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SOME ASPELTS OF TRl LUSE OF BLASSICAL ALLUSION
IN THE NOVELS UF IHDMAS HARDY

It was one of those sequestered spots outside the
pates of the worid where may uvsuilly be found more me-
ditation than actlon, and mote listiessnezs than opedi-
tatlon; where reasoning preceedu an narroW pPremisases,
apd results in inferences wildly imaginative; yet where,
from time to time, dramas of a grandeur and unity truly
Sophoclean are enacted 1in the real, by virtue of the
concentrated passions and ﬁluseﬁyaknii ihterdependence
uf the lives therwin (p. J9-a0),

This description of Little Hintock, appearing in the first
chapter of "The Woodlanders"™, pruvides a very direct indication
of the kind ef relationship that one may expect to find betwasn
the novels of Thomas Hardy and that vast area of the wmytholo-
gical, literary, cultural, and historical heritage of ancient
Greece and Rome that 1s generally referred io as the classical
tradition. Indeed, it has for a long time now Lecame almost a
vritical commonplace to admit that Hardy, in the best of his
novels, did manage to fulfil the cleim expressed in "The Wood-
landers” and to give to his work a tragic dignity and power
bagically comparable to the "grandeur and unity" characteristic
uf the great Greek tragedy of Aeschylus, Sophocles, and Eurlpi-

" The guotation from "lhe Woodlanders” is taken from the Hiw
?gigex kdition, Maemillan London Lid., London and Basingsioks
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das. lhus, affinlties with Greek icagedy hasve been observed in
Hardy's vision of wan as helpless wsgainst fate (however dif-
ferent hls concept of fate itself might have been fooum that
held by the ancients), as well as in the very construction of
his novels; Lt seems sufficient to mentlion here the nenerally
recoghized choral function of the peasant charscters, appearing
very distinetily in most of Hardv’a hest novels. In certain ceses,
the affinities and parallels have been found to be charac-
teristic enough to permit reodings of sume of the novels as
direct reflections or eschoes of particular claasical texts.
Thus, for esxample, close similarities have been discovered be-
tween the genperal scheme and organization nf “The Mayor of
Casterbridge” and Sophocles® "Oedipus Rax" .

Characteristically, however, the signiflcance of Hardy's use
of certaln elements of the clasmical 1iradition has so far been
hserved 1in relation to his general vision of man in the ani-
verss a5 conveyed through tho more highly organized glensnts
of the texture of his novels, such as the plot, the construc-
tian of the characters, eic., relatively littlis attention ha-
ving been paid to the way classical motifs are emploved in his
fiction on a Jowsr level of the organidation of the text - In
the numerous allusions to mythology, in the references 1o an-
cient Oreek and Raman authors, 1n the use of images created
on the basis of particular classical associations. Thaose ole
ments, though not always very prominent and, conseguently, not
alwuys easily discernible, seem, hosever, on closer considera-
tion, to form some more complex structures, an analysis of which
may be of some importance to the full wunderstanding and A=
preciation of Hardy®s nacrralive art.

The presenlt paper rs, therefore, an attempt to characterize
the way Hardy'y use of different clements of the classical tra-
dition at the level of allusiun and 1muagery develops throughout
his career as a novelist, from tie relatively early “Far from

) Lf. J. Paterson, "“IThe Mayor of Casterbridge as
iragedy”, Viciorian Studisy, I1I, Decembsr 19%9, p. 151-172;: ed.
A. J. bGuerard, Hardy. A Collection of Critical Essays, Prenti-
‘ce-Hall Tne., Englewood Clitfsa, N, J. 1983, Twentieth Century
Vigws, p. 21-112,
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the Madding Crowd®™, through “The Return of the Native™, to the
final achievements of "Tess of the d*iUrbervilles” and “Jude
the Obscure®. Jhese four novels seem to represent four charac-
teristic pheses of the process in guestion and have therefore
been selected for closer serutiny; as Ior the remaining three
of Hardy's major fictions, “Under the Greenwood Tfree"™ and “The
Woodlanders" ewploy classical motifs too rarely and not con-
sistently encugh to permit larger genervalizations; in "Tha Ma-
yor of* Casterbridge", im turn, cladsical patterns, as has al-
ready boen mentioned, vperate powerfully at the level of the
general scheme of the novel; considered, however, from the po-
int of view of the problems constituting the subject of this
paper, the book does not seem to differ essentielly from the
earlier novels, particularly "The Return of the HNative". To
take a simple example, the numerous references to the Roman past
of Casterbrldge are not basically different in quality from the
raference to “an old vicinsl way, which branched from the great
western ruvad of the Romans, the Via Iceniana, or lkenild Street®
{p. ﬁﬁ-ﬁ?)g, toc be fountd in the Egdon Heath chapter of "The
Return of the Native™. The effect is, im both cases, that of
evoking a sense of contipulity hetween the past and the present
and of placing the characters in the histecical perspective of
the preceding generations, which contributes +to the overall pge-
neralization and archetypization of the conflicts presented in
the novels.

It might at ihis puint be aobserved that the above-mentioned
refecences to the history of Roman Britain are not allusions
proper and, consequently, do not belong to the subject-matter
of the present paper. Indeed, if one ghonses to define aliu-
siun éxclusively i1n terma of relationships existing between 1i-
terary works, bDotween an adopted text ("a work or part of a
wotk from which material is borrowed in the act of quoting or

refarring™®) and an aduptive text ("a work in which that [mate-]

3
© All quotations from "The Roturn of the Native" are taken
from the Penguin English Library Edition, Penguin Books 1982,

) E M. Wheeler, fhe Art of Allusion in Victorian Fic-.
tion, Macmillan Press Ltd., London Basingstoke 1979, p. 2.
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rial i1s placed” ), then the references to the Casterbraidge Am-
phitheatre and to the Icknield Way, as assoclated with certain
historical and civilizational phenomnsna ond not with particu-
Lar literary texts, turn out to tall beyond the limits of the
dafinition and thus not to be allusions in the above sense of
the wurﬂéuAt the same time, however, the references in question
gre important elements of some larger patterns of sssociations
based, 1in general terms, on the traditions of ancient Greece
and Rome and as such should not be discussed in iscvlaticn from
the more strictly literary allusions.

In conseguence, it ssems necessoary for the purposes of this
paper to redeline the notion of allusion in such @ way as to
include in it not only allusions bused on direct links between
particular texts, but alsu references to some extraliterary
spheres of human thought and activily, such as mythology, phi-
losophy, history, civilization, etc., particularly as here all
the allusions share the common classical background, existing
in the mind of 1%9th and 20th century man as a certain inoivi-
sible unity rather than a% a yroup of isolated areas. Thus,
the term "classical allusion” will be undecstood, throughout
this paper, as any guotation, reference, or image based on li-
terary texts, myths, ideas, historical facts, etc., belonpging
to the heritage of the civilizations of ancient Greece and Rome.

