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ABSTRACT: The Woodlanders is one of the best novels writfehihmmas Hardy. The
article entitled, “Heroism and Pathos in The Woaalars: A study” is an analysis of
The Woodlanders — the story of unhappy marriagemmted by snobbery and
perpetuated by convention. The heroic characters Mdrty South and Giles
Winterborne and their bitter sufferings from bitteastration of personal desire have
been closely studied. It is also observed thantheel conveys a sense of confusion and
pathos and above all the sadness of the lives sEngislly good people destroyed by
selfishness. It is also seen that the wrong chaacestemperamental differences led to
tragic gloom in love and marriage. The tragic siiiva caused either by fate, chance or
coincidence in the novel is also studied.

The novel chases on the sublime figure of the peagd, Marty South, mourning by
the grave of Giles Winterborne whom she has paatbnand selflessly loved. In the
novel, Hardy intensifies Nature and man, and suggtsat whatever the creation of
God, it is majestic. Further the characters of pigs, Marty, Melbury and
Mrs.Charmond are closely studied.

KEY WORDS: Heroism and pathos, snobbery, frustration, selfest®) temperamental
differences, wrong choices, tragic gloom

The Woodlanders hailed as a masterpiece and has attractedtdérgiah of scholars and critics
over a century. In his later years, Hardy ofterd ghiat it was ‘in some respects ... his best
novel’. In fact,The Woodlanderkas attracted more unanimous chorus of criticabprashen it
first appeared in 1886 than any of Hardy’'s previnasels. Trevor Johnson very aptly remarks,
‘unquestionably it contains much of Hardy'’s firstitimg, the many descriptions of the woods at
different seasons and at all hours of the day agldit n.. are among his finest'. In it's thematic
content it is nearer tbar From the Madding Crowd, The Return of the NatiVhe Mayor of
Casterbridgeand Tess of the D’urbervilleslt is a proto-type social novel, the ‘purposeful’
forerunner ofTessandJude.

In The Woodlanderghe inter linked chain of love affairs, forms thackbone of the plot. It is
the story of an unhappy marriage promoted by snmyblied perpetuated by convention. Marty
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South never speaks her love for Giles until he @add Giles loves Grace, but she marries
Fitzpiers, but she marries Fitzpiers and does rsmogler her mistake until it is too late. And
Fitzpiers deserts Grace for Mrs.Charmond. The aéwctnflict is rarely dramatized. Giles and
Marty South endure. There is no dominant charagdénThe Mayor of Casterbridgand Tess,
and the conflict is more evident in Grace and h#ndr when both indulge in pathetic hopes that
the new divorce law will enable the latter to makeends for his unfulfilled intentions.

As the title suggestd,he Woodlanderss a novel especially characterised by ‘Unity odqad’.
From the very first paragraph, Hardy saturatesé¢laeler with the impressions of the woods, the
abundance and variety of their foliage. E.M.Fotstghose appreciation of the novel was
enhanced by reading it against the background iexeth ‘Trees, trees, undergrowth, English
trees! How that book rustles with them’. Like alatdy’s landscapes, this woodland is a little
more intensely, vividly there any other real woadlld possibly be. Little Hintock is described
in the first chapter as, ‘one of those sequestepads outside the gates of the world’. But the
effect of the novel is rather to make the worldbagng outside the leafy, rooted gates of the
woodland. The readers of the novel are situatethensemi-wild heart of the woods, where
human life corresponds closely to the primitivethe anthropological sense of the world, than
anything else in Hardy.

Starting from the absence of central and dominatiggre, an unsympathetic account of the
novel would go on to argue that Hardy barely jissiSuch a dangerous dispersal of his interest.
Grace and Melbury come through as static and sksdicreations; Grace as frivolous and petty
in her interests; Melbury as a well- meaning antvelg snobbish father; Mrs. Charmond and
Fitzpiers as the stereotypes of rakish and seldigg outsiders who first destroy others and
destroy themselves.

