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he [Hardy] is too fond, - and the practice has been growing
on him through all his later books — of writing like a man
"who has been at a great feast of languages and stolen the
scraps.”

Mowbray Morris, 1892.
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THE POLITICS OF LANGUAGE IN THE NOVELS OF THOMAS HARDY
- WITH SPECIFIC REFLERENCE TO
TESS OF THE D'URBERVILLES AND JUDE THE OBSCURE

By Andrew Richard Cooper

This thesis is a study of the language of Hardy's novels in relation
to their socio-historical context, and with specific regard to Tess
of the d'Urbervilles and Jude the Obscure. The focus of the inquiry
is a consideration of the politics of Hardy's representation of
dialect speech and 'literary' or 'ordinary English'.

I begin by arguing that the highly problematic definition of
dialects at the time Hardy was writing, necessitates a new
theoretical approach to 'Wessex dialect'. I propose a reading of the
language of Hardy's novels as a complex intersection of contemporary
modes of representation, which are re-presented as internally and
mutually contradictory discourses. In Chapter One, I use this theory
to show how the convergence of discourses in the sign of 'Wessex
dialect', in the context of narratives of rural working-class life,
reveals the politics of contemporary modes of defining dialect speech
as being outside the norm of 'literary' or 'ordinary English'.
Chapter Two offers a new reading of Tess of the d'Urbervilles, which
relates the narrative of struggles for representation of class and
gender to discourses in the language of that novel. I go on to place
Tess Durbeyfield's ability to speak 'dialect' and 'ordinary English'
in the context of the development of a new elementary education
system in the last quarter of the nineteenth century, before
considering the struggle for working-class access to education in
Jude the Obscure. The final chapter shows how discourses in this
novel produce a radical critique of the concept of a homogeneous,
discrete, 'literary language'. I conclude that the language of
Hardy's novels constitutes a site of ideological conflict, which
reveals the politics of representation of dialects and the language
of literary texts as signs of social and cultural identity.
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INTRODUCTION

Critical attention has focused upon the language of Thomas
Hardy's novels since the publication of Desperate Remedies marked the
beginning of his career as a novelist in 1871. In this period of
time, judgements passed upon his literary style divide almost equally
between commendation and condemmation - the "jury" of critics having
still to decide whether to return a verdict in favour of Hardy, or
against him. The major point of contention in this long debate
remains the distinctive diversity of Hardy's language. Those who
denounce Hardy as a poor stylist invariably base that opinion on what
they deem to be an awkward mixture of styles and registers in his

novels; according to others, however, that same heterogeneity is the
very foundation of Hardy's merit as a novelist. What is certain is
that the wide range of vocabulary used by Hardy strikes most readers
as a particular, indeed idiosyncratic, element of his Wr:iting.1

Hardy made deliberate attempts to create a distinctive style of
writing by drawing upon his familiarity with a wide variety of social
and cultural experiences. Evidence of this is to be found in his
autobiography, (published posthumously under the name of his second
wife, Florence), and in his surviving notebooks. Consequently these
documents have tempted critics to attempt to discover the exact
sources of the diverse elements that compose the language of Hardy's
novels. Yet, whilst such an approach is important for the way it
draws attention to the heterogeneity of Hardy's literary language,
emphasis solely upon the life of the author can limit other modes of
literary analysis. For example, this biographical approach to the
novels can be misleading in its suggestion that Hardy's personal use
of language was more or less divorced from the broader social context
of the historical moment in which the novels were written. An
alternative critical amalysis can be derived from Mikhail Bakhtin's
statement that:

The intermal stratification of any single national language
into social dialects, characteristic group behaviour,
professional jargons, generic languages, languages of
generations and age groups, tendentious languages,
languages of the authorities, of various circles and of
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passing fashions, languages that serve the sociopolitical
purposes of the day, even of the hour (each day has its own
slogan, its own vocabulary, its own emphases) - this
internal stratification present in every language at any
given moment of its  historical existence %f the
indispensable prerequisite for the novel as a genre.