11

"Far from the Madding Crowd", the author's fourth novel,
is clearly the one which, for the first time in Hardy's career,

—

g
Ibidem.

S A similar approach is suggested by Konrad Gorski, who de-
fines literary allusion as "an alluzive reference to the text
of another literary work, owing to which the given work Ex -
plorts, in a greater or lesser deyree, the contents of - the
other text as a way of expressing ils own meaning" (K., G o r-
s k i, Aluzja literacka. Istots zjawiska i jego typologia, [Lin:)
£ historii i teorii literatury. Seria druga, PWN, Warszawa 1964,
p. 7-0, transl. JI).
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displays the tull range of his art and the most charactecistic
aspects of his vision of life. There is in the novel the typi-
cal rural setting of south-western Fngland (interestingly, it
is in "Far from the Madding Crowd” that the name of WeSsex is
used for the first time to denote the area where the action of
the novel takes place); there are the typical characters, ori-
ginally little more than small farmers or agricultural labour-
ers, enncbled and elevated to the level of grandour and hero-
ism through the intensity of their passions and the complexity
of their experience; there are the typical complicated love
relationships forming the obasis of the plot; there is the 1iy-
pical stress on the role of fate, exercising 1its influence
over human life by means of coincidence; thare is, finally, the
typical tupe and mood, detached, but at the same time highly
emotional, often leisurely and meditative, but sometimes, as in
the scene of Gabriel*s saving Bathsheba's ricks, achieving great
dynamism and dramatic power. All that granted, "Far from the
Madding Crowd" remains, in contrast with the later novels, a
relatively light and optimistic work, in which the tragic mo-
tifs, associated with Bathsheba, Boldwood, and Fanny Rabin,
are finally overshadowed, not only hy the happy ending, in which
the taithful hero marries the now mature and fully self-con-
scious heroine, but also, and primarily, by the marvellous, hu-
morouws presentation of the Wessex background, whiech fills the
nevel with an atmosphere of vltality and optimism unparallelled
in the much darker worlds of "The Return of the Native" or "Tess
of the d'Urbervilles™.

This effect of lightness and humour is wundoubtedly due, am-
ong other factors, to the way Har@Q introduces into the novel,
from its very first chapters, numerous allusions to classical
mytnology and civilization. Interestingly, the allusions usual-
ly accompany ithe narrator’s descriptions of ordinary, everyday
human agtivities, often connected with the life and work of
Wwessex farmers and shepherds. Thus, for instance, in a descrip-
tion of Gabriel peeping at Bathsheba and her aunt tihrough a
hole in the roof of g cowshed, the narrator observes:
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The cow standing erect was of the Devon breed, and was on-
cased in a tight warm hide of rich Indian red, as absolutely
uniform from eyes to tail as If the animal had been dipped in a
dye of that celour, her long back beiung mathematically level.
The other was spotted, pgrey gnd white. Beside her 0ak now no-
ticed a little calf about a day wld, looking idiotically at the
two women, which showed that it had not long been accustomed
to the phenomenon of eyesight, and often turning Lo the lant-
ern, which it spparently mistook for the moon, inher:ted in-
stinct having as yet had little time for correction by expe-
rience. Hieilween the sheep and_the cows Lucina had been busy on
Norcombe Hill lately (p. 63)°,

The reference te tucing, tihe Roman goddess of childbirth,
provides in this gontext a humorous counterpoint to the descrip-
tion of the cows and the calf ami, consequently, coniributes to
ithe creation of the light-hearted, comic atmosphere of tha
garly chapters of the navel. A similar effect rasults, in the
scene of the sheep-shearing, from the compavison of a newly-
=ghorn sheep to Aphrodite:

The clean, sleek creature arose from its fleece - how per-
fectly like Aphrodite rising from the foam should heve bseen
seen to he realized - looking startled and shy at the loss of
its garment, which lay on the floor in one soft cloud, united
throughout, the portion visible being the inner surface only,
which, never hefore exposed, was white as snow, and without
flaw or bnlemish of the minutest kind. {(p. 198)

A ditferent kind of allusion is to be found in the sceng
of Oak's journey from Casterbridge to Weatherbury, in the de-
scription of his falling asleep on a lonely waggon hy the road-
gitde at the fuoot of Yalbury Hill:

Eating his last slices of bhread and ham, and drinking from
the boltle of cider he had taken the precaution to bring with
him, he got into the lonely waggon. Here he spread half of the
hay as a bed, and, as well as he could in the darkness, pulled
the other half over him by way of bed-clothes, covering him-
self enlirely, and feeling, physically, as comfortable as ever
he had been in his life. Inward melancholy it was impossibie
for a man like Oak, introspective far beyond his neighbours, to
banish quite, whilst conning the present untoward page of hig
history. 5o, thinking of this misfortunes, aworous and pasto-

-_—— .-

e

7 All guotations fram "Far from the Madding Crowd” are taken
from the Penguin Classics Edition, Penguin Books, Harmonds-
wirth (945,
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ral, he fell aslesp, shepherds enjoying, in common with sail-
ora, the privilege of belng able to summon the god instead of
having to wait for him. (p. 91)

ihe world of Wessex becomes an Arcadia {(charascteristically,
a few paragraphs earlier the resder has been teld that "Hak
tould pipe with Arcadian sweptness®(p. 90)), where pods and hu-
mans live side by side, in a hatwony that is only occasionally
interrupted by unlutky events (like the "pastoral tragedy" of
Gabriel's loss of his flock) which, hawever, though sffecting
individual fortunes, do not, on the whole, change the essen-
tially optimistic vision of rural life presentsd in the novel.

The relationships between the Arcadian gonds and Llhe people
of South wWwessew, thoupgh clese, ure not, however, those of full
equality; the protagonists of the novel are, In a way, child-
ren or youths playing thelr games in the presence of their
alders and often, consclously of unconsciously, imitating Cheir
benaviour. Thes, Bathsheba is openly described, in the ascene of
the Casterbridge cornmarket, as “"g little sister of a little
Jove" (p. 4l); a few chapters earlier, in the scene of Hath-
gheha’s first meeting with her lebourers, 8 clasaical reference
provides a humorous comment on the hercine’s haughtiness and
prelentiousness:

"Quite well, I tkank you, Miss Everdene," said Shepherd Dak
from the doorpost. "1f I don*t, 1*1ll inguire." Gabriel was
rather staggered by the remarkable coolness of her manner, Cer-
tainly nobody without previous information would heave dreamt
that Dak and the handaome woman before whom he stood had ever
tieen other than strangers. But perhaps her air was the inevit-
able result of the social rise which had advanced hes from a
cottage to e large house and fields. The case is not unexam-
pled in high places. When, in the writings of the laler poets,
Jove and his family are found to have maoved Irom their cramped
guarters on the peak of Olympus into the wide sky asbove it,
their words show a proportionate increase of arrogance and re-
serve. (p. 131)

