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ABSTRACT  

In this project I survey Thomas Hardy’s The Woodlanders, A Laodicean, and A Pair of 

Blue Eyes, exploring how Hardy, as a novelist, grapples with newfound scientific and ecological 

knowledge that shook humancentric beliefs about the natural world and transformed temporal 

realities. As a writer of books, Hardy experiments with these questions in his novels, placing the 

Victorian love-plot at the center of conversations about the (un)importance of humankind and a 

rapidly changing world. I suggest that Hardy’s recycling of narrative structures, both where he 

borrows plots or characters from medieval sources and where he repeats scenes across his own 

novels, is a form of experimentation; Hardy is testing the bounds and limitations of Victorian 

ways of thought. By exploring differences in representation of similar characters, events, or 

descriptions across Hardy’s writings and their departures in some cases from source materials, 

we uncover Victorian anxieties of time, space, and the natural world.  
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CHAPTER 1: INTRODUCTION 

 

Thomas Hardy, in his review “The Science of Fiction”, comments on the inextricable 

connection between science and storytelling, suggesting that even “The most devoted apostle of 

realism, the sheerest naturalist, cannot escape, any more than the withered old gossip over her 

fire, the exercise of Art in his labour or pleasure of telling a tale.”1 Hardy remarks on the practice 

of turning knowledge into comprehensible stories for consumption. Drawing connections 

between the roles of a naturalist and the roles of a novelist, Hardy sees both as forms of 

observation, experimentation, and storytelling. This is seen in his own work, as he experiments 

under this premise: “Since art is science with an addition, since some science underlies all Art 

there is seemingly no paradox in the use of such a phrase as ‘the Science of Fiction.’”2 For 

Hardy, novel writing is a form of investigation or inspection. This project examines the scientific 

practices and tendencies across Hardy’s work. I explore how Hardy, as a storyteller and sensitive 

intellectual, experiments with the anxieties of the late nineteenth century in his novels, mapping 

Darwinian timescales and natural selection onto the Victorian realist novel.  

Michael Milgate, Hardy’s biographer, suggests that Hardy was always a keen observer of 

what happened around him, caused by his introverted, quiet nature in his boyhood. Milgate 

explains that, “The attitude of uninvolved spectatorship which so often characterizes the 

narrative voice in his novels is in part a reflection of his early situation as a sickly, solitary boy—

often at home because of his weakness, his lack of friends, and his mother’s protectiveness—and 

the constantly repeated experience of sitting by, silent and unnoticed.”3 He goes on to imagine 

 
1 Thomas Hardy, “The Science of Fiction,” The New Review, 58, (1891): 315-9. 
2 Hardy, 315. 
3 Michael Milgate, Thomas Hardy: A Biography (New York: Oxford University Press): 42. 
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young Hardy sitting alone “while his parents and their relatives and friends sang, played, joked, 

and talked together, singing old songs, telling the old stories of local past, trotting out the scraps 

of inherited wisdom and credulity, drawing upon the resources of their colourful and vigorous 

local speech, with its long-learned fatalisms and self-protective humour.”4 Milgate’s picture of 

Hardy listening to the stories of his family and their friends is reminiscent of Hardy’s “withered 

old gossip”, who Hardy compares naturalists for their similar interest in storytelling. Milgate 

depicts Hardy as an observer to the lives that go on around him, and he suggests that much of 

Hardy’s narrative tone throughout his writings, novels, and poems are based on his own 

experiences with a rural and spectatorial childhood. The images of Hardy observing but not 

participating is similar to that of a naturalist, who watches and notes the lives of organisms 

around them. This early tendency towards observation and centrality of rural storytelling set 

Hardy up to be the novelist that he was.   

The relationship between Hardy and Darwin has been heavily explored. In the last 

decade, a growing number of scholars have drawn on the natural imagery and rural setting of 

many nineteenth-century novels in their work to better understand the era’s changing scientific 

and social attitudes towards the environment. Such inquiries have spurred books such as 

Victorian Ecocriticism: The Politics of Place and Early Environmental Justice,5 edited by 

Dewey Hall, and Kevin Hutchings’ Transatlantic Literary Ecologies: Nature and culture in the 

nineteenth-century Anglophone Atlantic world.6 Both of which take a socio-political approach to 

the human-environment relationships imagined in literary works of the time. It is a specific task 

of Victorian Ecocriticism and Nathan Hensley and Philip Steer’s Ecological Form7  to find the 

 
4 Milgate, 42.  
5 Dewy Hall, Victorian Ecocriticism (Lanham: Lexington Books, 2017). 
6 Kevin Hutchings, John Miller, and James C. McKusik, Transatlantic Literary Ecologies (New York: Routledge 2017). 
7 Nathan Hensley and Phillip Steer, Ecological Form(New York: Fordham University Press, 2019.). 
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origins of some natural and anthropocentric forms of thought that still persist today, in common 

thought and in fields such as environmental and socio-political justice work.  

No author seems better suited for this type of study than Thomas Hardy. Many scholars 

have drawn heavily on Hardy’s novels and poetry to explore how he presents Victorian attitudes 

towards the quickly changing landscape of the English countryside. His fictional county of 

Wessex, which itself is a gesture towards a distant geographic and natural history, lends his 

oeuvre to an even greater degree of ecocritical and memorial work. Donguk Kim’s “Thomas 

Hardy's A Laodicean: Paula Power as an ‘Angel of History’”8 and Shaoting Wang’s “Tradition 

and Modernity in Thomas Hardy’s Wessex”9 note the importance of a semi-historical Wessex as 

the imagined setting of his turbulent, dramatic plots, specifically when considering the ways his 

work presents and imagines the relationship between the human and natural worlds under the 

pressure of industrialized farming, private land ownership, and a changing economic structure. 

In many ways, Hardy’s novels act as a litmus test for industrialization and capitalistic 

effects on the countryside. Jillmarie Murphy’s “Politics of Place Attachment and the Laboring 

Body in Tess of the D’Urbervilles” does just that, as she explores the unique geographic, 

historical, and social circumstances that transform and affect Tess’s life trajectory.10 She draws 

specifically on labor laws and gendered social expectations to paint Tess “as a symbolic 

condemnation of the lack of options that existed for underprivileged Victorian women enduring 

lives of destitution in the politicized placed of social ostracism.”11 Murphy’s analysis of Tess’s 

heartbreaking abuse and its aftermath relies heavily on the sense of place in the novel; because 

 
8 Donguk Kim, “Thomas Hardy’s A Laodicean” Thomas Hardy Year Book no. 37 (2008) 3-14.  
9 Shaoting Wang, “Tradition and Modernity in Thomas Hardy’s Wessex” Comparative Literature—East and West 
no. 1 (2019): 101-12. 
10 Jillmarie Murphy, “The Politics of Place and Attachment and the Laboring Body in Thomas Hardy’s Tess of the 
D’Urbervilles” Victorian Ecocriticism (2017): 69-89.  
11 Murphy, 85.  
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Tess is constantly depicted as and understood by her peers as a natural being, she is more 

vulnerable to the dangers of the country and laboring life. Murphy’s argument, which hinges on 

the fact that Tess is a manifestation of contemporary realities of laborers, supports my own 

understanding of Tess (as with all Hardy’s heroines) as an experiment. Hardy becomes a 

pseudoscientist, working with controls and changing variables to test outcomes. Where Hardy 

uses novels as his laboratory and his vessel of communication, Darwin uses writing as his mode 

of translation, connecting scientific findings with others.  

 This crisis of time is mapped onto the Victorian love-plot in Hardy’s novels. Scholars, 

like Beer and Angelique Richardson, have explored the relationship between Darwinian sexual 

selection and Hardy’s courtships. Richardson “examines the reconfiguration in two of Thomas 

Hardy's novels of ideas on relations between the sexes and the role of Darwinian sexual selection 

in determining the social, and biological, quality of future generations.”12 And Beer explores the 

idea that “The intersection of evolutionary theory and social, psychological and medical theory 

therefore became newly important”, and the notion that,  “The bonds between biology and 

sociology are drawn close in the concept of sexual selection.”13 Beer goes on to argue that, “For 

Darwin love-intrigues and the marriage market involve the future of the human race.”14 I 

suggest, like Beer and Richardson, that for Hardy courtships and marriages evoke questions of 

future generations and evolution or change of families over time.  

In this project I explore how Hardy, as a novelist, grapples with newfound scientific and 

ecological knowledge that shook humancentric beliefs about the natural world and transformed 

temporal realities. As a writer of books, Hardy experiments with these questions in his novels, 

 
12 Angelique Richardson, “‘How I Mismated Myself For Love Of You!’ The Biologization of Romance in Hardy s ‘A 
Group of Noble Dames’” The Thomas Hardy Journal no. 2 (1998): 302. 
13 Beer,196. 
14 Beer, 199. 
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placing the Victorian love-plot at the center of conversations about the (un)importance of 

humankind and a rapidly changing world. Additionally, I suggest that Hardy’s recycling of 

narrative structures, both where he borrows plots or characters from medieval sources and where 

he repeats scenes across his own novels, is a form of experimentation; Hardy is testing the 

bounds and limitations of Victorian ways of thought. By exploring differences in representation 

of similar characters, events, or descriptions across Hardy’s writings and their departures in some 

cases from source materials, we uncover Victorian anxieties of time, space, and the natural 

world.  

First, I trace Darwinian language and adaptation though The Woodlanders, suggesting 

that Grace’s education, which places her in a class above her father and fellow Hintock residents, 

is an adaption in the Darwinian sense. Her adaptation, formal education and time in a town, away 

from her pastoral home, allows her to marry above her born class, thus improving her family’s 

line—first through her own improvements, then through children in her advantageous marriage. I 

trace how scientific language throughout the novel is used to classify characters into phenotypes, 

discoverable by observation alone. Under the guise of the Victorian love-plot, these adaptations 

and observations of the young people in Hintock manifest in marriage market, where each person 

is judged based on their class or species.  

Next, I turn to A Laodicean: A Story of Today, where I again take up the theme of 

Darwinian influence in the courtship of young couples. Paula Power, a young, industrial heiress, 

inherits a medieval castle, De Stancy Castle, upon her father’s death and commissions 

renovations to the depilated building. She is eventually courted by and at various points in the 

novel engaged to two men: Captain De Stancy, the modern representative of De Stancys family 

and a young architect, George Somerset. Paula’s attitudes towards familial wealth and longings 
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for past gentility reflect anxieties of the changing economic and social structure, which Hardy 

maps onto the temptation of a marriage between Paula and De Stancy. When considering 

Darwinian influence and sexual selection, titles and wealth become adaptations or attributes of 

suitors. I also postulate that Hardy’s attention to the medieval in the novel reveal attention to the 

concept of change over time, with marriage being a mode of change in family status. Paula is not 

just her father’s daughter, instead she is the usurper of power and wealth, a modern instillation of 

a roundhead.  

Finally, I explore Hardy’s A Pair of Blue Eyes, claiming the novel’s devotion extrahuman 

timescales and parallels to medieval romances represent its experimentation with and the 

combination of the ways of the past with post-Darwinian modern temporalities. First, I argue that 

the tomb of the Luxellian family, the county’s landed gentry, plays off of Tristan’s Cave of 

Lovers. Next, I turn to the infamous “cliff scene”, where Hardy imagines Elfride, his heroine, 

transfiguring into a knightly savior for her lover who is dangling from a cliff, who is ironically 

named Henry Knight. I explore places where Hardy updates romances to reflect Victorian fears 

of the vastness of time and Nature. The conclusion of this project explores ways that this 

research could be carried forward into Hardy’s later novels and suggests how twenty-first 

century readers experience similar anxieties to Hardy and the Victorians.  
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CHAPTER 2: EVOLUTIONARY AND EXPERIMENTAL MARRIAGES IN HARDY’S 

THE WOODLANDERS15 

 

The key is man’s power of accumulative selection: nature gives successive 
variations; man adds them up in certain directions useful to him. In this sense he 
may be said to make for himself useful breeds.  

Charles Darwin, On the Origin of Species16 
  

I.  

 Hardy himself liked The Woodlanders ‘best’ of his longer works,17 a sentiment shared by 

many contemporary readers. Michael Milgate, Hardy’s biographer and author of Thomas Hardy: 

A Biography, argues “Hardy said many years later that he liked The Woodlanders, as a story, 

more than any of his other novels, and that preference may have been related to its drawing so 

richly upon memories of his mother’s talk while avoiding those aspects of his person relationship 

with her which had played so large and painful a part of The Return of the Native.”18 In 

mentioning The Return of the Native, Milgate alludes to the undeniable similarities between the 

two novels, wherein both take their cues from Hardy’s ancestorial home of Brockhampton. In 

addition to its relationship with Return of the Native, The Woodlanders, was intended as a 

successor to Far from the Madding Crowd, a novel published in the decade before Woodlanders’ 

serial publication in 1887.19  There is resurgence of themes and situations from Madding Crowd 

in the plot of The Woodlanders and The Return of the Native: rival suitors, tension between city 

life and the village, rural settings and preoccupations with the changing seasons and local flora. 