Bakhtin's theory of the novel encourages the critic to concentrate
upon the composition of the language of a specific novel as a texture
of discrete languages. The basis of his argument is that these
languages correspond to the heterogeneity of social languages found
outside the novel under the misleading label of "national language".
For the specific mixture of the languages within a novel to be
studied therefore, they must be related to their "socio—-political
purposes" in the wider social and cultural context. The following
analysis of the politics of language in the novels of Thomas Hardy
adopts this stance as a point of departure. For that analysis to be
successful, however, it is necessary to expand the principles of
Bakhtin's proposition. This is best illustrated by looking at the
literary representation of dialect in the novels.

Repeated reference to the dialect speech of many of the "Wessex"
characters in the long heritage of Hardy criticism assures us that
there is evidence to support Bakhtin's argument. Since the appearance
of Desperate Remedies, dialect has been identified as a
distinguishable language within the novels, most noticeably in an
unsigned review in The Spectator, which drew the attention of its
readers to Hardy's ability to reproduce "the mamners and language" of
rural characters.3 Later studies have inquired into the exact nature
of the relationship between dialect speech in the novels and the
actual dialect of Dorset with which Hardy was familiar from
childhood, Ulla Baugner's work providing the most detailed account of
those connections.4 Moreover, the argument that the presence of a

discrete 1language in the language of the novels relates to a
stratification of languages at the time Hardy was writing, is further
strengthened by the publications of the English Dialect Society.
Between 1872 and 1896, almost exactly the period between Hardy's
first and last novels, this society of self-proclaimed amateur
dialectologists published over eighty studies of individual dialects.
The variety of dialects analysed in those studies could therefore be
said to indicate important parallels between the composition of the
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language of Hardy's novels, and the diversity of discrete languages
used in the wider social context. However, the common practice of
equating what has come to be known as "Wessex dialect" with actual
dialects, all too often overlooks significant aspects of this
historical linguistic context. If the dialect speech of Hardy's
characters is to be considered in relation to real dialects spoken at
the time the novels were written, as Bakhtin suggests, then a new
approach is called for.

It is necessary to stress that Hardy's literary version of
dialect speech was not commensurate with any dialects actually used
in everyday 1life. The dialect spoken by his characters is an
aesthetic version of dialect speech, designed for the literary
context with the readership of the novels in mind. Despite Hardy's
knowledge of dialect speech in the Dorset area, it would be a mistake
to say that he reproduced exactly that dialect in his novels. This
has now been recognised by most critics of the novels. For example,
in 1990 Raymond Chapman wrote:

Although he [Hardy] had a precise ear and a loving regard
for the niceties of Dorset speech, in his novels and poems
he used a more impressionistic system, not always
consistent, but very effective for his purpose. The dialect
which he called "Wessex" was, like the region, essentially
Dorset with traits from other s%trounding counties and
sometimes even from further afield.

The above statement is characteristic of recent studies of dialect in
Hardy's novels on two accounts. Firstly, it underlines the fact that
Hardy developed a literary form of dialect for his novels. Secondly,
in stating that Hardy used an "impressionistic system", Chapman
assumes implicitly that the critic is in a position to compare that
aesthetic form of dialect with the real thing.6 This strategy is
therefore based on the presumption that a factual and accurate
version of the dialect in question can be found. However, that
premise needs to be subjected to critical scrutiny. By looking at
non-literary records of dialects produced at the time Hardy was
writing the novels, I will argue that the strategy of comparing
Hardy's 1literary version of dialect to non-literary records of
dialects requires extensive revision if it is to be of use in
studying the language of the novels.