Another interesting aspect of Hardy's use of clasasical sl-
luslon in "Far from the Madding Crowd" is8 the sssociation of
somg of the allusiens with the group of characters most clesrly
representing the humgrous vein of tha novel - the labourers
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worThing at Bathsoeba's farm. In the chapter presenting the
shearing supper the reader is shown how ;

Buty Coygan was sent home for his ill manners, and tranqual-
lity was restored by Jacob Smallbury, who volunteered a ballad
as inclusive and interminable as that with which the worthy
toper aold Silenus amused on a similar occasion the swains Chru-
mbs and Mnasylus, and other jolly dogs of his day. {p. 207)

This allusion, referring to Virgil’s sixth eclogue and es-
tablishing a parallel not only between Jacob Smallbury’s bal-
lad and Silenus' song, but also between the characters and the
situations involved, ig another example of the narrator*s hu-
morous commentoary on the events described. The comle effect s
strengthened when, a few paragraphs later, the shearers ace pre-
sented  and commented upon again, at a later stage of the par-

ty:

[...} they sat, and talked on, and grew as merry as the
gods in Hemer's heaven. (p. 207-208)

The primarily comic function of classical motifs in "Far
from the Madding Crowd" becomes even more evident if consider-
ed from the polnt of view of the dgistribution of the allusions
in the text of the novel. Characteristically, moat of the re-
ferences in question, including all those guuted so far, ap-
pear in the first bhalf of the book, which is dominated by the
romantic and social comedy centred upun Bathsheba and Gabriel;
on the contrary, later in the novel, as the conflicts belween
the chgracters become more and more entangled and the atmos-
phere darkens, the allusions not only become less and less fre-
quent, but also tend to lose their more general significance
and look more like mere embellishments which are not always
very successful artistically. A good example 1is provided here
by the description of Bathsheba after she has dressed Troy*s
body in grave-clothes: "“Her loohs were calm and nearly rigid,
like & slightly animated bust of Melpomene” (p. 443),

It seems worthwhile to observe at this point that Hsrdy's
tendency to impress the reader with the richness of his asso-
ciations and the width of his knowledge, so evident in his
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numerous references to painting, is also to be discerned in
gome of his classical allusions, which, though apparently heigh-
tening the tone of the novel, turn owt, on closer examination,
to be either irrelevant or relevant only superficially. This is
the case with the quotation from Horace's "Satires" (Book 1,
ODde 1). used as the headinyg of the chapter describing Bold-
wood's Christmas party and his killing of Troy - "Concurritur -
Horae Momente® (p. 429) - "Battle is joined, [and] in a moment
af times /Comes speedy death or joyous victory". In Horace's
text, the words are those of a merchant comparing his lot with
that of a soldier and envying him the simplenéss sand direct-
ness of his experience; thus far, the parallel both with the
scene described in the chapter and the characters of Boldwood
the farmer and troy the soldier seems to be genuine and the
reference relevant, Considered, however, in the context of the
whole of lorace's satire, which is basically a discussion of
the "Mopney does not bring hdapplness” theme and is rather easy
and vonversdiional in tone, the guotation strikes the reader as
inpongrucus with the overall stimousphere of the chapter and its
yreal dramatic and emotional intensity. Thus, paradoxically, the
allusion is much more effective for a reader unaware of all its
implications; examined more closely, it turns out to exomplify
the difficulties Hardy occasionally gets involved i1n 1n his ef-
forts to elevate the tone of his book and tu impress his au-
dience.

ine very fact that Hardy uses a guotation from Latin lite-
rature as a chapter heading is symptomatic of one more importi-
ant aspect of the way c¢lassical allusions are employed in "Far
from the Madding Crowd" - they are almost exclusively associat-
ed with the voipe of the narrator. Characteristically, through-
out the novel, there is to be found only ene instance of a
charactee's direct use af a classical reference - Troy's de-
secription of Bathsheba in his conversation with Fannyways:
"this haughty goddess, dashing piece of womanhood, Juno-wife of
mine {Juno was a goddess, you know)' (p. 423). Interestingly, al-
though Bathsheba 1is the character with whom classical motifs
are asscciated most pften (ihouph much less exclusively than
is the case with certain characters in the later novels), she
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never, in spite of her reldtively goud education {("she was go-
ing tn be & governess ocnce® {(p. 76)) and her wide experience as
a reader, uses 4 single classical alluslon hsrsell; even where
certain hotions or images originating from the classical tra-
dition are used in descriptions of Bathsheba®s thoughts, they
seem to have been i1nserted there by the narrator, Bathshebats
own ldeas bheing spontanecus, concrete, and non-verbalized:

“Never! do you?" said Bathsheba, slightly laughiag, though
somewhat seriously alarmed by this Amszonian picture of her-
self. (p. 255)

[...] Although she scarcely knew the divinity's name, Diana
was the goddess whem Bathshebs instinctively adored. (p. 333)

In consequence, this concentration of classical allusions
in the narratoe’s volce results in stressing the sense of dis-
tance between the narrator and the world he describes, a3 well
as in strengthening his central position in the overall compo-
gitional pattern of the novel.

111

In contrast to the warm and essentlially quietly optimistic
vision of life evoked by "Far from the Madding Crowd",6 the pic-
ture of the world presented .in “"The Return of the Native”, the
next of Hardy'®s major novels, strikes the reader not only as
much more sombre and gloomy, but slso as considerably more in-
tense, not only emotionally, but also dramatically and imagi-
natively, Most of the comic apparatus used so effectively in
the earller novel is now discarded; the must significant of
the elements that are retaired, the chorus of peasants, repre-
sented here by a group of furze-cutters, 1loses, as compered
with the chorus of the Weatherbury labourers, a good deal of
its cheerfulness and vivacity and i3, at the same time, removed
farther inte the background, leaving the stege, more clearly
than in “Far from the Madding Crowd", to the central yroup of
characters among whom the main canflict of the novel is played
out. 1n consequence, the most characteristic features of Har-
dy’s fiction are to be observed, in "The Return of ths HNati-
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ve", in a relatively pure @and distinct form, making the ook
in many aspects the most representative, though possibly not
the bezat, of the author's H@rkse.

Lonsidered from the point of view of the way Hardy intro-
dJuces into the novel various allusions to classical mythology
and literature, "“lhe Return of the Mative" turns out to mark
some important developments, indicative not only of the author’s
growing pessimism, but also of his evolving consciousness as
an artist. Admittedly, Mardy's notorious 1iendency to show off
his historical and literary knowledge and to indulge in high-
~gounding comparisons does make ltself felt in a few passages
in the novel: even, however, the less successful referances
are, on the whole, used quite consistently and, in consequence,
create a relatively clear and well-defined pattern.