In The WoodlanderBitzpiers attracts and is attracted by three stsoogntrasted women, Felice
Charmond, Suke Damson and Grace Melbury, who reptebiree different aspects of love.
Trevor Johnson puts it, ‘Felice stands for the witdational, neck-or-nothing kind, Suke for
plain physical lust, and Grace for a mixture ofcoddtion, fascination and idealisation’. Hardy's
method is to spin these four around in a hectictemmal round aboutThe Woodlanderss
characterised by interrogative awareness of tleealiy modes within which it is working. That
interrogation is crystallised in the figure of Geadlelbury, who is at the centre of it's shifts and
point of view. Penny Boumelha points out, ‘she raigs unsettingly between pastoral survival,
tragic predicament, realist centre of consciousnassl melodramatic heroine’. In fact, the
fluidity of her narrative role makes her almost melois figure in the novel. It is well said that the
significance of Grace provides Hardy with an oppoity to sketch for Sue Bridehead. Her
dilemma, caught between Giles Winterborne and tgp her reputation and ultimate re-
acceptance of the first marital partner, the ‘Dagaminstinct’ (P.310) that implies her to flee the
returning Fitzpiers and the superficial pietieshef readings in the Bible and the prayer book,
foreshadow Sue Bridehead’s agonised agitationsdset Jude and Phillotson. Grace is like
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Elizabeth-Jane in her normality, like Thomasin ar enuine simplicity. Writing about Grace,
John Butler says, ‘Grace is almost Hardy’s perfesman: she has pride enough and modesty
enough, she is passionate enough and reservedtershiggis beautiful’.

Mrs. Charmond in many ways is like Fitzpiers. Sheo alislikes woods, finding them dull
depressing and, when she is lost in them, tergfyiDavid Lodgeremarks, ‘As a lady of the
manor she controls the economic lives of the wautias, and oppresses them by pursuing a
policy of enclosure’. She is insulated from contath them by her rank, her carriage and her
fine house, it's curtains drawn in day time anddies lit within. When Melbury breaks through
these defences and attempts an honest personainé@cshe writhes with embarrassment. Mrs.
Charmond belongs to the group of neurotic older womHer name suggests charm and
worldliness. Her situation in the big house reldties to all the ladies that Hardy created out of
the impulse that produced his first novehe Poor Man and the Ladiirs. Charmond , as a lady
exerts an automatic fascination over Fitzpiers.

Like Daisy and Tom immhe Great Gatsbykelice and Fitzpiers are careless and self-cenined.
the words of Richard Carpenter, ‘Their pursuitladit own desires, with little regard for the well
being of others, is the source of much grief fdreos, and eventually for themselves as well.
Complimenting their selfishness is the naive atétof the woodlanders that cultivation is more
desirable than native simplicity. In the end paatdife triumphs. Felice dies at the hands of a
disgruntled lover, and Fitzpiers reunited with Grac

The vehicle of the tragic component Tine Woodlanderss a realistic analysis of sexual and
marital themes. In his preface to the novel in 1884dy himself states, ‘ .... it is tacitly
assumed for the purposes of the story that no dufulbbe depravity of the erratic heart who feels
some second person to be better suited to his otasees than the one with whom he has
contracted to live enters the head of reader otewfor a moment’ (P.35). Grace’s eventual
reunion with Fitzpiers is not so much enabled dsread by the death of Giles, which puts an
abrupt and decisive end to her emotional vacilieibetween the two men. Grace is not alone in
such fluctuations; almost every character in theehthas more than one partner either actually
(as Felice Charmond has a dead husband, a disdarddand a current one), or potentially (as
Giles has both Grace and Marty South)

The generalmultiplicity of involvements, frustrate and retractions undermines the notion of
the exclusivity and irrevocability of marriage caadt. Both Grace and Felice experience desire
as if it were an external compulsion to which timeyst submit, locating in Fitzpiers the source
of an emanation of ‘compelling power’ which caltsth the Felice a gloomy fatalism and in
Grace a somnambulistic passivity.

The elements of pastoral elegy contribute signifilyato both the structure and the toneTdie
WoodlandersThe elegiac tone is in excess of it's ostensibtaigoin the plot, the death of Giles
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Winterborne, and the erotic counter-pointing of @leanging seasons invokes the implied
regeneration which includes the pastoral elegy. ¢bemunity of The Woodlanderss not
merely depleted by the loss of Giles, but radicalgvitalised. This is a use of pastoral that
presses beyond the simply ironic; in the elegiaress, there dwells almost a sense of mourning
for it's own loss, the mark of the text’s recoguaitiof the final inadequacy of the pastoral mode.