The work of the members of the English Dialect Society and other
dialectologists published during this period indicates time and again
that they and Hardy faced a particular problem. The difficulty
confronting anyone wishing to reproduce dialect speech, was the task
of producing a satisfactory written version of dialects which existed
only in a spoken form. For Hardy this was a question of making the
dialect speech of his characters accessible to his readers, and there
is evidence to suggest that his readers did not always see those
attempts as being successful.7 For the dialectologist, the aim was
to create an accurate record of a particular dialect that had no
recognised orthography. Inevitably this led to disputes over the best
way to represent dialect speech in a written form that was
comprehensible to readers of studies of dialect.8 The written
representation of a particular dialect camnot, however, be divorced
from the other important task facing those wishing to produce a non-
literary record of a given dialect.

The first obstacle to be overcome by the dialectologists, was to
identify and isolate successfully a particular form of speech as a
discrete language. Only then could they claim to have an object of
study. However, the work of dialectologists during this period
provides evidence that they struggled to define accurately the object
of their analyses. In looking at their methods, I want to argue that
the written representation of specific dialects in these non-literary
works cammot be seen as separate from the criteria used to isolate a
form of speech as a discrete language, and that in theory and in
practice, those criteria were inherently flawed. This argument has
important implications for the status of literary representations of
dialect speech. For instance, it causes us to reconsider the usual
practice of extrapolating dialect speech from the novels as a
discrete language, and then equating this internal stratification of
the language of the novels to an analogous linguistic division in the
historical context of language usage. That critical strategy is to a
large extent dependent upon the notion that an objective and accurate
record of the real dialect speech can be found in non-literary works.
An assessment of the criteria used in such non-fictional works does
not invalidate Bakhtin's thesis. It does mean, however, that for such
a project to be successful, further consideration must be given to



the means of definition and representation of dialect speech as a
discrete language at the time Hardy was writing.

The English Dialect Society was formed in 1872 with the specific
aim of creating an exhaustive record of the grammar, vocabulary and
pronunciation of all dialects spoken within the British Isles. This
ambitious project built upon considerable numbers of studies of
dialect already produced by amateur enthusiasts, the aim of the
society being to produce records that could be used as the foundation
of The English Dialect Dictionary. The first volume of this work
appeared in 1898, and on the title page its editor, Joseph Wright,
confidently declared it to be "the complete vocabulary of all English
dialect words which are still in use or are known to have been in use
at any time during the last two hundred years in England, Ireland,
Scotland, and wales."? The important role played by the English
Dialect Society in this project is underlined ironically by Wright's
claim that his dictionary could "never become antiquated"”, and

therefore it was "no longer necessary to continue the existence of
the Society".10 Yet, despite this impressive monument to the success
of the English Dialect Society, further consideration of the work
carried out by its members suggests that Wright's dictionary was
misleading in its claim that dialects had been successfully isolated
as discrete languages. This is illustrated by the methodological
difficulties encountered by a certain Frederic Elworthy in his two
studies of the dialect of West Somerset - a dialect often associated
with the speech of many of Hardy's "Wessex" characters - which the
English Dialect Society published in 1875 and 1877.11

It is important to introduce here a distinction between dialect
speech, used to indicate the collective term, and dialect, used to
indicate any one particular version of that speech. Wright's
dictionary, as an abridgement of the many volumes published by the
English Dialect Society, is a record of dialect speech; the work of
the English Dialect Society, however, is composed of studies of what
were considered to be specific dialects. Elworthy, for instance,
dedicated his two studies to producing an authoritative account of
what he believed to be one of the two dialects found in the county of

Somerset. He wrote:

Punch's typical clown always talks what is meant for Zuum--
8



urzetzhee‘'r, and there are glossaries and poetic effusions
in abundance . . . ,yet they all belong to the Eastern
division, while the far richer vocabulary and more
expressive speech of the Western is passed over with the
remark set against a few stray words in the glossaries
"pronounced so-and-so west of the [River] Parret", thus
leaving it to be inferred that, with the few exceptions
alluded to . . . the dialects are identical: but this is a
great mistake.

To Elworthy's mind the tendency to homogenise dialects was regretful,
and it was partly by way of counteracting the promulgation of
stereotypes of dialect speech by popular periodicals such as Punch
that he wrote his studies. But his work illustrates that the division
of dialect speech into discrete dialects could also be said to be the
Achilles' heel of analyses by the English Dialect Society.