Some of the most interesting of the novel's ¢lassical allu-
sions are to pbe found as early as in its first few chapters, in
the famous description of Egdon Heath and in the fallowing
scenes of the Fifth of November celebrations. Thus, Egdon Healh
is referred to as possassing a "Titanlc form" (p. 54); a Celtic
barvow projecting over the level of the heath is compsted to
“"a wart on an Atlantean brow"™ (p. £2); =ome time later, Mrs
Yeobright and Olly Uuwden are described, during their lonaly
walk across Egdon at night, as being §in a "Tartarean gitua-
tion" (p. Ba). All thege allusions, closely interrelated in
the “"adopted text™ of Greek mythology, and others, such as the
references tou “a tract of country unaltered from that sinist-
ar condition which made Caesar anxious every year to get clear
nf its glooms befure the autumnal equinox® (p. 104) and 1o
“travellers from the South" (p. 104) describing Englend as
"Homer's Cimmerisn land" (p. 105), serve the same  purposa-
-that of stressing the primeval charactsr, power, darkness, and
indifference of Egdon Heath. The heath is an area that func-
tions in tha novel as something more than 3 mere setting; it is
an important fasctor defining, through its very existence and

E Cf. W. A} 1l en, The Cnglish Novel, Penguin Books 1979,
p. 247, and G. Wo odenc k, Introduction to the Penguin
English library edition of “The Return of the Mative", Pen-
guin Books 1982, p. 11.
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everlasting presence, the characters of its inhabitents and,
consequently, thelr fortunes., Jhe world ot £gdon is no  longer
the Arcadian Wessex of Gabriel Oak and Balhsheba Everdene; on
the contrary, the empty and wiln landscape of Lhis modern Thu-
le is clearly presented as one more congenial to the natures
of Hardy's characters than the Tempe-like pastures of “Far from
the Madding Crowd":

£...] Men have oftener suffered from the mockery of a pla-
ce too smiling for their reason than {rom the pppression of
surroundings oversadly tinged. Hagpard Cgdon appealed to a sub-
tler and scarcer instingct, to a mcre recvently learnt emotlion,
than that which responds tu i1he soirt of Dbesdty called charming
and fair.

Indeed, it is a guestion it the exclusive reipn of Lthis
orthodox beauty 1is not approaching its last guarter. The new
Vale of Tempe may be a gaunt waste Iin Thule: human souls may
find themselves in closer and claser harmony with external
things wearing a sombreness distgsteful to owr race when it wai
youny. The time seems neac, 1f{ it has not actually arcived,
when the chastened sublimity of o moor, a9 seda, ol a mouhtailn
will be all of nature that is absolutely 1in keeping with thi
moods of the more thinking amony mankind. And uvltimdtely, to
the commonest tourist, spots like Jceland may becope what the
vineyards and wmyrtle-gardens of South furope are Lo him now;
and Heidelberg and Haden be passed wunheeded as he hastens from
the Alps to the sand-dunes of Scheveningen. (p. 54-5%)

Characteristicdlly, the difference between the two worlds
is stressed also through the more technical aspect ouf the use
af the above-mentioned allusions; in contrast to the earlier
novel, in "lhe Return of the Native" ithese are often intro-
duced in direct refuerence to the landscape described, with
little or po mediation on the part of the charscters.

Another signifirant aspect of Hardy's use of classical al-
lusions in "The Return of the Native" is their growing import-
ance in the characterization of the novel's protagonists, peri-
marily Clym Yeobright and Custacia Vye. In "Far froum the Madid-
ing Crowd", the cisssical motifs agscriated with Bathsheba
opperate mainly as ifonical comments or as relatively minor lo-
cal adornments; in the later novel, on the cuntrary, the allu-
siong are used in direct descriptions, prividing an important
insight into the characters of Fustacia and Clym,

Some of the most characteristic examples of Hardy's appli-



Classical Allusion in the Nuvels of Thomas Hardy 103

cation of this technigue are to be found in the presentation of
Eustacia Vye in the chapter entitled "Queen of Night" {(p. L18).
Thus, in the very first paragraph of the chapter, the reference
to the Olympian gods helps to convey the lidea of the essential
instability and irrationality of Eustacia's character:

Eustacia Vye was the raw material of a divinity. On Olym-
pus she would have done well with a 1ittle peeparation. She had
the pasgsions and instincts which make a model goddess, that
is, those which make not quite a mode)l woman, Had it been pos-
sible for the earth and mankind to be entirely in her grasp for
a while, had she handled the distaff, the spindle, and the
shears at her own free will, few in ihe worloc would have no-
ticed the change of government. There would have been the same
inequality of lot, the same heaping up of favours here, of con-
tumely there, 1the same genserosity before justice, the same per-
petual dilemmas, the same captious alternation ol caresses and
blows that we endure now. (p. 11H),

In another passage, the description of Eustacia's attitude
towsrds life 1is intensified by the wuse of the allusions to Ha-
des and Tartarus, which, at the same time, provide an import-
ant link between the imagery and associations centred upon Eus-
tavia and those related more directly to the novel's locale,
Egdon Heath:

But celeatial imperiousness, love, wrath, and fervour had
proved to be somewhat thrown away on netherward Egdon. Her pow-
er was limited, and the consciousness of this limitation had
biassed her development. t£gdon was her Hades, and since coming
there she had imbibed much of what was dark in its tone, though
ihwardly and eternally unreconciled thereto. Her appearance ac-
corded well with this smouldering rebelliousness, and the
shady splendour of her beauty was the real surface of the sad
and stifled warmth wlithin her. A true Tartarean dignity sat
upon her brow, and not factiticusly” or with marks of cons-
trasnt, for it had grown in her with years. (p. 119-120).

It has been argued that many of the numerous classical allu-
sions used in the chapter "cauld have been omitted without un-
dermining their maln functiocn: +to emphasize Eustacla’s pride
and ambition, and her frustration at being an earth-bound pris-

oner in Egnmn“’ﬁ Ihis view seems, however, to be only partly

? Wheeler, op, cit., p. 1l40.
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trug; the allusions, even if occeslionally somewhat superfluous,
serve also the purpose of stressing fustacia's sense of lsola-
tion from her natural and social environment: &he is, with the
exception of Clym, the only character in the novel presented
in terms of historical and literery associations; the vision of
life she representis i3 thus different from and basically alien
to that of the more homely and, imn all their goodness and sin-
ceclty, less imaginative charscters such as Thomasin, Wildeve,
or Uiggory Venn,