 
15 The foundations of this chapter were laid in Professor Nathan Hensley’s course taught in the fall of 2019 at 
Georgetown University, 19th Century Ecologies, where we studied the intersections of fiction and science. I began 
my exploration of Grace as creature to be adapted in that course and have brought it to completion here.  
16 Darwin, 26. 
17 Thomas Hardy Society, “The Woodlanders,” The Thomas Hardy Society, 2016.  
18 Millgate, 279-80. 
19 Hardy, xi. 
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Even some instances of fickleness or half-heartedness among budding lovers seem to be repeated 

in the novels.  

In her introduction to the novel, Patricia Ingham notes the cyclical nature of women’s 

prospects in Hardy’s novels in rural settings: “A factor in this polyvalent story of gloom is that of 

gender, which overrides even social class. Hardy’s gradual arrival at the view that women get the 

worst of it in the long run which is to appear so powerfully in Tess of the D’Urbervilles and Jude 

the Obscure is a constant here.”20 She goes on to say that, “Gender, at lease in this text, is an 

inescapable fate.”21  The Woodlanders offers a unique perspective into womanhood in the form 

of Grace Melbury. Grace, who is herself adapted through education, is still reliant on an 

advantageous marriage to complete her evolution, which leads her into unhappiness.  

This chapter posits that Darwinian adaptation and sexual selection, acquired with wealth 

or courted through marriages, in The Woodlanders can be understood by reading social 

Darwinism onto Grace Melbury. Grace, a Hintock native who is educated out of her “naiveness”, 

after spending her school-aged years in the town of Sheraton. Her father, a successful timber-

merchant, bought education (read adaptation) for his daughter in hopes of marrying her to a man 

of a higher class than he. Investigating the relationship between Grace’s education her marriage 

prosects, with reference to her “breed” of woman, allows for a better understanding of how 

Darwinian thought effected the language used in courtship and improvement of one’s prospects. 

The first section of this chapter investigates adaptation, natural and acquired, while the second 

section of this chapter focuses on the species confusion and opaqueness caused by Grace’s 

unnatural adaptions.  

 
20 Hardy, xxxi 
21 Hardy, xxxiii.  
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II.  

Mr. Melbury’s wish to have his daughter be educated so she can marry above her social 

station exemplifies the idea of social Darwinism. Social Darwinism refers to the theory, 

expanded or exploited from Darwin’s theory of evolution, which suggests that humans, in social 

settings, are subject to the same Darwinian, survival-of-the-fittest mentality in their position in 

the social hierarchy system. Melbury believes that by giving Grace a superior education to any 

others in Hintock he is adapting her to marry a man in a different caste. This is an example of 

sexual selection. The conversation between Melbury and Grace elucidates his meaning to be just 

this. Grace exclaims, “You mean, to lead him on to marry me?”, speaking of Fitzpiers. Melbury 

responds: “I do. Haven't I educated you for it?”22 Fitzpiers is exactly the kind of man that 

Melbury intended on marrying her off to, because of his superior social standing and profession. 

It becomes clear here that Melbury views Grace’s education as a cultivation of an adaptation—

this adaption being schooling—that will allow her to move up in the social hierarchy.  

Melbury sees Grace’s education as her adaption into a different breed of human, into a 

higher social class. His changed view of his daughter becomes clear when the two are walking in 

the street and are mistreated by some men passing by, Melbury’s concern is for Grace’s new, 

elevated station—she should be beyond this type of treatment since her modification. 

“He ought not to have spoken to ye like that!: said the old man, in the tone of one whose heart was 
bruised, though it was not by the epithet applied to himself. “And he wouldn't if he had been a 
gentleman. ‘Twas not the language to use to a woman of any niceness. You, so well read and 
cultivated—how could he expect ye to know what tom-boy field-folk are in the habit of doing? If 
so be you had just come from trimming swedes or mangolds—joking with the rough work-folk 
and all that—I could have stood it. But hasn't it cost me near a hundred a year to lift you out of all 
that, so as to show an example to the neighborhood of what a woman can be? Grace, shall I tell 
you the secret of it? ‘Twas because I was in your company. If a black-coated squire or pa'son had 
been walking with you instead of me he wouldn't have spoken so.”23 
 

 
22Hardy, 158.  
23 Hardy, 85. 
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Melbury’s defense of Grace, or attack on the man in question, is rooted in Grace’s education. He 

laments that she is “so well read and cultivated” and distances her from activities such as 

“trimming swedes or mangolds” and “joking with the rough-work folk.” For Melbury, habits 

now, to read rather than tend to plants, is the embodiment of her transformation into a person of a 

higher social status—evening noting that if she had been participating in average Hintock 

activities it would have made sense that this man spoke to her in a demeaning way. Here we can 

see how invested Melbury is in the social hierarchy, believing that the only way to move grace 

up to a higher caste is to change her traits.  

 When Melbury tells Grace “the secret of it,” that she was treated that way because of her 

association with him, rather than any fault of her own, it becomes clear that Melbury views 

himself as a member of a different breed than his daughter now. This is unorthodox because she, 

being his descendant, should inherit his traits (and class status). The level of change, or seeming 

change, of Grace’s person is expressed through the distance Melbury feels between his own 

person and his daughter’s. This evolution is based on his occupation: “If a black-coated squire or 

pa’son had been walking with you instead of me he wouldn’t have spoken so.” This slip reveals 

his intention to marry his daughter to a man of a more socially respectable profession so, when in 

seen with her new husband, she will be treated better than she is with Melbury. The ability for 

Grace to slip in and out of different social class speaks to her empirical unintelligibility and the 

necessity of others around her to place her into her proper breed of human, a theme I turn to later 

in this chapter. 

Melbury’s careful curation of Grace’s traits reflects, in part, his agricultural background 

as a timber merchant. In the essay “Arthur Schopenhauer, Evolution, and Ecology in Thomas 

Hardy’s The Woodlanders,” John Heaney advocates for the necessity of reading in 
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Schopenhauer’s theories of plant development into the novel. Heaney claims that, “Arboreal 

imagery pervades the work: humans appear like trees, trees like humans, and all are driven in a 

struggle for the same limited space and matter.”24 Grace is one of these instances of blurring 

between the human and vegetable realms. The way that Melbury curates Grace’s traits, to create 

the best form of Grace, is a stylistic blurring between the plant and human, as Grace’s tree 

rearing father selectively creates the type of daughter he wants, in the same way that he picks 

which types of trees to plant and which to harvest. Further supporting the muddling of the 

distinction between the human and plant, Heaney notes that, “Hardy is throughout the novel 

concerned to present the Hintock woods in distinctly anthropomorphic terms.”25 The importance 

of the transference of description of traits from plant to human and from human to plant, and 

Melbury’s experience with growing profitable plants, is that Grace, through her becomes one of 

her father’s plants—profitable through curation.  

Melbury is not the only Hintock resident who uses “arboreal” images to understand 

Grace’s new form, advocating for the blurred boundaries between Grace and non-human 

organisms. During an interaction with Winterborne, a man having similar experience to Melbury 

with vegetation, the narrator also compares Grace’s education to plant growing: “It was true 

cultivation had so far advanced in the soil of Miss Melbury's mind as to lead her to talk by rote 

of anything save of that she knew well, and had the greatest interest in developing—that is to 

say, herself.”26 Here, Grace’s mind has become “soil,” and the use of the word “rote” (meaning 

here the repetition of a routine to the point where the task is almost automated) becomes more 

nuanced when we read its homophone “root” into the sentence. The deeply pastoral, rural words 

 
24 John Heaney, “Arthur Schopenhauer, Evolution, and Ecology in Thomas Hardy’s The Woodlanders”, 519.  
25 Heaney, 519. 
26 Hardy, 43-4. 
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employed here to provide insight into Grace’s “cultivation,” allowing the consideration of 

Grace’s education as an urban evolution. In addition to pastoral imagery, the word “rote” also 

provides understanding of Grace’s new habits. She has become accustomed to polite 

conversation, as the narrator notes here, to the point that it is habit for her to speak in a way that 

is foreign to Winterborne.  

Grace’s education seems to have changed her countenance and appearance, proving the 

weight of her cultivation. Upon seeing her for the first time since before her adaptation, Marty 

South speaks of her with a distance suggesting unfamiliarity and notes the improvement of the 

creature.  Marty saw Winterborne watching Grace and notes how, “his face simultaneously 

kindling with recognition and surprise. She followed his gaze, and saw walking across to him a 

flexible young creature in whom she perceived the features of her she had known as Miss Grace 

Melbury, but now looking glorified and refined above her former level.”27 Marty depicts here the 

strangeness of Grace’s adapted form to both her and Winterborne. Winterborne reacts with 

“surprise” at “the flexible young creature” while Marty “[perceives] the features” of her face to 

discover she is Grace Melbury, although changed. The use of the scientific word “creature” to 

describe Grace here, coupled with Marty’s mention of “features” abstract Grace into a semi-

known organism, thus proving the changes to her person to be great.  

Further focus on the phrase “gloried and refined above her former level” allows for 

emphasis of Grace’s elevation. The Oxford English Dictionary (OED) defines “glorified” as 

something that is “invested with glory, rendered glorious” or something “that has undergone 

transformation into something glorious.”28 What Grace has been “invested” with and what has 

 
27 Hardy, 37. 
28 Oxford English Dictionary, “Glory, v.1,” OED (2021).  
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“transform[ed]” her is schooling above her born station. Marty also comments that “she has 

known [the creature] as Miss Grace Melbury.” Marty’s us of past tense here indicates that there 

is something new in Grace’s person that marks her decidedly different from the unschooled 

Grace and emphasizes that the changes to Grace’s person have pushed her to “another level,” 

where she is not immediately recognizable to the people she knew when she was young.  

The term “invested”, used in the definition cited above and explored in the first chapter of 

this project, reveals another piece of this conversation: the importance of wealth when adapting. 

Melbury, based on the capital gains from his business, is able to pay for Grace to have an 

education, not normally afforded to—or rather afforded by—people in her class. This seems to 

be even more important when we consider it is through the manipulation and extraction of 

naturally occurring trees that Melbury is able to secure an education for his daughter. The 

prioritization of profit margins over the health of the natural world is symbolized in this 

relationship between Melbury, and his native workers, and his successful business. This 

connection between capitalism and the natural world will be picked up again later in the next 

chapter, with reference to another woman whose family profited of the taming and altering of the 

natural countryside: Paula Power.  

Exploring the connection between capitalism and the finical investment of social 

adaptations further in The Woodlanders, leads us to Felice’s procuring of youth and beauty in the 

form of Marty South’s hair. Marty’s hair, which Felice notices to be “exactly… matched her [to 

her] own”, is bought and then made into a wig for Felice. 29  Marty is at first unwilling to part 

with her hair, saying “I value my looks too much to spoil ’em.” Marty is worried about more 

than just her diminished appearance, as she goes on to posit that, “[Felice] wants my hair to get 

 
29 Hardy, 14.  



 14 

another lover with; though if stories are true she’s broke the heart of many a noble gentleman 

already.”30 When Percombe, the barber, affirms her suspicion she hardens in her resolve to not 

sell her hair for profit, which prompts Mr. Percombe to (wrongly) assume that “[she’s] got a 

lover yourself, and that’s why you won’t let it go!”31 While Marty is in love with Giles, he can 

hardly be considered her lover, as his affections belong to Grace alone. In this section, and 

beyond, where Fitzspeirs ends his affair with Felice after Marty informs him that Felice’s wig is 

made of her hair, we see the importance of physical, inherited traits in romantic relationships. 

While Fitzspeirs is obviously not concerned about Felice’s ability or inability to pass that trait on 

to children, as their illicit affair and her age exclude such things from being considered, he is put 

off by the unnaturalness of bought traits—even if she is simply renewing her own traits that have 

been lost with age. Even though Felice is able to buy beauty, with intentions of luring gentlemen 

suitors to her chambers, it does not secure her position or safety with her suitors, which is the 

goal of Melbury, and all fathers of daughters, when he buys an education for her daughter. While 

Grace is condemned to an unhappy marriage with an unfaithful husband, Felice is murdered by a 

scorned lover, during a visit to the continent in a murder-suicide, by an American man. Both 

women, who participate in the manipulation of natural traits, whether that be youthful hair or an 

education above one’s station, end up in unhappy or deadly situations. 