The religious and ritual undertones of the clasgeatoral elegy are also clearly discernible in
the last part oThe Woodlander$race tells to Fitzpiers, ‘I go with Marty to Gilgsave, | Am
almost worship him. We swore we would show him tievotion’(P.354). It is also said that,
‘weeks and months of mourning for Winterborne haerb passed by Grace in the soothing
monotony of the memorial act to which she and Maidyg devoted themselves. Twice a week
the pair went in the dusk to Hintock churchyardd,alike the two mourners i€ymbeline,
sweetened his sad grave with their flowers andr ttears’(P.344).Cymbeline,like all of
Shakespeare’s late plays, is much concerned wéhdbas of death and resurrection and the
literary tradition of the pastoral. [fhe WoodlandersGrace’s periodical visit to Winterborne’s
grave with Marty, which was kept up with pious tiness for the purpose of putting snowdrops,
prim roses, and other verbal flowers thereon ag thene’(P.353).

The most significant objection is to reéde Woodlandersimply as pastoral, whether ‘classical’

‘traditional’ or ‘grotesque’ is to make an ideologi solution of the competing views of nature
which inhabit the text and are played out uponfidngre of Grace. Alongside the pastoral nature,
there runs a quite incompatible vein of the Speaner Darwinian representation of nature as
the sight of a struggle for survival in which meteysical proximity is certain to produce conflict

and involuntary violence. The Spencerian componéntich view resides, in the consecration of
the evolutionary struggle as an apt, and eventalel, metaphor for human society.

In The Return of the Nativehe tragedies of Clym and Eustacia resolve theraselato a
sexuality — founded polarity of culture and naturbe Woodlanderproduces that dualism, but
within the compass of a single character, Gracebiyl ‘Her modern nerves with primitive
feelings’(P.309) reveal her to be the first of Hesdfemale characters to contain within herself
at least the potentialities for a tragic confligtWween sexuality and the intellect. In this she
prefigures Sue Bridehead; but whereas Sue’s condliobetween ‘flesh’ and ‘spirit’, the conflict
within Grace presents itself as a simple oppositibmind and body, in the guise of education
overlaid upon instinct. Her breakdown, consequerntfnsists in a lapse into a concern with
propriety which falls short of a tragic intensity.

As in The Mayor of Casterbridgéjardy has to convey about the previous relationbeigveen
Melbury and Winterbornes; by making Marty an invdhry eavesdropper as he evoke her
suffering at the recognition of the hopelessnedseofown position and the consequent mood of
abnegation which prompts her to cut off her haamaction richly symbolic in itself and rich in
consequences for the eventual outcome of the nd\elElizabeth-Jane imhe Mayor of
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CasterbridgeMarty is the observer of other scenes in whichishéerself emotionally but not
actually involved. Like Elizabeth-Jane, she becom&md of moral touchstone of her world.

From her first introduction, working late into theght to complete her sick father’'s work, Marty
is the personification of selfless, unostentatibasoism; while Giles, generous, chivalrous and
scrupulously honest, fully earns Marty’'s epitaplypd was a good man and did good
things'(P’375). This ethical superiority of Martpda Giles is associated with their sympathetic
bond with the woods themselves.

The last word, and the ultimate loyalty to Gile’@mmory, remain with Marty South, who, with

Giles and Grace, forms a third triangle of forcBgynity and integrity belongs to Giles and
Marty. One of the finest moments in the book is sieene in which they plant young trees
together, Giles absorbed in a task he is performiitly an expert’'s skill. Marty finding a mute

though imperfect satisfaction is being with himeewhough he is virtually unconscious of her
sex, which is indeed played down by the narratoadcordance with a common Victorian
convention of idealized femininity.

In The Woodlanderslardy’s treatment of the question of marriage bezomore explicit and
his rejection of the happy ending is asserted.rlidsedy was to deplore the moral timidity of the
novel, but it is fairer to regard it as represegtam advance in courage and honesty for there is
no way to a happy ending. The patterning of retetiops inThe Woodlandersesembles three
triangles touching at certain points. The uniorGohce and Giles, which originally possessed a
certain natural rightness, is prevented by herefdhuneasy ambitions and by the education she
has received. The arrival of Fitzpiers providesuecsssful rival to Giles; but Fitzpiers in turn
dallied with two other women, Sue Damson and Feitmrmond. Norman Page very aptly
remarks, * Fitzpiers’ infidelity, and Grace’s bedtrecognition of Gile’s true worth, raise the
guestion of divorce’.