Elworthy urged the need to develop an objective scientific
approach that could allow for subtle differences between dialects.
However, even amongst those who devoted a lot of time to this field
of study, the precise definition of discrete dialects was often a
matter of great dispute. As seen above, Elworthy disagreed strongly
with those who suggested that, in Somerset, "the far richer
vocabulary and more expressive speech of the Western" part of the
county was merely a version of a dialect found also in the "Eastern
division". In an attempt to prove the differences between what he
considered to be two distinct dialects, he adopted the common
methodological approach of collating specific linguistic features. He
then divided the county into two areas by positing a border between
two sets of different linguistic characteristics and, in this way,
urged the geographical definition of what he argued were two distinct
dialects. Elworthy's attempt to isolate what he believed to be the
dialect of West Somerset therefore relied upon lists of grammatical,
lexical and phonic features "belonging" exclusively to the west of
that divide. This means of defining discrete dialects was mnot
invented by Elworthy, but was commonly used by other dialectologists
at the time. However, Elworthy's work serves to emphasise, that the
written representation of discrete dialects according to these
linguistic criteria was inextricably bound up with highly unstable
definitions of dialect speech.




Elworthy's identification of the Quantock Hills as the "natural
boundary” between the two dialects of East and West Somerset was a
controversial counterclaim to the more widely accepted opinion that
the true demarcation line was the River Parret.13 The importance of
the dispute he thus entered into with other dialectologists becomes
apparent when the reason for ascribing geographical 1limits to
dialects is considered more closely. In effect, without agreement
over the exact position of the geographical borderline it was not
possible to define conclusively either the East or West Somerset
dialect. The quarrel over the borders of the dialect of West Somerset
is in fact symptomatic of a threat to the analysis of dialect speech.
Once the geographical borders between areas where certain linguistic
features could be found were contested, then the very linguistic
identity of a discrete dialect could no longer be assured. The reason
for this is that an absence of undisputed geographical borders,
leaves only an unbroken continuum of dialect speech. Indeed, the
difficulty of isolating discrete dialects according to geographical
and 1linguistic criteria points towards questions concerning the
fundamental issue on which all studies of individual dialects were
based. How was dialect speech itself defined as a discrete language
at the time Hardy was writing his novels?

The answer provided to that question appears at first to be
straightforward. For instance, Elworthy's work clearly concentrated
upon what he indicated to be the specific grammatical, lexical and

phonic features of the dialect of West Somerset, and he effectively
isolated the dialect of the western part of the county according to
these 1linguistic characteristics. However, these distinguishing
features were identified not simply through comparison with their
counterparts in the eastern part of the county. In the first
instance, they were chosen because they were deemed to be different
from what Elworthy refers to as "ordinary" or "literary English".14
Indeed, the diacritical definition of dialect speech as being outside
the limits of what the analyst took as a standard form of English,
was the founding principle of most dialect studies of the period. For
instance, William Barnes, a fellow Dorsetman and friend of Hardy who
included the study of local speech forms as one of his many
intellectual pursuits, opened his Glossary of the Dorset Dialect with
the statement that: "The Dorset form of folk-speech, 1like other
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English ones, is one of words differing more or less from those of
book English in sundry ways".15 Dialect speech or "folk-speech" was,
by definition, not "literary” or "book English". The written records
of dialects by the amateur dialectologists can therefore be seen to
be inextricably comnected to the belief that all the dialects of
dialect speech constituted a discrete language that was excluded from
the norm or standard of "ordinary English".