Characteristically, the Olymplan imagery seems to isolate
fustacia even from Clym, the only other character in the novel
with whom classical motifs are associated. Interestingly, Clym
is naver presented in terms of an Dlympian god; In must cases,
he 18 compared to the great heroes of ancient mytholopgy andg
higtory, such as Aeneas ("Thus he proceeded, like Aeneas with
his father® {(p. 357)) or Alexander the Great ("In conseguence of
this relatively advanced position, VYeobright might have been
called unfortunate. The rurul world was not ripe for him. A
man should ba only partially before hia time: to be complete-
ly to the vanward in sspirations is fatal to fame. Had Philip‘s
warlike son been intellectually so far ahead as ta have at-
tempted civilization without bloodshed, he would have been
twice the godlike hero that he segemed, but nobody would have
heard of an Alexander" (p. 230)). Significantly, the only delty
asgociated with Clym is Prometheus:

f...] "Now, don't you suppease, my inexperienced girl, that
I cannot rebel, in high FPromethean fashion, against the gods
and fate as well as you. [ have felt more steam and smoke of
that saort than you have ever heard of." (p. 315)

This allusion is made more prominent by an earlier refer-
ence to Prometheus, associated with the Fifth of November bon-
{fires:

Moreover to light a fire is the instinctive and resistant
act of man when, at the winter ingress, the curfew s sounded
throughout Nature. 1t indicates a spontaneous, Promethean re-
beliougness apainst the fiat that this recurrent season shall
Lring foul times, cold darkness, misery and death. B8lack chaos
comes, and the fettered gods of the earth say, Let there be
light. {p. 67)
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The FPromethean emphasis is extremely important as an ex-
emple of Hardy's direct use of a classical allusion in order
to define an important thematic strand in the novel.

fhe distance between the goddess-like Eustacia and the es-
- sentially human Clym 1is made particularly clear in the scenes
in which the twos characters are metaphorically juxtaposed. Thus,
the scena of Clym's meeting with Eustacia during an eclipse
of the moon makes him realize the essential discrepancy be-
tween thelr worlds and their ideals:

And as he walked further and further from the charmed at-
mosphere of his Olympian girl his face grew sed with a new
sort of sadness. A perception of the dilemma in which his love
had placed him came back in full farce. (p. 2%9)

Earlier, in the scene of the mummers' play, the first meet-
ing of Clym and Eustacia, now dressed up as the Turkish Knight,
is descrined in the context of the meetings of Aphrodite and
Aeneas;:

Uid anything at this moment suggest to Yeobright the sex
of the cresture whom that fantastic guise inclosed, how  ex-
tended was her scope beth in feeling and in making others
feel, and haw far her caompass transcended that of her com=
panions in the bsnd? Wnen the disguised Queen of Love appeared
before Aeneas a preternatural perfume accompanied her presence
and betrayed her guality. If such a mysterlous emanatlon ever
was projected by the emotions of an earthly woman wupon their
object, it must have signified Eustacia’s present to Yeobright
now. {p. 199)

Admittedly, the analogy is rather awkward: the relationship
between Aphrodite and Aeneas - mother and son - is totally dif-
ferent from that between Eustacia and Clym; neverthaless, the
basic opposition is here retained and the sense o¢of distancs
between the characiers, in conseguence, strengthened.

Finally, the difference bwiween Eustacia and Clym is under-
lined in the famous passage describing Yeobright as a man of
the futura:

In Clym Yeobright’s face could be dimly seen the typical
countenance of the future. Should there be a classic perioc
to art hereafter, its Pheidlas may produce such faces. The view
aof life as a thing te be put up with, replarning tha* zest for
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existence which was so intense in early civilizations, must

ultimately enter ap thoroughly ilnto the constitution  of the
advanced races that its facial expression will become sccepted
as a new artistic departure.

The truth seems to be that a long line of disillusive cen-
turies has permanently displaced the Hellenic idea of life, or
whatever it may be called. What the Greeks only suspacted we
know well; what thelr Aeschylus imagined wuwur nursery children
teel. Thatl old-fashioned revelling In the general situation
grows less and less possible as we uncover the defects of na-
tural laws, and see the quandary that man is in by their oper~
ation. (p. 225)

for all her ennui and hatred of the life on the heath,
Eustacia, with her zest for existence, her Olympian personality,
ambition, pride, and imagination, does essentially belong to
the world of Wessex, the only area in which "the Hellenic idea
of life" has so far survived, even though it is already being
displaced by people like Clym, who, even if temporarily sur-
rendering to the influence of the old ways, are gradually, like
Aeneas and Alexander, introducing the New - the New which, when
fully established in "Jude the Ohscure”, will finally bring an
end ta Hardy’s Wessex world.

Iv

It “Far from the Madding Crowd” and "“The Return of the Ha-
tive" exemplify the most typical aspects of the author's narg-
rative art, "Tess of the d'Urbervilles" presents Hardy the no-
valist undoubtedly at his best. Though retaining wmost of the
characteristic elements that make up a quintessential Hardy
novel, the story of the Marlott dairymaid seems to differ [rom
the earlier novels in the clarity and simplicity of its design
and in its symbolic, metaphorical, anag smotional intensity.
None of Hardy’®s other major works includes so little of what
is bad in his fiction: the plot of the novel is relatively un-
camplicated and free from improbable coincidences, lapses into
sentimentality or cheap symbolism are comparatively rare, and
the narrator’s descriptions and comments are not too caplously
interspersed with polysyllabic coinages nor toc often inter-
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rupted by jarring allusions to second-rank Dutch painters. On
the contrary, "Tess of the d'Urbervilles"” offers an intense
and moving vision of the iragedy of human life, which it ex-
presses through an extremely rich and, at the same time, very
concentrated pattern of symbols and metaphors; in consequence,
the book becomes, for all the simplicity of the story itself,
not only the author's masterpisce, but also one of the most
powerful and complex novels in English literature.

This complexity of "Tess of the d'Urbervilles”™ is to be dis-
cerned also in the ingenious way Hardy handles the classical
allusions that he introduces into his novel. Less numerous and,
primarily, wuch less prominent than, for instance, in "The Re-
turn of the Native" (there is in the book no passage compar-
able to the"Queen of Night" chapter in the earlier novel), the
allusions seem, however, to be on the whole more closely inte-
grated into the overall structure of the book, often being in-
dicative of certain thematic strands or providing significant
comments on characters and situations depicted in the novel.

Thus, for instance, as has been pointed out by Michagl Whee-
ler, the theme of change, which, according to him, "proves to
be central to Hardy's portrayal of Tess's relationships with both
Alec and Awggl“lﬂ, is evoked by references to 0Ovid's “"Metamor-
phoses™ in the passage describing the dance in the outhouse of
a Chaseborough hay-trusser:

wWhen she came close and looked 1in she beheld indistinct
forms racing up and down to the figure of the dance, the si-
lence of their footfalls arising from their being overshoe in
"scroff" - that is to say, the powdery residuum from the stor-
age o! peat and other products, the stirring of which by their
turbulent feet created the nebulosify that involved the scene.
Through this floating, fusty débris of peat and hay, mixed with
the perspirations and warmth of the dancers, and forming toge-
ther a sort of vegeto-human pollen, the muted fiddles feebly
pushed their notes, 1in marked contrast to the spirit with which
the measure was trodden out. They coughed as they danced, and
laughed as they coughed. Of the rushing couples there could ba-
rely be discerned more than the high lights - the indistinct-
ness shaping them to satyrs clasping nymphs - a multiplicity of
Pans whirling a multiplicity of Syrinxes; Lotis attempting to
elude Priapus, and always failing.