Like most of Hardy's novels, the opening pages Tdfe Woodlandersbegins with the
establishment of a local context for the actiomcsjeed with the kind of precision that recalls the
biography or the guide-book as much as a workabiofn. The scene is at first empty and then a
solitary figure appears. In the words of Norman&dghe careful composition of the picture,
the effect, as in a silent film, of image withoytesch, the thoughtful scrutiny of an unseen
observer — these are familiar ingredients in Haagyesentation of human behaviour’.

The Woodlanderdepicts a world in which moral and physical decayampant. Hardy posits
the possibility, that the world will gradually wedself out. Nature is engaged in a melancholy
struggle for survival within the woodlands. Hardynkelf states, ‘The trees dripped on the
garden plots, where no vegetables would grow ferdhpping, though they were planted year
after year with that curious mechanical regulary country people in the face of
hopelessness’(P.144). The struggle for survivansifies on occasion to a macabre process in
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which one species seems to devour another: ‘owlshid been catching mice in the out-houses,
rabbits that had been eating the winter-greenkangardens, .... Were seen and heard no more
till night fall’(P.24).

Giles Winterborne is the spirit of the wood, iniéi8 purity and organic vitality. He has not only
awareness of the possible tragic figure of his, lifat also patient acceptance of it. There is
resolute endurance in his character, but no imp&tustruggle. His strength supports his
suffering and his independence. Dale Kramer saies @ \a ‘nature god rather than a conflict
between the courses of natural love and the resdréhat an elaborate social code places on the
expression and fulfilment of love’. His death isigdble and pathetic because he is a physically
strong man made physically helpless; but becausendwer challenges — indeed never
comprehends — the forces that destroy him. He éscisath heroically. Giles death is the climax
of the book. Richard Carpenter says, ‘Giles is aaubne patient Griselda, who financially
sacrifices himself in order to protect Grace’s tegian. Propriety inThe Woodlanderss as
potent a force for disaster as chance in otherlabve

Grace Melbury is the victim of circumstances, of fagher’'s ambition particularly, and her own
inherited weakness of will. Grace blames her fatbehaving deprived her of the happy life she
might have enjoyed with Giles: ‘I wish you had aewever thought of educating me. | wish |
worked in the woods like Marty South! | hate gehtéfe, and | want to be no better than she
....cultivation has only brought me inconvenienced inubles...’(P.240). She is tormented by
her husband’s infidelities and the uncertain posiin which she is placed by his disappearance.
Her little snobberies, her docile submission tofaéner, her school — girl crush on Fitzpiers, her
relative indifference to his desertion of her, hey resumption of a relationship with Giles, her
primly fierce adherence to moral properties whenshdying, her indulgent grief over his death
and the arch and tentative resumption of her mlatiip with Fitzpiers — it is a biography which
can with some justice be summed up in the hollomets words.

There is a close resemblance of the two sets oghcteas Mrs. Charmond and Fitzpiers, Marty
and Giles. In both cases the characters share monrsense of isolation. lan Gregor pertinently
admits, ‘The isolation which is present to MarhdaGiles finds expression in their absorption in
their work; the isolation of Mrs. Charmond and pi&zs is in their enclosure within their own
fantasies’. Fitzpiers and Mrs.Charmond are obvipkshdred spirits, but there are significant
differences between them. Idiom, tone, movemehgdd up to a description of Mrs.Charmond
as ‘theatrical’ in a way in which Fitzpiers is apgatly not. All four relationships, so radically
different in nature, have in common an acute s@fself-estrangement. lan Gregor says, ‘The
sterile obligation of Marty and Giles, the stefiléfilment of Fitzpiers and Mrs.Charmond — all
four characters have complementary roles to plaghénnovel,...” They are isolated characters
rather than versions of consciousness taking sufistance from a total design.
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In Far From the Madding Crow#lardy exhibited the fulfilled intention in the dbatf Troy and

in the marriage of Bathsheba and Gabriel OakThe Woodlanderdie gives the unfulfilled
intention of the actual world. There is, therefadittle of Gabriel Oak in Giles Winterborne; but
not enough to round off his life with domestic haqy@ss. There is a little of Bathsheba Everdene
in Grace Melbury — enough to marry the man of laecy and not of her heart. As for Fitzpiers,
he is but intellectually superfine Sergeant Troyvelscapes the gun of captain BoldwoodT e
WoodlanderdHardy provides, a strong plot, diversifies ratheart marred by whimsicalities of
incident. Melbury, the timber-merchant, and thetef the group of woodlanders, is in his
way the impersonation of the unfulfilled intention.