From the above, it is clear that the work of Barnmes and Elworthy
was founded upon a linguistic principle of inclusion and exclusion
that separated dialect speech from a written form of language taken
as the standard. Their studies worked by defining dialect speech as
being outside that linguistic norm. Yet in common with other
dialectologists, neither Elworthy nor Barnes provided any precise
definition of the norm that was so crucial to their linguistic
definitions of dialect speech. This omission therefore raises
questions about the basis of their studies. Without a definition of
the language in comparison with which dialect speech was isolated as
a language with its own distinct identity, the linguistic principle
of inclusion and exclusion fundamental to the work of the amateur
dialectologists is severely weakened. Moreover, the wuse of an
undefined language called "literary" or "ordinary English" to isolate
dialect speech, replicates some of the problems Elworthy faced in
attempting to differentiate the dialect of West Somerset from that of
East Somerset.

As suggested earlier, the resort to using a geographical means
of definition did not successfully overcome the specific problem of
dividing a linguistic continuum into separate dialects. Comparison of
different linguistic features could not on its own break that
continuum, since something else was also needed in order to demarcate
different forms of dialect speech. The dispute over geographical
borders both emphasises that theoretical need, and also indicates
that, in practice, divisions in the linguistic continuum were almost
arbitrary. In similar fashion, the widespread definition of dialects
as being outside a linguistic standard of "ordinary/literary" English
risked foundering on the problem of determining a precise borderline,
this time the line being that between dialect speech and the language

taken as the norm. Again, the desire to divide a linguistic continuum
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linguistic continuum could not be easily accomplished. Tony Crowley
in particular has drawn our attention to this, citing many statements
by nineteenth century linguists who realised, dimplicitly or
explicitly, the magnitude of the problem.16 For instance, he refers
us to a statement made in 1891 by a certain John Meikle john that:

if the question is asked, what is a dialect? No scientific
or adequate definition can be given. For all practical
purposes this will suffice. A language is a big djglect,
and a dialect is a little language. (Emphasis added)"’

Despite the abundance of linguistic data about dialect speech
gathered by the English Dialect Society, those studies of dialects
are indeed noticeable for their omission of a "scientific or adequate
definition" of where dialect speech ended and "ordinary/literary"
language began. The implications of this omission need to be stated
clearly if the analysis of dialect speech in Hardy's novels is to
succeed. I will therefore draw conclusions from my comments on non-—
literary records of dialect speech, before indicating the importance
of these findings to a study of Hardy's literary representation of
dialect speech.

In most non-literary studies of dialects in the nineteenth
century, the analysis of the dialect in question is based upon a
theory of linguistic inclusion and exclusion. Without providing a
clear definition of the language taken as the norm, such studies
exclude dialects as being different from the standard of "literary"
English. The basis of the studies is therefore a belief in the
incompatibility of the standard language and the deviant dialect
speech. Although this practice is familiar even to twentieth-century
readers, Meiklejohn's comments indicate that such a division at the
time Hardy wrote his novels could not be easily sustained. In the
absence of a hard and fast definition of what constituted the
standard language, the act of isolating dialect speech was therefore
highly problematic. The linguistic continuum was indeed divided, but
on one side of the divide was a language/dialect posited as the norm,
and on the other was a dialect/language subsequently defined as
abnormal. Therefore the unsupported use of a form of language as the
norm meant that, in effect, the distinction between a language and a

dialect remained unresolved. Furthermore, the consequent arbitrary
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nature of that division of linguistic continuum was a constant threat
to its usage. The inconclusive division of spoken language into a
large language/dialect, against which a dialect/language was defined,
meant that attempts to divide the latter dinto smaller
dialect/languages according to grammatical, lexical, syntactical and
phonetic features were highly unstable.