The changing image of Grace and the unnaturalness of Felice’s adaptation are decidedly 

different from the picture of Giles, or even Marty, who seem to be easier for our narrator and 

others in Hintock to pin down. From the beginning of the novel, Giles is depicted as a natural 

being, with all aspects of his person being described with reference to seasons or plants. The 

 
30 Hardy, 14. 
31 Hardy, 14, emphasis original to text. 
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narrator tells us that Graces admires him as “nature unadorned.” “He looked and smelt like 

Autumn’s very brother, his face being sunburnt to wheat-color, his eyes blue as corn-flowers, his 

boots and leggings dyed with fruit-stains, his hands clammy with the sweet juice of apples.”32 

Even his clothing and surroundings become more natural with his presence: “his hat sprinkled 

with pips, and everywhere about him that atmosphere of cider which at its first return each 

season has such an indescribable fascination for those who have been born and bred among the 

orchards.”33  

 Giles’ relationship to the natural world goes beyond his appearance. The narrator notes 

that both Giles and Marty have a relationship to woods of Little Hintock that transcends even 

what other natives experience while walking through the orchards or over the grassy hills: 

The casual glimpses which the ordinary population bestowed upon that wondrous 
world of sap and leaves called the Hintock woods had been with these two, Giles 
and Marty, a clear gaze. They had been possessed of its finer mysteries as of 
commonplace knowledge; had been able to read its hieroglyphs as ordinary 
writing; to them the sights and sounds of night, winter, wind, storm, amid those 
dense boughs, which had to Grace a touch of the uncanny, and even the 
supernatural, were simple occurrences whose origin, continuance, and laws they 
foreknew. They had planted together, and together they had felled; together they 
had, with the run of the years, mentally collected those remoter signs and symbols 
which, seen in few, were of runic obscurity, but all together made an alphabet.34 

 As Heaney suggests of Hardy’s characters throughout The Woodlanders, Winterborne and 

Marty are described as being a part of the forest and natural world not just knowing of it. The 

pair share a natural trait, which allows them to know the world in this unique way: “They knew 

by a glance at a trunk if its heart were sound, or tainted with incipient decay, and by the state of 

its upper twigs, the stratum that had been reached by its roots. The artifices of the seasons were 

seen by them from the conjuror’s own point of view, and not from that of the spectator’s”35 In 
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contrast with Felice’s wig and Grace’s education, the way that Marty and Winterborne are set off 

from the group is strikingly natural and important. By reading them together, we see how Hardy 

is experiments with adaptation as a process in his novels.  

 

III. 

The next section of this chapter focuses on identifying and categorizing Grace, a task that 

proves difficult, especially when compared to the ease of categorizing and fully knowing the 

character and being of Winterborne or Marty. Grace’s evolution from a country girl to a town-

educated woman causes a split in her person.  

Fitzpiers early in the novel is able to locate Grace’s person through comparison with 

other girls, rendering her a member of a specific species. While looking out his window, 

Fitzpiers notices a group of three girls and preforms an analysis of their form, inferring about 

their character from there. After seeing Marty and Suke walk by, “Then there came over the 

green quite a different sort of personage. She walked as delicately as if she had been bred in 

town, and as firmly as if she had been bred in the country; she seemed one who dimly knew her 

appearance to be attractive, but who retained some of the charm of being ignorant of that fact by 

forgetting it in a general pensiveness.”36 Here, by watching her gait, Fitzpiers is able to identify 

characteristics of Grace’s character and upbringing, as if she were an animal under surveillance 

from a zoologist. The use of the word “bred” emphasizes the image of Grace as an organism to 

be studied. Also, if we read “bred” here in the Darwinian sense, of picking traits and 

intentionally having certain traits reproduce across generations when breeding animals, we can 

locate here a conversation about Grace’s adaption to life in town, as cultivated through her 
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education. Fitzpiers is already locating Grace at the point of intersection of these different breeds 

of human. As Grace comes to the gate, Fitzpiers wants to open the it for her: “To let such a 

creature touch it even with a tip of her glove was to Fitzpiers almost like letting her proceed to 

tragical self-destruction. He jumped up and looked for his hat, but was unable to find the right 

one; glancing again out of the window he saw that he was too late.”37 His wanting to help Grace, 

after having watched, without a sense of chivalry, Marty and Suke go through the gate, 

emphasizes her difference from the other two girls, as her adaptation to town-life cause her to 

garner a different response from Fitzpiers. But Grace does not need assistance: “she stopped, 

looked at the gate, picked up a little stick, and using it as a bayonet, pushed open the obstacle 

without touching it at all.”38 This image speaks to her familiarity with the environment, as she 

knew the natural space around her well enough to use a piece of it to prop up her acquired town-

like inclinations.  

 Reading this scene in tandem with the later scene where he is unable to recognize her, we 

discover the importance of comparison when categorizing. Fitzspiers specifically uses the word 

“creature” to describe Grace’s person. This word serves to abstract her, suggesting as though 

there are others just like her, (“such a creature”). Grace is unknowable to Fitzspiers without 

context or when she is outside her assumed habitat. When Grace does become knowable is when 

she is can be compared to other women in Hintock. Hence, Fitzpiers is able to better understand 

Grace when she is compared to other organisms just like her, girls “bred” in Hintock. 

 His depiction of her in offsetting pairs, part town and part country, part confident and part 

modest, gives way to the “absurdity” of trying to pin down Grace’s exact person in a vast 
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universe that the narrator relates while watching Grace. It follows then, in the narrator’s line of 

thought, that in instances where she favors one breeding over another, she would be more 

attractive to Fitzpiers than she would be in others—or at least present different traits at different 

times. We see this unfold as Fitzpiers realizes that there are two, distinct sides of his wife. One 

being her natural, Hintock side, and the other being her cultivated, Sheraton side. Fitzpiers has 

trouble fully understanding Grace because the ways that her different “breedings” present 

themselves in her character.  

Her inability to be known is emphasized by Fitzspiers’ lack of recognition of her upon 

seeing her for the first time after returning from his trip with Felice. Grace, who has come to 

plead with Fitzspiers to treat Giles, who is on his death bed, (a dramatic scene I will turn to later 

in the final chapter of this project), is at first unknown to her husband: “At Grace’s first remark 

he had not recognized or suspected her presence; but as she went on, he was awakened to the 

great resemblance of the speaker’s voice to his wife’s. He had taken in such good faith the 

statement of the household on his arrival, that she had gone on a visit for a time because she 

could not at once bring her mind to be reconciled to him, that he could not quite actually believe 

this comer to be she.”39 In the beginning of the conversation the woman simply seemed like his 

wife because she was out of context—out of her supposed habitat. His reason for not knowing 

upon seeing her and hearing her voice that it was indeed his wife in front of him is that he knew 

her to be avoiding him. The manner in which Grace is recognizable by behaviors and spaces is 

similar to the way that zoologists would depict and identify animals in their natural habitats.  

Her departure from her assumed behavior renders her unknowable for her husband, a different 

breed than that of the Grace who he was acquainted with before he left. Though this interaction 
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between the estranged couple is without the specific use of scientific or Darwinian language, the 

way he categorizes Grace and knows (or does not know) her reveals influence of methodical and 

pseudoscientific categorization and classification of humans in the novel.  

Defining Grace continues to be a problem throughout the novel. In a scene where Marty 

processes the changes to Grace’s person and imagines Winterborne doing the same, our narrator 

even has trouble describing Grace for the readers. Through free indirect discourse, the narrator 

reveals the difficultly with describing a person, who is just a part of “a universe”: 

“It would have been very difficult to describe Grace Melbury with precision, either now or at any 
time. Nay, from the highest point of view, to precisely describe a human being, the focus of a 
universe—how impossible! But, apart from transcendentalism, there never probably lived a person 
who was in herself more completely a reductio ad absurdum of attempts to appraise a woman, 
even externally, by items of face and figure. Speaking generally, it may be said that she was 
sometimes beautiful, at other times not beautiful, according to the state of her health and spirits.”40 
 

The first section of this quote represents Hardy’s narrator’s own insertion of the issues of time 

and space associated with describing Grace, or anyone for that matter. We see Hardy working 

through the problems with an anthropomorphized vision of the universe, as he presents 

“[describing] a human being” as “impossible” from “the highest point of view” (that being the 

vantage point of the universe or some omnipotent being, we know Hardy was losing faith in). 

Hardy here calls attention to the lack of “focus of a universe” on a single person and the 

transcendental nature of human existence. Grace is so unknowable here that any attempt to 

understand via outside comparisons of her leads the picture of her into absurdity. Thus, the only 

way to understand Grace is to accept that she changes with time, presenting as more beautiful at 

different times and less beautiful at others. Grace becomes the site of Hardy’s anxieties over time 

and change as an accurate picture of her is hard to locate within the vastness of the universe.   
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 Hence: “What people [even her husband], therefore, saw of her in a cursory view was 

very little; in truth, mainly something that was not she.”41 The essence of Grace is not in her 

being of one thing or another, instead Grace must be understood has having characteristics of the 

past (Hintock) and her adaptation (education, Sheraton). The narrator emphasizes this for us 

when telling us that, “The woman herself was a shadowy, conjectural creature … a shape in the 

gloom, whose true description could only be approximated by putting together a movement now 

and a glance then, in that patient and long-continued attentiveness which nothing but watchful 

loving-kindness ever troubles to give.” The picture of movement here is reminiscent of Fitzpiers’ 

describing of Grace in parallels, using the parallel structure of pairs of traits. Grace’s person can 

only be located by understanding all aspects of her, “by putting together a movement.” She is 

unknowable from the surface, or just by a glance.   

 Grace becomes unknowable, or at least a confusion, as her town and rural traits chafe 

against each other. Tracing how Grace is discussed in scientific terms becomes a point of 

convergence of the human time scale and the limitless time and space in the universe, and 

represents, for her father, the future gentrification of his family line. We can see how Hardy 

navigates the conflict between human, science, and time in the novel The Woodlanders. With the 

influence of Darwin’s evolutionary theory on Hardy’s depiction of the time and change in the 

The Woodlanders, we can locate Melbury’s motivation for educating (read adapting) his 

daughter in his wish to propel his line of descendants into to a higher order of life—and for the 

human form, this means a higher caste in the social and financial hierarchy. 
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CHAPTER 3: PAULA POWER: R[EVOLUTIONARY]  

 

I.  

In his 1896 preface to the novel, Hardy explains some of the intent behind his A 

Laodicean: “The changing of the old order in country manors and mansions may be slow or 

sudden, may have many issues romantic or otherwise…. [this book] may perhaps help to while 

away an idle afternoon of the comfortable ones whose lines have fallen them in pleasant 

places.”42 The human is completely removed from the element of change, and the current reader, 

who “idle[s away an] afternoon” with the novel, has no agency over the circumstances that they 

currently find themselves in, being completely indebted to those who came before them in their 

“line.” Here, the language which Hardy uses to describe the downfall and the rise of various 

country families mimics Darwinian ideas of natural selection and gradual change over time. His 

conscious omission of the word “family” when speaking of “lines”, reveals the scientific and 

systematic way in which Hardy understands and naturalizes human and familial change 

throughout A Laodicean, and across his novels.  

Additionally, Hardy’s phrasing “Changing of the old order” echoes Alfred Tennyson’s 

“Morte D’Arthur”, demonstrating his dedication to picking up medieval themes in the novel.43 

Hardy attempts to locate his characters in A Laodicean on a scale larger than a human lifespan. 

He employs medieval structures and romanticism for the past while connecting his characters 

with historical events, like the English revolution, to demonstrate how accumulations of past 

events and past lives culminate in the present, which of course only gives way to the future.  

 
42 Thomas Hardy, A Laodicean, or, The Castle of the De Stancys,(New York: Penguin Books, 1997): 308. 
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This chapter explores the understudied A Laodicean, its heroine, and her castle, to 

understand the changing attitudes towards the environment, gender, and technology of 

industrialized in England. In Paula, an unmarried, independent, wealthy woman, we find a vision 

of how Hardy imagines his future. I suggest that Paula’s various courtships throughout the novel 

demonstrate Darwinian conceptions of sexual selection, wherein families adapt and change 

through marriages. Next, I focus on the Castle of the De Stancys, which is both an alternative 

title and a setting to the novel, arguing that the castle itself is a “fossil of feudalism” that has 

been repurposed and remodeled to fit into life in the late Victorian period. I argue that the castle, 

the manifestation of medievalism in the novel, reveals something about nineteenth century 

anxieties of extrahuman timescales.    

 

II.  