—— e et i

10 ybidem, p. 151.
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Soms Silenit of the throng sat on benches and hay-trusses
by the wall; and one of them recognized her. {p. 95-96)"

To interpret the classical references 1in this scene exclu-
sively in terms of the theme of change would, however, be rath-
er inaccurate; change is, both in the allusions and in the novel
itself, presented a3 an uspect and a conseguence of pursult
rather than as something important for its own sake and tak-
ing place at random. Tess, as wall as Syrinx and Lotie, chang-
es only when and betause she is pursued by Alec or Angel; o-
therwise, she remains essentially passive and tends to accom-
modate her subseguent solves to the requirements of her en-
vironment. lhus, the passage Iin guestion seems to be evoca-
tive not so much of the theme of change as of the theme of
pursuit that brings about change (characteristically, the scene
of the dance takes place at Chaseborough, whatever the possible
formal derivation of that name might be). Moresover, interpre-
ted in this way, the Ovidian references iurn out to shed some
more light on some other images wsed in the novel, such as the
images presenting Tess as a tirapped animal - ("Her breathing
now was quick and small, like that of a lesser creature than a
woman™ (p. a47)).

Another interesting exampla of Hardy's use of clasaical al-
lusions in order %o illustrate an lmportant element of the
structure of the novel is to be found in the description of An-
gel Clara, after his return from Brazil, reflecting on his pre-
vious attitudes and conduct towards Tess:

{...] He had undergone some strange experiences in his ab-
sence; he nad seen the virtwal Faustina in the literal Corne-
lia, a spirituasl Lucretia in & corporeal Phryne; he had thought
of the woman taken and set in the midst as one deserving to be
stoned, and of the wife of Uriah being made & queen; and he
had asked himself why he had not Judged Tess constructively
rather thdn biographically, by the will rather than by the
deed? (p. 419)

11 Al]l quotations from "Tess of the d'lUrbervilles" are taken
from (he New Wessex Edition, Macmillan London Ltd., London, Ba-
singstoke 19¥81,
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The allusions to the notoriously promiscuous Faustina, wife
af the Emparor Antoninus, and to the courtesan Phryne, as jJux-
taposed with the virtuous Cornelia, wife of Pompey, and Lucre-
tia, who committed suicide after-being raped by Targuinius, un-
derliine Angel's inability to see and to properly understand
the real nature of Tess and the true proportions of her guilt
gnd expiation. At the same time, the passage strengthens the
ironical meaning of an important classical allusion appearing
earlier in the novel, in the section describing the develop-
ment of the relationship between Angel and Tess during their
stay at Talbothays Dairy:

[...] He called har Artemis, DOemeter, and other fanciful
names half teasingly, which she did not like because she did
not understand them. (p. 170)

Angel does not realize that Tess is an Artemis and e Oeme-
ter only in a sense that is different from what he assumes
-ghe 15 an Artemis because she is pure spiritually, sven though
na longer intsct physically; she is a Demeter because she has
actually proved her fertility and been 8 mother, not only be-
cauge she is an ideal dairymaid, ‘“physically and mentally suit-
ed” {p. 168} to the environment of the Valley of the Great
Deiries. Thus, the allusions stress the fact that Angel’s im-
age of Tess, before the critical experience of his stay in Bra-
zil, is based exclusively on his superficial understanding of
her personality; ironically, the recognition of the mistake
comes only whan fess has technically become a Phryng - after
Alec d*Urberville has won her back.

It is by no means aceidentsl that the above-mentioned al-
lusions, as well as most of the other reférences (o the clas-
sical tradition that are to be found in “"Tess of the d'Urber-
villes"™, shuuld be associated with Angel Clere. Like Eustacia
Vye in "The Return of the Native", Angel is the key figure
around whom most of the novel's classical allusions are centred,
The similarity between the two charsctiers exists, however, in
this respect, only on the surface; Eustacia is, in her role as
be focus of the classical imagery of the novel, essentially
F3ssive; it is the narrator who establishes and controls the
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whole pattern ol associations, which exists, in a way, outside
the character; on the contrary, in the case of Angel, the nlas-
sical motifs, introduced mainly by himself, into hia words and
thoughts, are indicative of his vision of life and his atti-
tudes towards other people in a more direct way.

Indeed, after his renunciation of Christianity, Angel seems
to live in the world of his classical imaginings; the Valley of
the Great Dairjes is for him an Arcadia, 1in which he can en-
Joy his experience of "the aesthetic, sensuous, pagan pleasure
in natural life and lush womanhood" (p. 199). He calls Tess Ar-
temis and Demeter, he talks with her "about pastoral 1life in
ancient Greece" (p. 164); later, in his confession, he quotes,
alongside St Paul, a Horatian ode;

[...] "whatever one may think of plenary inspiration, one
must heartily subscribe to these words of Paul: “Be thou an ex~-
ample - in word, in conversation, in charity, in spirit, in
faith, in purity". It is the only =afeguerd for us poor human
beings. "Integer vitae", says a Roman poet, who s strange
company for S5t Paul =~

The man of upright life, from frailties free,

Stands not in need of Moorish spear or bow". (p. 267)

Angel's idea of the classical tradition 1is, however, only
fragmentary; he does not feel its spirit of tolerance, just as
he does not understand the Christian spirit of compassion. The
situation changes in Brazil, with his recognition of his hav-
ing wronged Tess:

The cursory remarks of the large-minded stranger, of whom
he knew absolutely nothing beyond a commenplace name, were sub-
limed by his death, and influenced Clare more than all the rea-
soned ethics of the philosophers. His own parochialism made him
ashamed by its contrast. HIis inconsistencies rushed upon him
in a flood., He had persistently elevated Hellenic Paganism at
the expense of Christianity; yet in that civilization an il-
legal surrender was not certain dis-esteem. Surely then he
might have regarded that abhorrence of the un-intact state,
which he had inherited with the creed of mysticism, 83 at least
open to correction when the result was due to treachery. A re-
morse struck into him. (p. 389)

In this way, Angel’s attitude towards the classical world,
as an aspect of his wvision of life, turns out to parallel his
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attitude towards Tess, providing, in consequence, a significant
insight into his character and playing, therefore, an import-
ant role in the overall structure of the novel.

fhe last and probably most famous classical allusion in "Tess
uf the d'Urbervilles" 1is to be found in the last paragraph of
the book, following the mention of the black flag announcing the
execution of Tess:

"Justice" was done, and the President of the Immortals, in
Aeschylean phrase, had ended his sport with Tess. (p. 449)