The final chapter iMThe Woodlandergs concerned not with the contemplation of Gilesath

but with the speculation about the future marriégldf Grace and Fitzpiers. Fitzpiers is the real
intruder in terms of the novel’'s setting: the bigubes of the countryside must have their
inhabitants and Mrs.Charmond is reasonably crediblsuch a role. Michael Millgate aptly
observes, ‘the convenience of Fitzpiers is thatedms presence is accepted, he becomes a ready
instrument for bringing into juxtaposition and irgetion the two elements of rural simplicity
and urban sophistication’ precisely because Fitgpgethe odd man out, it is he who precipitates
the more violent and striking actions, and it igtiwonoting that Hardy once suggested ‘Fitzpiers
at Hintock’ as an alternative title for the title.

The ending ofThe Woodlanderaupset many contemporary readers, and still capable
surprising and disconcerting ones. Some of thésritave supposed that Hardy cynically fixed
up a happy ending for his heroine in accordanch thié expectations of his reading public. But
the contemporary reviewers were shocked that alikadFitzpiers, was rewarded rather than
punished for his sins. Hardy’'s own recorded commentthe subject suggests that both
criticisms are slightly, though not wholly, besitie point : ‘the ending of the story-hinted rather
than stated — is that the heroine is doomed tondwappy life with an inconstant husband. | could
not accentuate this strongly in the book, by readdhe conventions of the libraries etc’.

The woods inThe Woodlanderplay a similar part to that of the heathThe Return of the
Native or Casterbridge imThe Mayor of Casterbridget is true that Hardy is using them as he
does the heath and the town, to give substance@merence to his theme, they have a quite
distinctive significance. There is one change wtitlod woods emphasise in a quite distinctive
way, and that is a sense of passive exhaustiomatehcholy.TessandJude are tragic on scale
much greater than anything Tihe WoodlandersThe woods establish an atmosphere, pervasive
and persistent of deeply melancholy; they are dapab giving definition to the plot, they
crystallise the fears of the characters — they dob in the last analysis darken the total
impressions of the novel.

The Woodlandergrovides a physical setting in which the cycle edsons is recorded. It is a
record of a cycle of typical human responses teterce. Richard Beckman comments, ‘Since it
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is the special accomplishment ©he Woodlanderso portray human life in the context of a
natural setting, the division of the characterghefnovel into types corresponding to the seasons
becomes possible, ...". Marty South, the descriptibwhose hair-shearing initiates the action of
the novel, and Giles Winterborne, whose death & awarks it's conclusion, both suggest the
winter season symbolically. Marty’s lament for Wrtiorne in the last paragraph of the novel
represents the meeting of the two ends of the @mtecombines the theme of death of the year
with that of the stoical endurance of winter deatish. The ambitious Grace Melbury is a
sanguine and spring-like. Fitzpiers is summer-likethe creative heat and fierceness of his
disposition. The novel thus depicts characters asstyge of Winter, Spring, Summer and Fall
pursuing each other in that order.

It is said thatThe Woodlandersacks the creative tension and energy of the ottostels of
Hardy and it depends too much on inter-relatedastars rather than on an intensely interesting
protagonist. As Dale Kramer says, ‘Each charactéfhe Woodlandersepresents an aspect of
the totality of lives affected by social forces’hd novel conveys to the reader a sense of
confusion and pathos, and above all the sadnab® dives of essentially good people destroyed
by selfishness. After a critical study of Hardy'sachatic novels, one can conclude that wrong
choices and temperamental differences led to &tghgom in love and marriage. The characters
are just instruments in the hands of fate. Theg li& act on their own. Hardy makes use of
coincidences mostly to create tragic plightsThe Woodlanderthe tragic situations are caused
either by chance or coincidence.

In The Woodlanderghe principal catastrophe(the death of Giles) gatesrpathos rather than
pity and fear. Nature, as manifested in the woatlams shown to be a domain of ceaseless
evolutionary struggle, but outwardly, it is calramperate and almost idylli¢he Woodlanders

is a novel of quiet, meditative and homogeneousrenment in which the characters are not
forcing to represent more than they legitimately.ca
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