Paula Power, Hardy’s heroine in A Laodicean, embodies the many facets of nineteenth-

century change. As her symbolic name suggests, Paula’s family capitalized on the 

industrialization of Britain, making their fortune building railroads, an invention that altered the 

very texture of the ground, on the island and all over the world. The blending between the natural 

world and the railroad tracks is described early on in the novel, when Paula orchestrates a 

meeting with her young architect and budding lover, George Somerset, at a railroad tunnel. This 

tunnel disproves “The popular commonplace that science, steam, and travel must always be 

unromantic and hideous.”44 Indeed, nature seems to have reclaimed the tunnel for itself. The 

slopes of the tunnel with its“ deep cutting, green with long grass, grew drooping young trees of 

ash, beech, and other flexible varieties, their foliage almost concealing the actual railway which 
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ran along the bottom, its thin steel rails gleaming like silver threads in the depths.”45 The worn 

brick of the tunnel that was “once been red, was now weather-stained, lichened, and mossed over 

in harmonious rusty-browns, pearly greys, and neutral greens.”46 The tunnel has been naturalized 

to the point that “at the very base appearing a little blue-black spot like a mouse-hole.”47 The way 

that Hardy depicts the overgrowth of the flora and the weathering of the brick highlights the new 

relationship between industrialization and the natural world. This relationship becomes important 

when we consider Paula’s character.  

Melodrama marks the tension between Paula and her railroaded ancestry. On one 

occasion, she and Somerset are almost hit by a train racing by, for Somerset this is his second 

encounter that day, the first coming just moments before. Paula explains that she was more 

worried for Somerset because he is not capable of “exercising ordinary discretion” because 

“artists and thinkers like [Somerset] are indiscreet for a moment sometimes,” leaving the 

absent—or perhaps too full—minded people vulnerable to danger in the countryside.48 Yet it is 

Paula who is more changed when the two narrowly escape the train: “It rushed past them, 

causing Paula’s dress, hair, and ribbons to flutter violently, and blowing up the fallen leaves in a 

shower over their shoulders.”49 With her ribbons and leaves clouding her in equal measure, Paula 

is abstracted into the natural landscape around her, as both she and the trees are being shaken and 

whirled up by the passing train. In this way, Paula, who is herself a product of economic and 

industrial sexual selection, becomes a piece of the countryside, being disrupted by the intrusion 

of the train on a sunny afternoon. But this is not her identity, she is not “history” and nature, she 
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is a “barbarian” and new. This scene symbolizes the distain Paula feels towards her line— 

ancestorial and railroad. 

Additionally, this scene highlights how Paula herself is swept up in time. As Hardy 

describes her with ribbons and leaves obstructing her face and as she becomes a part of the 

natural world that is disrupted by the barreling train, Paula ironically becomes a swept up in the 

nature. Paula, having just scolded Somerset for his lack of attention, as he was too enthralled 

with the beauty of his surroundings and the tunnel to heed the oncoming train, ultimately 

becomes just as swept up in the natural world as he does. If we are to understand this passage in 

a Darwinian sense, where the imagery of being swept up in time stands in for being caught in a 

storm of leaves and air, we gain a picture of Paula in time. Paula, though she tries to resist and 

ignore her position as modern or unhistorical, is ultimately taken over by industrialized change 

and modernity.  

Paula becomes, in the novel, and when analyzed against Hardy’s other heroines, an 

inheritor of a Darwinian, industrialized world. What seems unique, here, is that character chosen 

to represent newness and change comes in the shape of a woman—an indecisive, independent 

woman. Paula inherits the medieval Castle De Stancy when her father dies, and she commissions 

repairs to the dilapidated, historic building. The action of the novel begins when a competition 

arises between Somerset, a young architect from London, and a local man, Hanvill, for the job. 

Hardy imagines Paula as a renovator to a medieval space to metaphorize new ways of life, 

dominated by railroads and commercialized goods, taking over the traditional, pastoral ways of 

life.  

But Paula’s romantic longings for a more genteel linage chafes against her position as 

usurper. Donguk Kim gestures to this in his essay, “Hardy’s A Laodicean: Paula as an “Angel of 
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History.” Kim suggests: “As such, Paula's modern exterior is always shown to rub against her 

romantic yearning towards the past, which in turn brings us to conclude that a key to her 

problematic enigma could be found somewhere in the borderline nature formed between her 

expressive exterior of modernism and the hidden interior of romanticism.”50 Kim describes here 

the split of Paula’s character. While she is independent and wealthy from capitalism, she is also 

deeply invested in historical families and lines, very different from her own.  

While Hardy imagines Paula to be the bearer of the new, early capitalist world order, she 

paradoxically romanticizes the past, wishing she was a member of the now-dying gentry. Paula 

herself proclaims her desire for the past. In a conversation with Somerset, discussing the De 

Stancys and other country families, Paula exclaims: “I don’t wish I was like one of them: I wish I 

WAS one of them.”51 Somerset is perplexed, not understanding why Paula would wish to be like 

Charlotte, the modern De Stancy woman, whose station as De Stancy and current economic 

status chaff against each other, creating uncertainty for her future. To which, Paula responses: 

“Yes. It is very dreadful to be denounced as a barbarian. I want to be romantic and 

historical.”52  Paula ties romantic with the past here, revealing her prejudice for a pedigreed past. 

To be “historical” would be to belong to a line which was prominent and influential for many 

generations as a result of a landed, titled position—a line like the De Stancys. Her use of the term 

“barbarian”, coming from the Greek word derogatorily used to describe anyone who is not 

Greek, displays the extent to which she feels like an outsider in her own home.   

Paula’s speech about her family, her Darwinian “lines”, adopts pseudoscientific 

language, proving Hardy’s dedication to the fusion of the scientific language in literature. In 
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another conversation, Paula complains of her lack of noble blood, to which Somerset responds: 

“But have you forgotten that other nobility—the nobility of talent and enterprise?.”53 Paula 

complains, “No. But I wish I had a well-known line of ancestors.” When reminded of her father 

and “the railways he made over half Europe, and his great energy and skill, and all connected 

with him as if he had never lived?’”, she retorts: “’No, I have not forgotten it,’ she said, still 

looking into the pew. ‘But, I have a predilection d’artiste for ancestors of the other sort, like the 

De Stancys.’”54  Paula’s use of the word “line” here mimics the Darwinian language Hardy 

himself used in his preface to the novel. This is significant because Hardy chooses to put his own 

predilections about evolution of families into the mouth of Paula—not her male counterparts. 

Still, even as Hardy naturalizes the rise and fall of noble families, Paula longs for a different line.   

The Castle of the De Stancy finds an unexpected dialogue in the new D’Urberville manor 

of Alec, in Tess of the D’Urbervilles. The modern D’Urberville family home, built from bricks, 

is out of place in the countryside in which it resides. As Tess approaches the building for the first 

time, sent with the intention from her mother and father to strike up a courtship with Alec, the 

narrator notes, “It was of recent erection—indeed almost new—and of the same rich red colour 

that formed such a contrast with the evergreens of the lodge.”55 Upon further inspection she notes 

that “Far behind the corner of the house—which rose like a geranium bloom against the subdued 

colours around—stretched the soft azure landscape of The Chase—a truly venerable tract of 

forest land, one of the few remaining woodlands in England of undoubted primaeval date, 

wherein Druidical mistletoe was still found on aged oaks, and where enormous yew-trees, not 
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planted by the hand of man grew as they had grown when they were pollarded for bows.”56  

There is a marked distinction here between the home, dubbed unnatural, and the “Druidical” 

nature that envelopes but does not enter the D'Urberville estate. This is further illuminated when 

narrator explains that, “All this sylvan antiquity, however, though visible from The Slopes, was 

outside the immediate boundaries of the estate.”57 Alec, who is himself a symbol of Darwinian 

change representing a family very much like Paula’s, without title but buying what nobility they 

can with capital. The so-called noble structures they choose to inhabit differ: Unlike Paula Alex 

decides to build his own house made from brick, a material not often used in Dorset, until the 

nineteenth century. This material causes the structure to stand out against its Sylvan background, 

only serving to further enunciate the newness of the phony D’Urberville nobility. 

A decided difference between Paula and Alec is their choice of expression of their new 

wealth. Where the Power family buys a historical building, the D’Urbervilles build a modern 

structure. Still, Paula is forced to update the castle, because it was in such a state of repair, 

caused by the De Stancy’s poverty in recent generations. She employs Somerset to do some of 

the repairs on the castle (though preserving the medieval architecture—a far cry from Alec 

D’Urberville’s brick country estate).  Kim sees her modernity in her restoration of the castle: 

…the episode in which she, upon inheriting the castle, takes a symbolic action 
of replacing the old tower clock with a “shiny” modern one on the grounds that 
“time, being so much more valuable now, must [. . .] be cut up into smaller 
pieces” (29). This new clock mirrors her awareness of rapidly changing modern 
temporality, an awareness of a new calendar that, … Paula's modern clock 
represents the new features of the contemporary era in such a way as to 
successfully strengthen its image as an organising metaphor of anti-traditional 
modernism.58 

Kim’s analysis creates a picture of Paula in time, representing a specific moment in Britain’s 

historical past and presenting Paula and her renovations of the castle as important pieces of a 
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quickly changing culture. What Kim misses here is a bit of mocking. Hardy, who as an architect 

himself was taken with medieval structures and took their restoration seriously, would have 

thought the addition of a clocktower to the castle to be tasteless.  The tower is cheapened the 

addition of the machine. Just as the D’Urberville name is appropriated and depreciated by new 

money, Hardy imagines, and is somewhat critical of, Paula’s updates to the castle.  

In both novels, Tess and A Laodicean, the conflict between human and time presents in 

the form of genteel families and their deterioration across generations. This theme takes shape in 

Tess in Tess herself, as she is a Durbeyfield, a reduction of the former, genteel name: 

D’Urberville. In A Laodicean, anxieties over the passage of time present in the form of the De 

Stancy family and their loss of their ancestral home, to the Power family, who was able to buy 

the property from the last De Stancy who lived there. Somerset goes to the castle, to admire the 

architecture of the historic home, where he notes the disarray of the De Stancy family portraits:  

“It was a remarkable array—even more so on account of the incredibly neglected condition of 

the canvases than for the artistic peculiarities they exhibited.”59 The narrator goes on to describe 

how “Many of the frames were dropping apart at their angles, and some of the canvas was so 

dingy that the face of the person depicted was only distinguishable as the moon through mist. For 

the colour they had now they might have been painted during an eclipse; while, to judge by the 

webs tying them to the wall, the spiders that ran up and down their backs were such as to make 

the fair originals shudder in their graves.”60 The terrible condition of the De Stancy family 

portraits represents the fallen social and economic status of the family. As the family has lost 

position and land in the surrounding parts, their reputation has become more “dingy” and has 
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“dropp[ed] apart” from generation to generation. While the ancestral, genteel De Stancys would 

be “shudder[ing] in their graves” over the condition of their likenesses, they would, perhaps, be 

more appalled by the reduced power and standing of the modern De Stancys. The tension 

between what the family was in days past, versus what the modern De Stancys are in this “Story 

of To-Day” reflects the anxieties that families have about their lineage—and the knowledge, or 

fear, that their family will fall out of favor, as “nature does not carry on her government with a 

view to” human feelings.61 The eerie depiction of a spiders climbing on and through the portraits 

reflects the state of denigration, as it is in their nature to crawl and creep in dark areas. Within 

the context of Darwinian time, this depiction of denigrated portraits, which are the likenesses of 

generations of De Stancys, becomes an image of slow change over time. While the De Stancys 

trended down, the Power family trended up—still Paula grapples with this. 

This tension for Paula is further illuminated when she laments Somerset’s parentage in 

the final line of the novel, exclaiming, “I wish my castle wasn’t burnt; and I wish [Somerset] 

were a De Stancy!’”62 Even to the final page, after her happy marriage to Somerset, and thus her 

happy ending, Hardy chooses to remind us that she still is without title. This functions to disrupt 

her otherwise contented existence, in comfortable wealth. She claims the castle as her own with 

the words “my castle”, even though she and Somerset are now married. The castle burning 

represents the final demise of the feudal, pastoral system that no longer dominates the 

countryside, and although Paula’s family benefited financially from this shift, she still grieves 

the demise of feudalism as if it were hers.  