The phrase stresses once again the essential passivity of
Tess and is an ironic comment on the society and the system of
values to which she finally falls victim. At the same time, as
has been observed by J. Hillis Miller, since "the idea of a
malign god who sports with man [...] is neither integral to the
text of "fess“nor reinforced by the rest of Hardy's wgrkmly the
allusion may be interpreted also as "a suggestion that Tess re-
incarnates a pattern of tragic experience already present in
the earliest masterpieces of Western iitacature“13@

v

“Jude the Obscurs"”, the last of Hardy's novels, i3, as has
often been observed, considerably different from the author's
earlier works, both in its subject-matter and in 1its overall
construction and styleiﬂi variously interpreted, for instance,
as an indictment of the cruelty and heartlessness of the "ra-
spectable" Victorian smcietylsg and as an analysis of the de-

structive powar of EEﬁualiiylﬁi the book is undoubtedly the

12 J. H. M1 1 1 er, Thomas Hardy. BDistance and Desire.
Harvard University Press, Cambridge, Mass. 1970, p. 104,

13 bidem, p. 105.
Woee, woatt1en, op. cit., p. 255,

R Cf. T.Eagleton, Introduction to the New Wessex
fdition of “Jude the Obscure”, Macmillan London Ltd., London,
Basingstoke 1975, p. 9-20.

16 Cf. N. P a g a3, Thomas Hardy, Routledge and Kegan Paul
"Landan 1977, p. 43.
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darkest of the wWessex novels and the one in which the tragic
vision of the hopelessness of the human lot is presented with
the greatest bitterness and despair, Much of this sense of the
emptiness and desolation of the world of Jude Fawley and Sue
Bridehead is due to the characteristic simplicity and even coar-
seness of the design of the novel; this is evident, as has been
noticed by Walter Allen, in "the way in which the rich rustic
chorus has disappeared in “"Jude® (with the exceptions of Jude’s
aunt and the widow Edlin) and [in] how thin, by comparison with
"fhe Return of the Hative" and®"less", the whole texture of the
writing, of the world dascribed, and the links that bind men to
nature and the nature of things, has Demﬁm@“l?w As a8 result,
the foreground is, more clearly and more exclusively than in
the previous novels, occupied by the few principal characters
and thz wvents they are involved in; conseguently, the plot and
the characters not only themselves constitute the most import-
ant elements of the symbolic structure of the novel, but also
function as centres focusing the most significant aspects of
the novel's imagery, including, among others, the allusions and
images based on classical literature and mythology.

The mast prominent feature of Hardy's use of classical al-
lusions in "Jude the Obscure” is certainly their close associa-
tion with the character of Sue Bridehead. Indeed, alwmost {rom
her firat appearance in the book, Sue is shown 85 & woman fa-
acinated with ancient history and culture, which represent far
her, as they do for Angel Clare in "Tess of the d'Urbecvill-
es”, a point of reference and a system of values alternative
to that based on the prinicples of Christianity, Characteristi-
cally, again as in the case of Apgel, most of tha clas-
sical motifs assoclated with Sue are introduced into the
novel directly, in the words and actions of Sue herself ra-
ther than by the narrator; in consequence, they become more
directly significant of certain features of her personslity and
of her peculiar turn of mind.

A very typical example of this technigque is provided by the

e ———— e

1 a1 1en, op.cit., p. 255-256.
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passage in which Sue is descrived buyiny plaster images of Ve-
nus and Apollo:

"How much are these two?" she said, touching with her fing-
er the Venus and the Apollo - the largest figures on the tray.

He said she should have them for ten shillings.

"1 cannot afford that,"” said Sue. She offered considerably
less, and ta her surprise the i1mage-man drew them from their
wite stay and handed them over the siile. She clasped them as
treasures.

When they were paid for, and the man had gone, she began
to be concerned as to what she should do with them. They seem-
ed so very large now that they were in her possession, and so
very naked. Being of a nervous temperament she trembled at her
enterprise, When she handled them the white pipeclay came off
on her gloves and jacket. After carrying them along a little
wiy openly an [dea came to her, and, pulling some huge burdock
leaves, parsley, and other rank growths from the hedge, she
wrapped up her burden 25 well as she could in these, so that
what she carried appeared to be an enormous armful of green
gtuff pathered by a zealous lover of nature.

“Well, anything is better than those everlasting church
fal-lals!” she sald. But she was still in a trembling state,
??g %?E?%ﬂ almost to wish she had not bought the figures. {p.

=114

The scene 15 indicative not only of Sue's rebellliousness
and religious nanconformity; it also stresses the characteris-
tic instability of her character and the ambiguity and incon-
sistency of her attitudes,

the mopst important function of the motif of Venus and A-
polio becomes, however, clear onky at the end of the chapter,
when 5ue is looking at the statuettes, which she has put on
her chest of drawers, on the two sides of a Calvary print hang-
ing on the wall:

she was of an aye which wusually sleeps soundly, yet to-night
she kept waking up, and every time she opened her eayes there
wa3 enpugh diffused light from the street to show her the
white plaster figures standing on the chest of drawers in ndd
contrast to their environment of text and martyr, and the Gu-
thic-framed Crucifix-picture that was only discernible now as a
Latin cross, the flgure thereon being obscured by the shades.
{p. 115-11&}

18 All quotations from “"Jude the Obscure® sre tsken from
the Hew Wessex Edition, Macmiliapn Londen Lid., Lendon, Ba-
singstoke 1975,
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The passayge 19 a symbolic representation of what Hardy him-
sglf describes as the main theme of the novel - "a deadly war
waged between flesh and 5pirit“ﬂ9; at the same time, it also
pradicts the future conflict in which Sue herself will become
involved - that between her sense of duty towards Phillotson and
her love for Jude ({interestingly, it .seems possible to see, in
the coolness and artificiality of the figures, an allusion to
the characteristically stiralned quality of Sue’'s approach (o
the problems of sex 1in general and of her attitude towards Ju-
de in particular).

The chapter in nuestion is significant in oné more import-
ant respect; it introduces, for the first time in the novel,
the idea of contrast between the personalities of Sue and Jude
as conveyed through the contrast of their intellectual dispo-
gitions and their ways of thinking, expressing themselves in
their contrasting associations, choice of reading, or styliza-
tion of language. In the passage, 5Sue is reading Gibbon's “De-
cline and Fall of the Roman Empire”™ - characteristically, “the
chapter dealing with the reign of Julian Lhe Apostatle” {p. (15) -
- and Swinburne’'s "Hymn to Proserpine™ , whiech are both symbo-
lically representative of her rejection of Christianity; o
the contrary, Jude is depicted, an the sams evening, as read-
ing, with zeal and enthusissm, the Gresk version of the Hew
Testament:

[...] At the very time that Sue was tossing and sturing at
her ftigurves, the policeman and belated citizens passing along
under his window might have heard, if they had stocod still,
strange syllables mumbled with fervour within - words that hag
for Jude an indescribable enchantment: ineaplicable sounds some-
thing like these: -

"411 hemin heis Thegs ho Pater, ex hou ta panta, kai hemeis
eis auton:"

Till the sounds rolled with reverent loudness, as a book
was heard to close: -

"Kai heis Kurios lesous Christos, di hou ta pants kai hemels
di autoul!” {p. 11&)

i

14 fh. Hardy, Preface to the first edition of “Jude the
Obscure®, in MNew Wessex Edition, Macmillan London Ltd., tLon-
don, Basingstoke 19753, p. 23.
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The same juxtaposition of cleassical and biblical motifs, as-
spciated, respectively, with Sue and Jude, 1is to be found se-
veral more times in the novel, as, for instance, in the scene
of the exhibpition of the model of Jerusalem:

"1 fancy we have had esnough of Jerysalem," she said, "con-
gidering we are not descended f{rom the Jews. There was nath-
ing first-rate about the place, or people, after all - as there
was about Athens, Rome, Alexandria, and other old cities".