Once the problematic nature of the linguistic principle of
inclusion/exclusion at the foundation of dialect studies is
recognised, then other means of defining dialects must also be
reviewed. It was shown above that the division of the linguistic
continuum of dialect speech into individual dialects was
intrinsically connected to the imposition of geographical boundaries.
Without this  spatial demarcation, the objective of the
dialectologists could not be realised: the linguistic continuum of
what were seen to be dialectal forms of speech would have remained an
indistinguishable mass of linguistic features. It must also be added
that, without the isolation of dialectal speech forms according to a
linguistic principle of inclusion/exclusion which placed all of them
outside the norm of "literary" English, there would have been no need
to impose those geographical borders. The two means of defining
dialect speech were, therefore, closely comnected in theory and in
practice by the dialectologists, and were crucial to the
identification of dialect speech and individual dialects. It is
therefore possible to consider them as what I will call, modes of
definition: that is, attempts to define the specific identity of
dialects in both geographical and linguistic terms. These modes of
definition intersect in non-literary writings on dialect speech in
the attempt to isolate individual dialects. However, the explicit
conflicts over the precise location of geographical borders between
dialects indicates that, even though the isolation of dialects in
those works was dependent upon these modes of definition, as a means
of conceptualising dialect speech they were in fact far from stable.
This is further confirmed by the problems of using a linguistic
principle of inclusion/exclusion to isolate dialect speech as a
discrete language, without providing a clear identification of the
"literary" or "ordinary" language taken as the norm. The explicit and
implicit contradictions of the isolation of dialects according to
these two modes of definition, therefore require a reconsideration of
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the comparison between Hardy's version of dialect speech, and what
are wusually implied as being objectively accurate non-literary
records of dialects. The problematic nature of the modes of
definition on which the conceptualisation of dialects in non-literary
works was based, has an important bearing on the way the novels

produce the identity of what has come to be known as "Wessex
dialect".

The very term, "Wessex dialect", brings to mind the geographical
definition of dialects wused in non-literary writings. Hardy
correlated topographical details of his novels to make the notion of
this fictional region more consistent for the sixteen volume "Wessex
Edition" of his novels published by Osgood, McIlvaine and Co. in
1895-96.18  The first maps of Hardy's "Wessex" date from 1895, and
one was used for the sixteen volume edition of the novels,
emphasising the geographical identity of the environment in which
many of the narratives take plac:e.19 The addition of the map
suggests, of course, that the region inhabited by Hardy's dialect
speakers is that of southwest England. This has contributed to the
temptation to extrapolate the dialect speech of these characters from
the novels, and compare it to non-literary records of dialects
defined geographically as being spoken in those areas at that time.
The geographical identity of Hardy's "Wessex dialect" is, however,
more complex. The region is related by name to a kingdom of the
Anglo-Saxon heptarchy which, by Hardy's own admission was extinct
long before he began to write the novels, and which could not
therefore be said to demarcate a precise area. Indeed, the exact
borders of the real Anglo-Saxon kingdom of that name changed
considerably during its existence. Furthermore, Hardy's wuse of
fictitious names for some of the towns and villages of this area
whilst keeping actual names for others, emphasises that, as he openly
declared, "Wessex" was a literary invention that was not equivalent
to either the county of Dorset, or to the area covered by the Anglo-
Saxon kingdom of that name.20 This underlines the point that Hardy's
"Wessex dialect" camnot be equated with a real dialect spoken at that
time, and that the geographical identity of this aesthetic version of
dialect speech needs to be approached in a different way. The way in

which Hardy's novels produce a linguistic and a geographical identity
for his characters' dialect speech, opens up the possibility of
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reading the correlation between the means used to represent dialect
speech in the novels, and the modes of definition used to isolate
discrete dialects in non-literary works.

In 1881, Hardy described the methods he used to produce dialect
speech in his novels as follows:

The rule of scrupulously preserving the local idiom,
together with the words which have no synonym among those
in general use, while printing in the ordinary way most of
those local expressions which are but a modified
articulation of words in use elsewhere, is the rule I
usually follow; and it is, I believe, generally recognised
as the best, where every such rule must of necessity be a
comprgTise, more or less unsatisfactory to lovers of
form.