 
61 Hardy, 19.  
62 Hardy, 380. 



 30 

         An aspect of this conversation that Kim seems to overlook is Paula’s position as a 

woman. While Kim emphasizes the importance of the Somerset-Captain De Stacny rivalry, thus 

shifting the emphasis of his analysis briefly to sexual ethics and dating norms, and to male 

characters, he fails to properly narrow in on Paula: the angel of history and the angel in the 

house. Paula is the master of her own estate. She commissions work to be done on the castle and 

mingles with those she pleases. Here, we see her as employing agency in economic and social 

spheres. Indeed, before her Uncle enters the plot, she is without a guardian to steer her in one 

direction or the other, a source of anxiety for the men who are invested in her marital and 

financial decisions.  

 The courtships in the novel, between Paula and her rival suitors, are manifestations of 

sexual selection in the Victorian marriage market. Somerset from his first thought of a 

relationship with Paula notes the difficulties that are bound to arise with when “She would 

become the local topic” and  “Fortune-hunters would learn of her existence and draw near in 

shoals. What chance would there then be for him?”63 Somerset’s anxieties are founded in his 

decided lack of fortune and status, rendering him unable to offer Paula any kind of evolution or 

change if they were to marry. By Darwinian standards of improvement, all of which is focused 

on wealth and future genteel family lines, Somerset does not offer development. The opposite is 

true of Captain De Stancy, who offers a title, and, for this reason, he is the favored suitor among 

Paula’s uncle as well as the townspeople. Alternatively, De Stancy, takes pains to emphasize his 

superior trait, his family name, a piece of his identity he took no interest in before learning of 

Paula’s interest in his line. Paula tells him, “‘that notion of yours of being a family out of date is 

delightful to some people. I talk to Charlotte about it often. I am never weary of examining those 
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canopied effigies in the church, and almost wish they were those of my relations.’”64 This 

prompts De Stancy to study his family history, so he is able to display it for Paula, like a peacock 

fans his feathers, to try to draw in a mate.  

 Hardy uses the townspeople’s commentaries on Paula’s courtships as the voice of the 

common reader or thinker, almost like a classical chorus. The landlord of the local hotel remarks 

during Paula’s and De Stancy’s production of Love’s Labor’s Lost that, “The story is that 

Captain De Stancy, who is as poor as a gallicrow, is in full cry a’ter her, and that his on’y chance 

lies in his being heir to a title and the wold name. But she has not shown a genuine hanker for 

anybody yet” and “If she finds the money, and this Stancy finds the name and blood, ‘twould be 

a very neat match between ‘em,—hey?.”65 Here we can see Hardy using his backgroud 

characters to comment on normal practices of sexual selection in marriage. The comment 

supports the notion that the average, real marriage in the late Victorian period would consider 

wealth and gentry status as chiefly important when selecting a spouse. Ultimately, the 

townspeople are disappointed in her choice: “[De Stancy is] the man she ought to ha’ married,’ 

declared the farmer in broadcloth. ‘As the world goes she ought to have been Lady De Stancy. 

She gave up her chapel-going, and you might have thought she would have given up her first 

young man: but she stuck to him, though by all accounts he would soon have been interested in 

another party.” The landlord then notes that, “‘’Tis woman’s nature to be false except to a man, 

and man’s nature to be true except to a woman.”66 The two men here are preoccupied with ideas 

of sexual selection and the role of women in courtships. While the two men may find her to be 
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true to her first love, Somerset, the novel is riddled with anxiety about Paula’s choice in 

marriage.  

            Paula’s fickle nature and refusal to make sudden decisions reflects Victorian fears of 

female choice and autonomy. Richard Kaye, in his book chapter from The Flirt’s Tragedy, 

“George Eliot and Thomas Hardy: Flirtation, Female Choice, and the Revision of Darwinian 

Belief,” discusses the trope of the fickle female, from Austen novels to Jude the Obscure. He 

argues that: “Eliot’s work, beginning with The Mill on the Floss and culminating in Daniel 

Deronda, suggests a thoughtful accommodation of the basic terms of sexual selection. The most 

perspicacious heroines, Eliot’s fiction attests, recognize the necessity of flirting as well as its 

distinction from love” and “For Hardy, on the other hand, female choice meant the hazards of 

female indecision…Hardy’s fiction soberly registered the implication of The Descent as grim 

evidence of a tragic natural design. For the author of Far from the Madding Crowd and Jude the 

Obscure, the fickle female unwittingly engineers saturnine scenarios of male subjugation.”67 

Kaye, like many other scholars who study Hardy’s work, leaves out any notice of A Laodicean, 

missing the opportunity to investigate Paula under this lens. Surely, given the way she controls 

and dominates one man after another, she is an “engineer” of a plot of “male subjugation.” In 

addition to this, Paula also embodies Kaye’s reading of Eliot’s heroines, who participate in some 

type of “sexual selection,” as she is torn between her two suitors, each of whom represent a 

different species of man, evolving from distinct family lines, dropping them into different lots in 

life.   

 
67 Richard Kaye, "George Eliot and Thomas Hardy: Flirtation, Female Choice, and the Revision of Darwinian Belief," 
The Flirt’s Tragedy: Desire without End in Victorian and Edwardian Fiction, (Charlottesville: The University of 
Virginia Press, 2002):  2. 
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If animals in nature adapt through natural selection and survival of the fittest principles, 

then marriage becomes the point of adaptation for nineteenth century social climbers. The way to 

improve one’s social status or comfort in life, especially for women, was to marry above your 

station. Since Paula is the one in a position of power, as she is free to make her own decisions 

about marriage and has the most wealth to barter with, all the men in her life are forced to wait 

for her to make a decision. This is different from many other marriage plots, found in Hardy’s 

novels and beyond, because our heroine is in control of her own life, creating anxiety in her 

suitors, her uncle, her pastor, and businessmen in town—all of whom are uneasy about the liberal 

ways she makes her wishes known. 

         Paula again and again narrowly avoids responding to both De Stancy and Somerset when 

asked about her feelings or engagements with the other, refusing to make a final decision on her 

attachments to either of them, exercising Kaye’s sexual selection. This is a key reason for the 

novel’s title, A Laodicean, which refers to a person who is marked by indecision and lukewarm 

attachment to commitments. This definition fits Paula’s character. An early scene in the novel 

dramatically illustrates this; Somerset and Paula have their first tête-à-tête when they are forced 

to retreat from a storm: “In a moment the storm poured down with sudden violence, and they 

drew further back into the summer-house… [they were] behind the watery screen, as if they were 

people in an enchanted submarine palace.”68 The rain continues for some time, “Thus they stood 

a long while, the rain hissing down upon the grass-plot, and not a soul being visible outside the 

dancing-tent save themselves.”69 While the weather gives them leave to converse in private, 

Paula, a true Laodicean, refrains from answering any of Somerset’s questions head on: 

‘May I call you Paula?’ asked he. 

 
68 Hardy, 105. 
69 Hardy, 105 
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There was no answer. 
‘May I?’ he repeated. 
‘Yes, occasionally,’ she murmured. 
‘Dear Paula!—may I call you that?’ 
‘O no—not yet.’ 
‘But you know I love you?’ 
‘Yes,’ she whispered. 
‘And shall I love you always?’ 
‘If you wish to.’ 
‘And will you love me?’ 
Paula did not reply. 
‘Will you, Paula?’ he repeated. 
‘You may love me.’ 
‘But don’t you love me in return?’ 
‘I love you to love me.’ 
‘Won’t you say anything more explicit?’ 
‘I would rather not.’70 

Paula refuses to give Somerset reprieve from his wondering. Coupled with Kaye’s analysis of the 

social effect of and fear of female choice, this scene reveals Victorian anxieties over female 

choice, which was unfairly damned as “flirtation.” Scenes such as this are rampant throughout 

the novel, as both Somerset and De Stancy, and later her uncle and Dare, pepper Paula for an 

answer about who she will marry and how soon she will make up her mind. It is important to 

note that those who are chiefly concerned with her decisions, from her choice of a husband to her 

decisions about running her estate, Hardy’s male characters are the most invested in her 

decisions. Female characters such as Charlotte and the other ladies she socially associates with 

are interested in her decisions but are not invested in altering her life path. The stark contrast of 

responses from the two genders give away the male characters’ distress over Paula’s ability to 

exercise her autonomy through the power of her money. Underlying all of this is an echo of 

sexual selection, wherein Paula has control of her future line and her suitors are seemingly 

powerless to her decisions.  
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 One of her most defining futuristic characteristics is her dedication to her own will, 

however indecisive it might be. While her uncle tries to control her marriage choices, first 

advocating for a union with De Stancy, then changing his mind, she does not heed his 

sentiments, seeing it as an intrusion into her personal life.  When he does give his opinion, she 

responds: “Uncle, I don’t understand this. I am my own mistress in all matters, and though I 

don’t mind telling you I have by no means resolved to accept him, the question of her marriage is 

especially a woman’s own affair.”71 Her claiming to be her “own mistress” of her own affairs 

would have struck Hardy’s contemporary audience as bold, but Paula seems to be unaware of 

how controversial her blanket statement about female choice would have been. Paula dedication 

to being “historical” is lost here, as she claims autonomy over her life that would have been 

unknown to many women before and was unknown to many after her.   

 

III.  

Turning back to Hardy’s preface to A Laodicean, it is clear that the tone of the passage 

mimics that of pieces from Darwin’s On the Origin of Species. Scholars have noted the artful 

storytelling Darwin employs in his writing to coax his nineteenth-century readers through his 

complex and controversial research, specifically in his earlier editions of his work. As Darwin 

bleeds into novel writing, and as Hardy appropriates scientific language, we find that the two 

meet in the middle. At the end of one of his chapters, Darwin writes: “When we reflect on this 

struggle we may console ourselves with the full belief that the war of nature is not incessant, that 

no fear is felt, that death is generally prompt, and that the vigorous, the healthy, and the happy 
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survive and multiply.”72 As with Hardy’s introduction, the human is the subject of this passage 

but has lost all agency. Hardy describes his reader, who is comfortable enough to “idle” the 

afternoon away with his novel, as having been afford that position by past generations. As with 

Darwin’s readers, who can choose to ignore the swift changes in time, as they come slowly, 

Hardy’s reader can ignore the extrahuman timescales in his novel—focusing instead on the love-

plot, which of course he uses as a vessel to explore and experiment with anxieties of time and 

change. Where Hardy depicts his characters lost in a sea of “lines” in his introduction, with no 

control over their familial affiliations or social standings, Darwin positions the human in a 

timescale that so supersedes the mortal experience of individuals that all control is lost to the 

sweeping power of natural selection.  

A Laodicean’s plot deals with these ideas head on, as the different families present in the 

novel each represent the process of gradual (and sometimes sudden) change in socio-economic 

standing. The De Stancys, a historically titled and landed family, have fallen into poverty, 

forcing them to sell their ancestral castle to the Power family. The Power family acquires the 

castle and its surrounding land with wealth made through Mr. Power’s railroad capital ventures. 

This makes the Power dynasty indebted to the countryside in a different way than the De 

Stancys, as Mr. Power, wealth was secured through the destruction of natural landscapes and 

common land.  The story of these two families, although fiction, was a reality for many in the 

quickly industrializing world and caused a drastic shift in economic power.  

Hardy’s subtitle for this novel, “A story of Today,” makes clear his intention for the 

Darwinian fall of the De Stancy castle to stand as a proxy for other manor homes. The Castle of 

the De Stancys embodies this historic shift in landownership and economy. His first, and later 
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discarded, title, The Castle of the De Stancys, further articulates the edifice’s relevance to the 

novel as a whole, though it only serves as settings for some of the sections. The castle itself is a 

medieval structure and ancestral home to the De Stancy family. Throughout the novel, it is in the 

hands of a single, young, non-De Stancy woman and thanks to her initiative under renovation. If 

we understand the title of the novel to be The Castle of the De Stancys: A Story of Today, the 

castle is then the representation of the change happening not just in the country and noble homes 

but also in England at large, as women continue to see growth in political and economic power in 

the late nineteenth century.  

A moment of stark contrast between the history of the structure and its modern life comes 

from Somerset’s observations of a newly acquired telegraph wire. Scanning the building from 

afar, he notes the “modern arch” covering the “now dry and green” moat “over which the 

drawbridge had once swung.”73 Moments later, he is “struck upon his ear” by the “singing of the 

[telegraph] wire.”74 His eyes followed the wire on “its final course: from the poles amid the trees 

it leaped across the moat, over the girdling wall, and thence by a tremendous stretch towards the 

keep where, to judge by sound, it vanished through an arrow-slit into the interior.”75  Elements of 

the structure which were once symbols of power and social standing, the iconography of moats 

and arrows appears here, are now reduced to sad remnants of a distant past, representing the 

overall decline of the De Stancy family. The arrow hole, a crack in the armor of stone, once a 

sign of a successful battle, as the castle and the family still resided in spite of the attack, is now 

cheapened to a conduit for a telegraph wire. It seems telling that a structure and a family that 

withstood almost a millennium of sieges, revolutions, regime changes, and weathering from 
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natural forces comes to its knees under the pressure of economic change. These images prove the 

state of denigration of the castle, and the system, it represents. 

