each thinks and acts thereupon in isolation. It is the exchange of ideas about us that we dread most; and the possession by a hundred acquaintances, severally insulated, of the knowledge of our skeleton-closet’s whereabouts, is not so distressing to the nerves as a chat over it by a party of half a dozen – exclusive depositories though these may be.

Perhaps, though Hocbridge watched and whispered, its animus would have been little more than a trifle to persons in thriving circumstances. But unfortunately, poverty, whilst it is new, and before the skin has had time to thicken, makes people susceptible inversely to their opportunities for shielding themselves. In Owen was found, in place of his father’s impressibility, a larger share of his father’s pride, and a squareness of idea which, if coupled with a little more blindness, would have amounted to positive prejudice. To him humanity, so far as he had thought of it at all, was rather divided into distinct classes than blended from extreme to extreme. Hence by a sequence of ideas which might be traced if it were worth while, he either detested or respected opinion, and instinctively sought to escape a cold shade that mere sensitiveness would have endured. He could have submitted to separation, sickness, exile, drudgery, hunger and thirst, with stoical indifference, but superciliousness was too incisive.

After living on for nine months in attempts to make an income as his father’s successor in the profession – attempts which were utterly fruitless by reason of his inexperience – Graye came to a simple and sweeping resolution. They would privately leave that part of England, drop from the sight of acquaintances, gossips, harsh critics, and bitter creditors of whose misfortune he was not the cause, and escape the position which galled him by the only road their great poverty left open to them – that of his obtaining some employment in a distant place by following his profession as a humble under-clerk.16

He thought over his capabilities with the sensations of a soldier grinding his sword at the opening of a campaign. What with lack of employment, owing to the decrease of his late father’s practice, and the absence of direct and uncompromising pressure towards monetary results from a pupil’s labour (which seems to be always the case when a professional man’s pupil is also his son), Owen’s progress in the art and science of architecture17 had been very insignificant indeed. Though anything but an idle young man, he had hardly reached the age at which industrious men who lack an external whip to send them on in the world, are induced by their own common sense to whip on themselves. Hence his knowledge of plans, elevations, sections, and specifications, was not greater at the end of two years of probation than might easily have been acquired in six months by a youth of average ability – himself, for instance, – amid a bustling London practice.

But at any rate he could make himself handy to one of the profession – some man in a remote town – and there fulfil his indentures. A tangible inducement lay in this direction of survey. He had a slight conception of such a man – a Mr. Gradfield – who was in practice in Creston, a seaport town and watering-place in the west of England.18

After some doubts, Graye ventured to write to this gentleman, asking the necessary question, shortly alluding to his father’s death, and stating that his term of apprenticeship had only half expired. He would be glad to complete his articles at a very low salary for the whole remaining two years, provided payment could begin at once.

The answer from Mr. Gradfield stated that he was not in want of a pupil who would serve the remainder of his time on the terms Mr. Graye mentioned. But he would just add one remark. He chanced to be in want of some young man in his office – for a short time only, probably about two months – to trace drawings, and attend to other subsidiary work of the kind. If Mr. Graye did not object to occupy such an inferior position as these duties would entail, and to accept weekly wages which to one with his expectations would be considered merely nominal, the post would give him an opportunity for learning a few more details of the profession.

“It is a beginning, and above all, an abiding place, away from the shadow of the cloud which hangs over us here – I will go,” said Owen.

Cytherea’s plan for her future, an intensely simple one, owing to the even greater narrowness of her resources, was already marked out. One advantage had accrued to her through her mother’s possession of a fair share of personal property, and perhaps only one. She had been carefully educated. Upon this consideration her plan was based. She was to take up her abode in her brother’s lodging at Creston, when she would immediately advertise for a situation as governess, having obtained the consent of a lawyer at Reading19 who was winding up her father’s affairs, and who knew the history of her position, to allow himself to be referred to in the matter of her past life and respectability.

Early one morning they departed from their native town, leaving behind them scarcely a trace of their footsteps.

Then the town pitied their want of wisdom in taking such a step. “Rashness; they would have done better in Hocbridge.”

But what is Wisdom really? A steady handling of any means to bring about any end necessary to happiness.

Yet whether one’s end be the usual end – a wealthy position in life – or no, the name of wisdom is never applied but to the means to that usual end.
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