]“But my dear girl, consider what it is to us!" [Phillot-
s0n

S5he was silent, for she was easily repressed; and then per-
ceived behind the group of children clustered round the model
a young man in a white flannel jacket, hia form being bent so
low in his intent inspectiun of the Valley of Jehoshaphat that
his face was almost hidden from wview by the Mount of Olives.
"Look at your cousin Jude," cantinued the schaolmaster. "He
doeen’t think we have had enough of Jerusalem!"

“"Ah = | didn't see him!" she cried in her gquick light voi-
ce. "June - how sericusly you sre going into L1t!" (p. 126-127)

A similar effect is created in the passage describing the
morning of ihe day af Jude and Sue’s planned wedding:

ihe next morning Sue, whose nervausness intensified with
the hours, took Jude privaetely into the sitting-room before
starting. "Jude, 1 want you to kiss me, as a laver, Incor-
poreally," she said, tremulously nestling up to him, with damp
lashes. "It won't be ever like this any more, will it! I wish
we hadn't begun the business. 8ut I suppose we must go on. How
horrid that story was last night! It spoilt my thoughts of to-
-gay. It mekes me feel as if & tragic doom overhung our fami-
ly, as it did the house of Atreus."
{ ;ggkth@ house of Jeroboam,” said the quondam theolagian.
P.

Sometimes, allusions exemplifying. the pattern under analys-
ts are at the same time suyggestive of the nature of the re-
lationship between Jude and Sue:

[...] 1o an impressionable and lonely vyoung man the con-
sciousness of having at last found anchorage for his thoughts
which promised to supply both social and spiritual possibili-
ties, was like the dew of Hermon, and he remained throughout
the service 1n a sustaining atmosphere of ecstasy.

Though he was loth to suspect it, some people might have
said to him that the atmosphere blew as distinctly from Cyprus
as from Galilee. (p. 112)
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Charactuvisticelly, towards the ent of the novel, after
Sue’s decision to return to Phillotson, the pattern is revers-
ed:; her return to Lhristlanity 19 geflegcted in her f{requent
use of biblical allusions, whercas Jude’s loss of faith is ac-
companied by his growing tendency to perceive the world through
its classical rather than biblical associations:

“"Very well. It will help me home, for 1 feel the chilly fog
from the meadows of Cardinal as 1f deéath-claws were grabbing
me through and through, As Antigone said, I am neither a
dweeller among men nor ghosts. But, Arabella, when 1 am dead,
you'll see my spirit flitting up and down here among these!”
(p. al2-413)

Finally, it seems pertinent t{o observe that "Jude the Ob-
scure" is the only one of Hardy's major novels in which claa-
sical allusions are used as mottos prefacing three of the book's
six parts. In each case, the references to classical authors
function as thematic pointers, indicating the development of
the relationship betwsen Sue and Jude:

"Notitiam primosgue graovus viclnia feclit;
Tempore crevit amor." - Ovid

("Contiguity caused thair first acquaintance;
Love grew with time.") (p. 95)

“"For there was ng other girl, i bridegroom, like hert"
- Sappho (p. 147)

of underlining the more genersal thematic strands of the novel":

"Thy aerial part, and all the fiery parts which are wmlng-
led in thee, though by nature they have an upward tendency,
still in obedience to the disposition of the wuniverse they are
over~powered here in the compound mass the bedy." - M, Anteni-
nus (p. 27%)

vl

In the light of the above diacussion, the Wessex nuvels of
Thomas Hardy, as considered from the point uf view of the func-
tion played in them by allusions to rlassical literature, hi-
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story, and mythology, turn ocut to exhibit some characteristic
developments, reflecting the major changes that Hardy's narra-
tive art undergoes between the early novels, as “Far from the
Madding Crowd", and the final achievements of "Tess of the
d*Urbervilles® and "Jude the Dbscure”. The changes seem to take
place along two major lines: firstly, tha allusions, initially
introduced exclusively by the narrator and in this way under-
lining his dominant position in the structure of the novels,
become in the later works associated more and more closely with
the characters and so more and more closely integrated into
the plot, with the result that they are more independent and
girect; secondly, the allusions, which are originally of little
mote than local iwpaortence, providing some ironic or humorous
commentary on the events and characters described, or func-
tioning as mere embellishments or as evidence of the author's
learnedness, become, in "Tess of the d'Urbervilles”- and "Jude
the Obscure”, closely associated with the main themes and pro-
blems of the navels and, as such, rise to an important place
in their general symbolic structures. In this way, the avolu-
tion of the function of classical motifs and images in the no-
vels of Thowas Hardy proves to be significant of the growing
complexity. of hig fiction and of the development of his view
of the aesthetics of the novel as a literary genras.
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WYBRANE PROBLEMY ZASTOSDWANIA ALUZII KLASYCZNYCH
W POWIESCIACH THOMASA HARDY'EGO

Powiedcli ¥homasa Hardy'sgo, 2e wzgledu na swojg problematy-
kg i strukture czesto przyréwnywane do tragedii antycznych, za-
wiersajs rdwniet liczne aluzje do szeroko rozumianej kultury kla-
syczna} - do historii, wmitologii, literatury, sztuki i cywi-
lizacji starozytne)] OGrecjl i Rzywu. Aluzjle te, majgce z po-
czytku charakter komiczno-iromiczaych lub erudycyjnych komen-
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tarzy ze strony narpatora ("7 dala od zgielku" -~ "Far from the
Madding Crowd"), stajg sie¢ z czasem coraz bardziej konsekwen-
tnie zwigzana 2 posataciami bohaterdw 1 otaczajgcym ich swiatem
{"Powrdt na wrzosowiska" - "The Return of the Native"), by w
ostatnich utworach {("lessas d’Urberville” - "Tess ol the d’Urber-
viltes”, "Juda nieznany" - “Jude the Obscure”) zyskac, dziekl
dcistemu powiszaniu 2z ich ogdlng tematykg 1 eymbollka, role
istotnych elementdw kompozycyjnych powiedci.