Hardy again infects his depiction of the castle with science, allowing him to date the 

castle on a timescale that seems extrahuman. Our narrator notes, “This fossil of feudalism [the 

arrow hole], then, was the journey’s-end of the wire.”76 The mention of fossils would not have 

been lost on Hardy’s contemporary audience, as collecting fossils was a common and 

unceremonious practice throughout the nineteenth century. Fossils decorated mantels and 

studies, serving as ornaments and relics of past lives.  The combination of scientific and 

socioeconomic language here functions to express its current decorative life and the detailed 

depictions of the local flora’s closeness to the castle serves to naturalize the castle and its decay. 

Much like the ornamental life of a trilobite, sitting on the shelf of a seaside shore store or lying 

on the table of a naturalist, the castle is a relic of a different time.  

While the arrow hole fossil is a glimpse at the past, the telegraph, in this passage and in 

the novel as a whole, is a symbol of modernity; and the life-like characteristics Hardy attributes 

to the wire as it burrows into the castle reflects the invasiveness modernity. The depiction of the 

wire mimics a squirrel scurrying across branches of a tree. It leaps, it runs, it meets an end point. 

Like a squirrel, the telegraph has a nest in the Castle De Stancy.  

  The telegraph’s appropriation of space in the castle reveals the state to which the castle 

has been claimed by modernity, technology and Paula herself. Somerset at the opening of the 

chapter notes that: “The telegraph had almost the attributes of a human being at Stancy Castle.”77  

The chamber dedicated to the telegraph is in the public wing of the castle, so “When its bell rang 
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people rushed to the old tapestried chamber allotted to it, and waited its pleasure with all the 

deference due to such a novel inhabitant of that ancestral pile.”78 The rededication of medieval 

spaces in this passage reflects the changes of the time. The space has now been appropriated by 

technology and this form of communication reveals another example of how of how 

medievalism is being overrun by modernity. What was a symbol of the wealth of the De Stancy 

family, having a room covered wall-to-wall in tapestries, is now a symbol of the modernity of the 

Power family.   

The human is removed from the object of communication, as the messages being sent in 

and out of the tapestry-telegraph room require no human carrier. Paula causes the stir in this 

passage with her message. Hoping to intercept her message Somerset looks into the room: 

“While Somerset was sketching in the room adjoining that occupied by the instrument. Hearing 

its call, he looked in to learn if anybody were attending, and found Miss De Stancy bending over 

it.”79 This form of communication is a major change from the handwritten mail, a system which 

relies on the human, which ran the world prior to the invention and widespread use of a 

telegraph. In this time when this novel was written telegraphs were only accessible to the upper 

class and to have a telegraph room in your home was very novel. To find a space dedicated to 

technology in this fossil that is De Stacny Castle is telling of the invasiveness of technology, but 

this novelty is compounded when we consider the critical role of the telegram in A Laodicean. 

Modernity in the shape of a false string of telegrams from William Dare, the bastard son of 

Captian De Stancy, to Paula, feigned from Somerset, causes strife between the lovers. This 

framing of the typical lover’s spat within technology, gives their love plot a modern flare. 
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Despite the intervention from the telegraph, Hardy reconciles Paula and Somerset, thus restoring 

the 19th century love plot which his readers expect on an “idle afternoon.” 

The tension between the past and the present is mapped onto the courtship between Paula 

and Somerset as the two try to maintain a cross-channel relationship, while Paula is abroad. Tech 

The telegram becomes a source of anxiety for the pair, as the threat of being caught sending 

notes that contain more than just business propositions and questions prompts Paula to request 

Somerset to send separate notes—one for business, one for pleasure. Still, this is not enough to 

keep her uncle, who favors De Stancy over Somerset, from intercepting Somerset’s notes, 

causing the two to quarrel. Adding to this, Dare, De Stancy’s bastard son, sends fake a telegram 

to Paula from Somerset asking for a loan to get out of gambling debt. Of course, it was Dare who 

needed the funds to get out his bind and orchestrated the cover to cloud Somerset’s reputation.  

Perhaps even more modern and meddlesome than the faked and intercepted telegraphs is 

Dare’s telegraphic trick. While the De Stancy siblings, Paula, and her uncle are abroad, Dare 

follows close behind them. On one specific meeting, he accidently drops out an altered 

photograph, depicting Somerset in a compromising position. Though it was not intentional, he 

does not explain that it was a joke or that he meddled with the appearance of the man in the 

photo. Paula, not knowing that pictures can be altered and still look real, completely writes 

Somerset off after seeing the photo. It is Charlotte De Stancy who cannot reconcile the image 

with the character of Somerset: “All the afternoon her poor little head was busy on this 

perturbing question, till she inquired of herself whether after all it might not be possible for 

photographs to represent people as they had never been. Before rejecting the hypothesis she 

determined to have the word of a professor on the point, which would be better than all her 
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surmises.”80 When she arrives at the photography shop and inquires, the photographer and 

developer shows her the very altered photograph that Dare had dropped of Somerset, explaining 

that he made it for Dare. This sequence, when images do not reflect reality, sheds a new light on 

the decrepit portrait hall of De Stancy castle. Where the portraits rightfully reflect the fallen 

status of the De Stancy family, technology allows for the manipulation of the future (when Paula 

breaks off her courtship with Somerset because of the image). In this way, Hardy imagines his 

characters grappling with technology, which then disrupts the readers’ love plot.  

 

IV.  

 Paula Power and the Castle De Stancy each represent different eras of English history. 

Despite her best efforts to be “historical”, Paula Power embodies the social and environmental 

change happening all over England in the late Victorian period. The castle itself represents a 

feudal past, marked by a land (and castle) owning nobility, who sustain their lifestyle on the land 

they own and those who work it. Hardy intentionally thrusts the two of them together in this 

novel an effort to understand how the natural world of the countryside was being transformed, 

both the physical land and land ownership as well as the social structures which dominate the 

Anthropocene of the English landscape.   

 In the aftermath of Dare burning down the De Stacny castle, Somerset consoles his wife, 

saying that, “We will build a new house from the ground, eclectic in style. We will remove the 

ashes, charred wood, and so on from the ruin, and plant more ivy. The winter rains will soon 

wash the unsightly smoke from the walls, and Stancy Castle will be beautiful in its decay.”81 
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Somerset acknowledges the power of time, seasons, and weather to renew and preserve former 

glory. I see this as an embodiment of A Laodicean’s purpose of contending with how to 

memorialize and preserve the past while moving into the future. He suggests planting new flora, 

giving the castle the ere of closeness to nature, but in his planting of new ivy the plants become 

unnatural. The ivy is transplanted and strategically placed to preserve beauty.   

A Laodicean is a story of today, as much as it is a story of Hardy’s. This novel is about 

change. The world of Paula and Somerset is riddled with environmental crisis, political 

movements, and economic uncertainty, much like our own. Like Paula, we are experiencing at 

time of great change that clashes against the old order. Like Somerset, we are trying to preserve 

and replant environments and entire biomes that have been destroyed through industrialization.  

Generations of pillaging of the natural world, dating back to British Imperialism, plagues our 

memories and habits. Our castle is, too, on fire. Perhaps we will be able to put it out before 

exclaiming: “[We] wish our castle wasn’t burnt. 
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CHAPTER 4: ‘HE WAS SAVED, AND BY ELFRIDE’: READING THE ROMAN AND 
EXTRA HUMAN TIMESCALES ONTO A PAIR OF BLUE EYES 

 

I. 

Nearly a hundred years before Thomas Hardy published his first novel, James Hutton 

discovered Siccar Point, a geological unconformity, located on the eastern coast of Scotland, 

which dramatically altered the way scientists date the earth. Often called the most famous and 

important geological pilgrimage site,82 the discovery and analysis of the rock formations at 

Siccar marked the beginnings of modern geology. Since Hutton’s original theories about the 

formations in 1788, the jagged, streaked cliff line has been a beacon for researchers trying to put 

the billion-year-old strips of sentiments onto a timescale comprehensible to the human mind.  

Rock unconformity is a specific rock formation, occurring when two or more types of 

sediment that are next to each other were not continuously laid. While examining the formations 

at Siccar Point, Hutton discovered sediment layers resting next to each other in ways that they 

could not have been formed continuously. This proved that not all rock or earth formations were 

laid slowly as the earth aged—or had always existed as God created them. Hutton used the 

unconformity he observed at Siccar Point, and later other sites around the British Isles, to argue 

that moments of great collision and energy leave drastic marks on the earth’s surface. This idea 

that flashes of force can at times shape the texture of the earth was somewhat at odds with the 

science of the time, which advocated for a slow-changing natural world, a world that was only 

roughly 6,000 years old. Hutton himself was an early erosion scholar, arguing that rock was 

cemented over time as rain, pressure, and heat turned rubble into rock and rock into rubble in a 

seemingly never-ending, ageless cycle.  

 
82 The Geological Society of London, "Siccar Point,” The Geological Society, 2012. 
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The intellectual and social impact of Siccar Point, combined with evolutionary theory and 

the industrial revolution, created an avalanche of anxiety and confusion, as scientists and laymen 

alike grappled with the newfound knowledge of the natural world. The pastoral and romantic 

depictions of nature found in literature at the beginning of the nineteenth century faded into 

work, like Hardy’s, that looks back upon a rural life, which existed as it seemingly always had, 

just a generation or two before his time, unhindered by railroad traffic or the humbling effects of 

extrahuman, Darwinian timescales.  

Hardy’s most melodramatic, existential crisis moment in his fiction comes to us in A Pair 

of Blue Eyes, as a cliffhanger. Henry Knight’s perilous encounter with a trilobite and his own 

mortality spawned generations of scholarship exploring the essence of time and the human life in 

the late Victorian period. This scene, which coined the term “cliffhanger”, was undoubtedly 

influenced by the discovery and later social and intellectual effect of Siccar Point and modern 

geology. Hardy, who was an avid reader of naturalist tomes as a child, would have encountered 

Hutton’s revolutionary theories in his self-directed studies early in life and later as an adult, 

moving through intellectual circles in London.  

Scholarship on Blue Eyes historically has been split between two schools of thought. The 

first using the cliff scene as a springboard for Darwinian readings of sexual selection in the love 

plot, while the second focuses on the narrative structure’s similarities to the late medieval roman, 

Tristian.  This chapter addresses these two schools of thought, examining how plotting both 

sexual selection and medieval romance onto Blue Eyes reveals something new about Victorian 

anxieties about gender and the natural world. First, I take up the parallels between various 

Tristian narratives and Hardy’s experiment, arguing that in his unique repurposing of the 

medieval storyline Hardy exposes his commitment to experimenting with extra human 
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timescales. I then turn to Elfride’s knightly trial, making a case for the cliff scene to be read as a 

modern knight’s challenge. Finally, with allusion to other of Hardy’s experiments, I consider 

how the essence cliff scene itself has roots in the late medieval narratives and makes appearances 

across Hardy’s oeuvre.  

 

II.   

In his first preface to the novel, written shortly after its original publication, Hardy 

reports that Blue Eyes is the “imaginary history of three human hearts, whose emotions were not 

without correspondence with these material circumstances, found in the ordinary incidents of 

such church-renovations a fitting frame for its presentation.”83 Hardy is intentional here about 

reminding his readers that while the characters and their antics that make up his plot are 

“imaginary”, they represent nineteenth century realities for many rural laborers and lovers. 

Considering Blue Eyes as an inventive rendition of Tristan and looking for places of repetition 

and departure from the source materials allows modern readers to contemplate specific 

modifications to his “human hearts” to “[correspond]” with the realism that dominated novel-

writing in the Nineteenth Century, as well as the relationship between “ordinary incidents” and 

Darwinian time scales.  

Reading the plot of Tristan onto Blue Eyes provides a new entry point into a plot which 

might otherwise be classified as “disjointed” as a narrative, as early critics of Hardy’s novel 

argue, finding that Blue Eyes is disconnected and simply a shell of a romance.84 John Farrell 

offers a rebuttal to this, claiming that “if we allow the figure of romance its due place, A Pair of 
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Blue Eyes becomes, if not utterly coherent, a quite shapely and imposing narrative whose 

achievement begins with its protracted torqueing of realist and romance elements in its 

discursive formation.”85 Farrell specifically points to Hardy’s inclusion of several suitors for 

Elfride, who mirror the several Isoldes in the source material, and the setting, in the pseudo-

historical Wessex as serious points of connection between Tristan texts and Hardy’s novel. This 

connection to place and romance becomes increasingly significant when we consider the 

importance of environment and the natural world throughout the novel as a whole, but 

specifically the scenes of courtship taking place outside, in graveyards and on cliffsides. The cliff 

scene, which I will turn to later in this chapter, is an example of Hardy taking the lover’s 

afternoon stroll and transforming it into a moment of melodrama, accented with modernity’s 

conceptions of time and the natural world.  

Michael Rabiger, in his chapter in his book chapter “‘Hardy’s Fictional Process and his 

Emotional Life”, also argues that the Tristan narrative runs through Hardy’s writing, beginning 

in Blue Eyes and continuing throughout the Wessex novels. He focuses on the repetition of 

competing male suitors, a common trope beginning in his early novels and persisting even to 

Tess of the D’Urbervilles, which Hardy completed towards the end of his novel-writing career. 

Farrell, addresses Rabiger’s claims, saying that, “His proposal, while it has had little impact on 

Hardy studies, actually frames an explanatory model for some of the hallmarks of Hardy’s plot 

creation such as the frequent older man/young man conflict in his narratives, a conflict that 

echoes the Tristan-King Mark struggle in many versions of the medieval romance.”86 Adding 

later that, “Rabiger’s essay is largely concerned with Hardy’s repeated use of this plot device.”87  
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For example, a version of this trope is used in Tess of the D’Urbervilles, The Woodlanders, and 

Under the Greenwood Tree, where the heroines find themselves with more than one suitor, often 

of different classes and of different ages.  

Hardy turns the traditional, Victorian marriage-plot on its head with his inclusion of 

melodramatic romance. Farrell goes on to suggest that, “agenda of Victorian social realism is 

manifest in A Pair of Blue Eyes. As so often happens in Victorian fiction, the fateful conjunction 

of the market economy and the marriage market centers the novel’s plot developments.”88 It is 

this juncture between the roman and realism where Farrell finds value in Blue Eyes as a 

Victorian experiment: “As the torqueing of romance and realism incorporates into A Pair of Blue 

Eyes a reflexive history of fiction’s progression from medieval romance to Victorian novel, the 

progression in itself provides an externally coherent structure or plot.”89  Farrell goes on to note 

that, “The structure is reinforced by discrete episodes that function as commentaries on the 

romance-realism conflict of values.”90 Farrell’s thinking here opens up the opportunity for 

ecocritical analysis of Blue Eyes’ structure, as the natural world holds weight in both the 

romance narrative and the realist narrative. Hardy’s dedication to the pastoral as a setting and the 

melodrama pays homage to the roman, while the nearly scientific descriptions of the natural 

world and the organisms within his plot reflect realism’s insistence upon the authenticity of the 

depictions of laboring life in rural villages evolving and modernizing.  

The love-triangle, a well-used and well-loved plot device, in Hardy’s novels can be 

understood as a play on “breeds,” an example of his dedication to experimenting with the 

scientific in the love-plot. While Rabiger and Farrell both suggest that Hardy’s use of the trope is 
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a reflection of modern anxieties of women’s choice and his own experiences (both in love and in 

his career), I suggest that Hardy’s depictions of the competing male lovers as different animals of 

the same breed speaks to the centrality of Darwinian and evolutionary thought in his novels. If 

marriage is social Darwinism and sexual selection at work in the realist love-plot, then the 

competition between men in Hardy’s fiction is the reenactment of survival of the fittest and the 

allure of each man’s adaptations (manners, age, education, wealth, appearance, etc.). The breed 

of each man, Stephen and Knight, would be ‘suitor’ or ‘lover.’  

As in the wild, the suitors compete at different times and in different ways for Elfride, as 

they would compete in nature for resources. After Knight discovers Stephen was Elfride’s first 

lover he is so taken that “the fever of his excitement [began] to rage uncontrolled.”91 He then 

remarks on his foe's attributes: “Stephen—it was only he who was the rival—only Stephen! 

There was an anti-climax of absurdity which Knight, wretched and conscience-stricken as he 

was, could not help recognizing. Stephen was but a boy to him.”92 Knight concludes himself to 

be “superior” of the pair, noting that even Stephen acknowledged him as the alpha of the two, as 

he “docilely looked up to [Knight] from youth as a superior of unblemished integrity.”93 The 

language of comparison and the implications of dominance resemble passages from On the 

Origin of Species. While discussing selection of breeding pairs, Darwin comments on the desire 

for superior and unflawed specimen and how breeders achieve this: “eminent breeders try by 

methodical selection, with a distinct object in view, to make a new strain or sub-breed, superior 

to anything existing in the country.”94 The similarities in language prove the struggle between the 

two lovers to be similar to that of competing studs. The use of the word “boy” emphasizes the 
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age difference between Knight and Stephen, a parallel with the Tristan plot. Knight’s belief in 

his superiority of personal traits as support for his position as Elfride’s lover over Stephen, and 

her acquiescence to this stance, is an example of Hardy experimenting with modern scientific 

understandings through the traditional love triangle.  

Another example of Hardy experimenting with traditional scenes from the Tristan tales is 

his version of the Cave of Lovers. The cave is where Tristan and Isolde go to be alone and live—

and love—free from the prying eyes of courtiers or the interruption from and fear of Mark, 

Isolde’s husband and Tristan’s uncle. The cave, which is some distance from Mark’s court, is a 

haven for the lovers. While medieval writers imagine the cave as a place of solitude and 

uninterrupted love, Hardy departs from the idyllic Cave of Lovers, creating instead a vault 

housing generations of Luxellian bodies.  

Hardy’s intervention, which turned the cave of lovers and sleepers into a crypt, while a 

departure from his source material, Hardy draws on the cave’s existing death imagery. The 

monotony of Tristan and Isolde’s existence in isolation is death-like, seen through their lack of 

necessity for things found outside of each other. While Beroul has Tristan and Isolde looking for 

food and an attending servant, Gottfried’s Tristan and Isolde want for nothing other than each 

other. Our narrator tells us that, “They looked at one another and nourished themselves with that! 

Their sustenance was eye’s increase. They fed in their grotto on nothing but love and desire.”95 

The lack necessity for or the acknowledgment of anything outside their cave resembles a death-

like state, as in death all worldly concerns or longings fall away. The extreme isolation of the 

cave, and its unnatural, tomb-like appearance, augment the passage’s allusion to death.  
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Turning to Blue Eyes, the structure Knight and Steven find themselves in when they 

arrive at Elfride’s grave bears resemblance to the Cave of Lovers scene from Tristan. The 

unnaturally crafted cave’s structure resembles a tomb; Gottfried imagines his lovers in a 

mausoleum: “this grotto was round, broad, high, and perpendicular, snow-white, smooth, and 

even throughout its whole circumference. Above, its vault was finely keyed, and on the keystone 

there was a crown most beautifully adorned goldsmith’s work and encrusted with precious 

stones.”96 The floor is described as “pavement” that is “smooth, rich, shining marble, as green as 

grass.”97 The juxtaposition between the natural allusions to stones, snow, and grass and the 

expert-level craftsmanship of the cave is mirrored in Hardy’s depiction of the Luxellian crypt. 

The rivals “left the lawn-like churchyard, the pair went softly down the steps of the Luxellian 

vault, and under the low-groined arches they had beheld once before, lit up then as now.”98 As 

with the depiction of the cave, the stark contrast between the natural and the crafted in these 

spaces in both scenes invites the two to be read together.  

Whereas in the medieval text the cave is a place of solitude, where the lovers can be 

alone, Hardy’s cave (read crypt) is a place of familial attachment—representing in this novel 

evolutionary-like changes to family lines. “Knight and Stephen had advanced to where they once 

stood beside Elfride on the day all three had met there, before she had herself gone down into 

silence like her ancestors, and shut her bright blue eyes for ever.”99 And it is after this recognition 

of others in death and in the crypt that Stephen and Knight notice they are not alone in their 

grieving of a lover: “Not until then did they see the kneeling figure in the dim light. Knight 
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instantly recognized the mourner as Lord Luxellian, the bereaved husband of Elfride.”100 This 

intervention of Hardy’s is saturated in evolutionary imagery. Darwinism offers a framework for 

us to better understand the rise and fall of great families through the adaptation of marriage, as 

depicted in the Swancourts’ dubious marriages and ultimate—short-lived—return to gentrified 

greatness. In Knight acknowledging Luxellian presence only after classifying Elfride as a blood 

Luxellian. In this way, though she is only buried in the tomb due to her marriage back into the 

family, Knight emphasizes Elfride’s familial relationship with the Luxellian family, rather than 

her marriage to the sitting Lord. This is significant because in the end Elfride is classified, as 

though she were an animal, with her family. Unlike Tristan and Yseult, Elfride is not alone in her 

final resting place, as she is surrounded in “silence” by “ancestors.” 

But the crypt is not just a place for the dead; Hardy’s crypt becomes a cave full of lovers, 

as Elfride is joined in her tomb by her four suitors—her weeping husband, her two previous 

attachments, and Jethway, who is of course buried nearby. Even before these final moments of 

the novel, Elfride has visited the vault with or ran into one of these men on her trips to the 

churchyard. The narrator notes this irony, reminding the reader that, “Knight and Stephen had 

advanced to where they once stood beside Elfride on the day all three had met there.”101 This 

intersection between courting lovers and the crypt becomes important when considering the 

relationship between Social Darwinism and marriage. 

The fluidity of attempting social adaption or social climbing through marriage is 

exemplified in the depiction of the two caskets in the crypt. Rather than the Tristan narrative’s  

two lovers resting in the tomb, Hardy depicts the coffins of two young wives, “In the new niche 
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of the crypt lay a rather new coffin, which had lost some of its lustre, and a newer coffin still, 

bright and untarnished in the slightest degree.”102 This mimics Gottfried’s “At the centre was a 

bed most perfectly cut from a slab of crystal, broad, high, well raised from ground, and engraved 

along its sides with letters, announcing that the bed was dedicated to the Goddess of Love.”103 

The two wives, who adapted through marriage, lay beside each other in death. Ultimately, Hardy 

imagines adapting and rising through marriage as unstable. While the first wife is able to have 

children and continue a line of successors, Elfride is unable to complete that task, which would 

have secured her family line’s return to former gentility.  

 

III.  

The cliff scene, which I turn to now, is arguably the most infamous and widely known 

scene from Blue Eyes. Many scholars use the drama-filled, short chapters to fuel readings of the 

entire novel, or even all of Hardy’s work. Roger Ebbatson argues that, “the cliff-scene resonates 

with implications for Hardy’s oeuvre as a whole, and particularly for the role he adopts in later 

novels and in his subsequent verse as what Martin Heidegger, in his essay ‘Why Poets’, 

identifies as ‘a poet in a desolate time’, one whose writing pursues ‘the track of the fugitive 

gods.”’104 

Ebbatson, in his essay “A Pair of Blue Eyes: The Cliff- Scene and The Literary Sublime”, 

claims that, “Hardy’s intellectual and artistic interest in the natural world has been well 
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documented. However, Hardy’s dramatic scene reinfects not only the newly emergent discourse 

and imagery of geology, but also the concept of the literary sublime...”105  

Aaron Rosenburg, in the essay, “’Infinitesimal Lives’ Thomas Hardy’s Time Scale 

Effects,” discusses the of different measurements of which are used to track the passage of time 

in different Hardy novels. Rosenberg argues that, “radical changes of scale tend to occasion 

shifts of narrative mode: Specifically, fluctuations between a realist mode… and a heightened 

mode of ‘excess’ associated with nonrealist genres, such as sensation fiction, melodrama, and 

romance.”106 Rosenberg interprets the scene of Knight hanging onto the cliff, facing a fossilized 

trilobite, as: “Knight [seeing] not his own life, but all the previous forms of life on earth pass 

before his eyes…[involving] imagining the simultaneous presence of the entire fossil record.”107 

(Rosenberg, 195). Across this scholarship, the focus of this scene is on Knight. The crisis of his 

own insignificance, while an important representation of nineteenth century anxieties, has 

overshadowed Elfride’s knightly behavior.  

Elfride’s ingenuity and willingness to sacrifice herself are tested when her Knight needs a 

savior. While Farrell comments on the irony of Henry Knight’s name and this subsequent 

position hanging off the edge of a cliff, Elfride’s position as savior and knight, has been 

tragically overlooked. Acknowledging Elfride’s position and the risk involved with her decision 

to save Knight is critical to the understanding how Hardy updates and reproposes medieval 

tropes. While Knight is hanging on by his fingertips, Elfride studies Knight: “’How calm he is!’ 

she thought. ‘How great and noble he is to be so calm!’ She would have died ten times for him 
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then.”108 In this moment, she decided to risk her safety and modesty for her damsel. For this 

reason, I argue that Elfride’s success in rescuing Knight from certain death, and battling natural 

forces to achieve this goal, wins Elfride the status of cavalier.  

Hardy is not without example for female knights: Edmund Spencer’s The Faerie Queen, 

itself a sixteenth century rendition of medieval Italian romances, has Britomart, the lady-knight 

meant to save her love, Artegall. The knightly pair, Britomart and Artegall, are destined to sire 

the bloodline that will become the English crown. Like Britomart, Elfride is made to save her 

love and is imagined as being the vessel for bringing about greatness, as Eflride’s father believes 

that by marrying a man, like Luxellian, she can return her bloodline to their former, genteel 

glory. Adding to the conflation of knightliness and womanliness is Spencer’s dedication of 

Britomart as the knight of chastity. By Spencer’s and Hardy’s example, there is a way to be a 

woman knight, which necessitates proper sexual conduct. As we will turn to later, this becomes a 

problem for Elfride, as she is deemed not pure or chaste enough to marry her love.  

Still, the language used to describe the weather and Elfride’s prompt response to her 

environment and her task characterize this scene as a knight’s trial. Hardy describes that raining 

falling so quickly that Elfride was operating under an “attack of the clouds”, which she hardly 

“[heeded]”, only acknowledging the discomfort “by raising her hand and wiping away the spirts 

of rain when they went more particularly into her eyes.”109 The word “attack” stands out here. The 

term heightens the urgency and threat of what is to come, if she is unable to save him, as the verb 

“attack” necessitates both an “attacker” and a “victim.” Elfride’s adversary in her knightly trial is 

the clouds over her head (the attacker), as the rain-watered cliff side is what caused knight to go 
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over the edge. Her damsel is knight, who is entirely dependent on her ingenuity to find a way to 

pull him from the slippery rocks. Her single-mindedness in ignoring the pelting rain to get 

immediately to work on creating building a rope also speaks to her tenacity as a knight: “In a short 

space of time she had formed a perfect rope by this means, six or seven yards long.” 110 Here, 

Elfride is able to outmaneuver Nature.  

Nature’s position as menace in this scene exposes nineteenth century anxieties over the 

power dynamic between humankind and the natural world. This becomes clearer when we consider 

how the scene could be a repurposed version of a magical storm. The positioning of “clouds” as 

the foe in this scene mimics another medieval knight’s quest, Yvain battle with the tempest. 

Chrétien de Troyes’ Yvain: The Knight of the Lion houses a trail where Yvain conquers a magical 

fountain producing a menacing storm. The narrator describes the storm being more treacherous 

than any ever seen:  

The fount, and made the rain to pour.  
Don’t think I seek to tell a lie 
If I say the tempest, there on high, 
Was so violent none could tell 
A tenth of it; caught in its spell 
It seemed the whole forest would drown;  
While the lady feared for the town, 
Lest it too foundered altogether.111 

Hardy transforms the magical tempest, caused by an enchanted fountain, to a comparably mundane 

rainstorm. Considering the anxiety over the relationship between the natural world and humans, 

and which party dominates or controls the other, there is some mystery in Knight’s encounter with 

the fossil and the manipulation of time. For the Victorians, though he removes the magical 
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elements from the scene, Hardy’s rendition maintains the melodramatic flair of romance, as the 

power natural world was becoming increasingly harder to classify neatly.   

 Another aspect of this scene that lends itself to the romance tradition is Elfride’s rope-

building techniques. It is not until after Knight has been saved that it is made entirely clear that 

Elfride makes the rope with her clothing, leaving her exposed and very underclothed for Victorian 

standards. The narrator explains that hidden “Behind the bank, whilst Knight reclined upon the 

dizzy slope waiting for death, she had taken off her whole clothing, and replaced only her outer 

bodice and skirt. Every thread of the remainder lay upon the ground in the form of a woolen and 

cotton rope.”112 The dramatic use of her own clothing, the protection of her modesty, as her tool 

for saving Knight becomes a moment where Elfride confronts her own sexuality and vulnerability 

as an unmarried woman.  

In addition to risking her own life, Elfride risks her reputation as a young woman when 

she strips layers of her clothing to make the rope to rescue Knight. The tension between Elfride 

and her maidhood is a theme throughout the novel. Later, Knight refuses to marry Elfride 

because of a kiss that was forced onto her in her girlhood, by Jethway, and her attachment to 

Stephen. Knight tells her that “[he] won’t say it is her fault” but he cannot marry her because she 

is not fit to be his wife.113 This language anticipates Angel’s sentiments about supposed Tess’s 

participation in her rape by Alec—even though he says that “she was more sinned against than 

sinning,” he will not marry her.114  While Angel understands that she was “more sinned against” 

he still believes that she was “sinning” in the act of her rape115.  Knight, like Angel, ultimately 
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decides that he can forgive Elfride for the forced kiss she suffered from another man before him, 

but he does so too late; when he returns for her she has died. Knight then questions if it could “be 

[him] that [has] killed her” because he was so “bitter with her.”116 This theme is again picked up 

by Hardy in his novel Two Under the Greenwood Tree, where Fancy Day entertains various 

flirtations, and like Elfride, accepts more than one marriage proposal. Yet, because she keeps her 

secret from her new husband, Fancy is married to Dick without pause. The final moments of the 

novel show Dick praising Fancy for her honesty during their wedding procession: 

“Why we are so happy is because there is such full confidence between us.  Ever 
since that time you confessed to that little flirtation with Shiner by the river 
(which was really no flirtation at all), I have thought how artless and good you 
must be to tell me o’ such a trifling thing, and to be so frightened about it as you 
were.  It has won me to tell you my every deed and word since then.  We’ll have 
no secrets from each other, darling, will we ever?—no secret at all.”117 

This scene, and Angel’s treatment of Tess, demonstrate the anxieties of husbands over their 

wives’ purity. Anxieties over purity can be understood in the Darwinian sense to mean a female 

who is without contamination from another suitor’s semen. In this way, fears over sexual 

partners become anxieties over passing down of traits from parent to child and the continuation 

of a bloodline. While it is not her heroic disrobing that causes Elfride to split with the man she 

loves, the fact that it was her purity in question when he did leave her, proves the weight of the 

potential consequences of her decision to rescue Knight.  

Elfride becomes more heroic when compared to Grace, who fails her knightly challenge. 

The similarities between the cliff scene and the events leading up to Winterborne’s death begin 

with the weather. The weather—dark and stormy, and the source of hardship and dilemma—

remains the same between the two. The rain in Blue Eyes “attack[ed]” Elfride as she worked; for 

Grace the weather “grew more violent, and as the storm went on”118 and “The darkness was 
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intense, seeming to touch her pupils like a substance. She only now became aware how heavy the 

rainfall had been and was; the dripping of the eaves splashed like a fountain.”119 Hardy reuses the 

violent weather to metaphorize the seriousness of both women’s situations. Additionally, the 

status of Nature as the assailant in these scenes, putting Knight and Winterborne in dangerous 

situations, emphasizes Victorian anxieties over relationships with the natural world.  

Unlike Elfride, Grace does not save her damsel in distress. Winterborne, who is staying 

outside of his cottage so Grace may stay inside, while avoiding her husband, does so to prevent 

damage to Grace’s reputation. After bad weather moves in, Grace becomes aware that of the 

threat to Winterborne’s life if she does not insist upon him coming inside, as he continues 

outside as “an invisible colorless thing” that “was trampling and climbing over the roof, making 

branches creak, springing out of the trees upon the chimney, popping its head into the flue, and 

shrieking and blaspheming at every corner of the walls.”120 She finally “[cries]” aloud “Giles! 

You may come in!”, after she realizes it is her sense of modesty that is preventing her from 

calling him out of the perilous weather. She overcomes her better judgement with a “dreadful 

enlightenment” and she cries out again, “how selfishly correct I am always—too, too correct! 

Cruel propriety is killing the dearest heart that ever woman clasped to her own.”121 Grace is, at 

first, unwilling to gamble her reputation, by spending the night alone in a hut with another man, 

but ultimately she decides to risk gossip over her chastity rather than watching Winterborne die 

for her modesty’s sake. This hesitancy contributes to his death though, as Winterborne is too far 

gone for Fitzspiers to improve his prognosis after Grace fetches him.  
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By comparing Elfride to Grace, a clearer picture of Elfride as a true knight comes into 

frame. Part of being a knight is the willingness and the ability to complete difficult tasks that 

others are unwilling or unable to complete. Grace becomes a competing knight when we read 

these scenes together, and we see that Elfride as a knight and savior, as “he was saved, and by 

Elfride.”122 

 

IV.   

Riffing off the final moments of Tristian, the infamous cliff scene in Blue Eyes reveals 

Hardy’s modern mind. Transplanted to the middle of the plot and transformed into a knight’s 

challenge for Elfride, Hardy’s changes to the scene speak to Victorian anxieties over modern 

conceptions of biology and evolution, as well as his attention to the female question. Indeed, the 

Nineteenth century saw many changes in the status of women and the natural world. As knight 

confronts his mortality, Elfride confronts her sexuality, in a knightly fashion. This scene also 

shares themes, objects, and vantage points with the end of Thomas’ Tristran, where a boat and a 

tower see the demise of Tristran and Ysolt.  

A place of continuity between Blue Eyes and the Tristran ending is the centrality of a 

boat.  Elfride and Knight find themselves on the cliff that day because of a promise Elfride made 

to Stephen, to see him return to her, but as the scene progresses, she no longer pays attention to 

Stephen’s ship, focusing all her energy on saving Knight. Likewise, it is the boat carrying his 

Fair Ysolt to that causes Tristran and his wife to be on the tower, looking down on the sailboat in 

the water.  

 
122 Hardy, 206. 



 60 

This ending of Tristran is picked up again by Hardy in his novel Tess, where the black 

flag signals the death of a lover. Tristran asks Ysolt of the White Hands what color the flag is, 

she answers: “I know it for a fact!... Let me tell you, the sail is all black! They have hoisted it 

and raised it up high because they have no wind!”123 Similarly, in the final moments of Tess a 

black flag signals the death of our protagonist: “Upon the cornice of the tower a tall staff was 

fixed… A few minutes after the hour had struck something moved slowly up the staff, and 

extended itself upon the breeze. It was a black flag.”124  

This scene is punctuated with steamboats and fossils. Upon first glace, we might consider 

steamboats to be a representation of modernity and the fossil a manifestation of the past, but, 

when bearing in mind the influence of Darwinian thought on Hardy and his writing, both the 

steamboat and the trilobite become symbols of invention and science. While the trilobite is a 

creature of the past and the steamboat is the way into (Hardy’s) future, it is modern conceptions 

of Nature and knowledge of the world that allow for the ability to consider such distance pasts 

and futures. In this way, the cliff scene really does offer insight into the novel as a whole, as well 

as represent Hardy’s anxieties over the changing relationship between the human and the natural.  
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CHAPTER 5: CONCLUSION 

 

 In these chapters I have tried to sketch how Hardy, as a novelist and a Victorian 

intellectual, grapples with scientific discovery as only an artist can do, by wrapping up new, 

unsettling knowledge of the world with the concerns of “human hearts.”125 Hardy’s dedication to 

the marrying of courtship novels and Darwinian conceptions of time, change, and species reflect 

Victorian anxieties over humankind’s relationship with the natural world and the future. Picking 

up the mantel of a writer, Hardy recycles from source materials, updating the scenes and 

characters to fit modern tastes and modern concerns. His reuse of tropes and roman imagery 

coupled with his deep interest and fears for the future place Hardy in a unique position, posed to 

look forward and backward in time.   

 There is still more to be done with these novels, and throughout Hardy’s work, thinking 

about the place of Darwinian time and evolution through marriage. Themes I explore in chapters 

three and four, focusing on Paula and Elfride, can be traced forward in Hardy’s work to Tess of 

the D’Urbervilles. Issues of time and scale can be explored in Hardy’s last novel, Jude the 

Obscure. Jude’s first son, called Father Time, is suggestively named, and the novel—like Far 

from the Madding Crowd and The Mayor of Casterbridge—takes place over many years, rather 

than just beginning and ending with a singular marriage plot.  

 Exploring the way Hardy grapples with change over time and human’s comparatively 

short lifespans can help us to better understand our own relationship with time and change. 

Today, unlike for Hardy, where time stretched out before and behind him in a seemingly infinite 

progression as it always had, humans of the twenty-first century are experiencing the effects of 
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climate change and reckless industrialization and are faced with the possibility of extinction—in 

a true Darwinian fashion.  
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