Hardy's open admission that the dialect speech he offered his readers
was an unhappy "compromise", has led critics to emphasise that
Hardy's literary version of dialect is only distantly related to
real dialects. For instance, as noted above, Raymond Chapman talks of
Hardy's use of an "impressionistic system, not always consistent, but
very effective for his purpose", and goes on to consider how Hardy
"makes his rustic characters deviate from standard expectations in
pronunciation, lexis and grammar, and that these deviations are
controlled to give emphasis in particular situations" .22 However,
the distinction between standard and non-standard forms of speech has
to be re—assessed in the light of the problematic use of this
linguistic principle of inclusion/exclusion at the time Hardy wrote
his novels. Chapman's comments, (typical of many of the linguistic
approaches to dialect speech in the novels), bring to mind the way in
which dialectologists contemporary with Hardy produced 1lists of
phonetic, 1lexical, and grammatical features to isolate what they
defined as specific dialects. The "rule" governing the linguistic
representation of dialect speech followed by Hardy because it was
"generally recognised as the best", thus has a close correlation to
the linguistic mode of definition of dialects in non-literary
writings. This would not seem to be surprising, given the status of
the non-literary publications on dialect speech which used this mode
of definition, and which were eventually authorised as a correct and
complete record of dialects by Joseph Wright's dictionary. And yet,
the reading of Hardy's use of this rule of representation which is

15

R




epitomised by Chapman, is seriously flawed. It does not allow for
the internal contradictions found in the dialectologists' use of a
linguistic principle of inclusion/exclusion that set dialect speech
outside the standard.

In Speech in the Novel, Norman Page says of Marty South's use of
language in The Woodlanders:

The language is heightened by emotion but still contains
reminders of the speaker's humble background in the non-
standard forms ('ee, you was). . . . Such reminders of
regional, social and occupational background are used.
however, with notable discretion: they are occasional
signals rather than part of a consistent effort Eg
reproduce the features of non-standard speech in detail.

Page's comments on how Marty's language indicates her social identity
recall Bakhtin's comments on the stratification of the language of
the novel into the discrete socio-political languages of contemporary
everyday life. This would seem to open the way to a reading of the
presence of dialect speech as a discrete language in the language of
the novels according to Bakhtin's theories. However, if such an
analysis is to be of use, then the propositions at the basis of
Bakhtin's theory must be expanded. The identification of Marty's
dialect speech is clearly dependent upon Page's distinction between
"standard" and "non-standard" linguistic forms. Once the unstable

use of such a principle of inclusion/exclusion to define dialects in
non-literary works of the period has been acknowledged, then a new
approach is needed. The question now is, how to read the
representation of dialect speech in the novels, when that
representation produces a version of dialect speech according to
means of definition which were problematic in non-literary writings
of the period?

Like the geographical identity of the dialect speech of the
characters, the linguistic identity of their dialect both urges us to
treat it according to non-literary definitions of dialect speech, and
emphasises that it is a fictitious entity. This is the contradiction
on which many analyses of dialect speech in the novels have
foundered. One possible way forward is to follow Page's assertion

that the "non-standard" forms he isolates as constituting dialect
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speech in Hardy's novels, are "occasional signals rather than part of
a consistent effort to reproduce the features of non-standard speech
in detail". Clearly this distinguishes the novels from the
publications issued by Elworthy, Barnes, and others, since those
dialectologists were undoubtedly intent upon "reproducing in detail”
features of dialects they defined as non-standard. However, the term
"signal" does not convey the complexity of the relationship between
the modes of definition used by those dialectologists to isolate
dialects, and the construction of an identifiable form of dialect
speech in the novels. It suggests that what is described as an
"impressionistic" use of real dialectal features, can be evaluated
through mere comparison with the actual distribution of such features
in the real dialects of the period, as recorded in the non-literary
writings of the dialectologists. Yet the relation between the
aesthetic representation of dialect speech in the novels and the
written representation of dialect speech in non-literary writings is
far more complicated than this. It would be more accurate to say
that the version of dialect speech found in Hardy's novels is a
complex representation of how dialect speech was identified when the
novels were written. That is, it is not a signal of real dialect, but
a sign of the way in which different modes of defining dialects
intersected in the attempts to ascribe specific identities to
dialects at the time Hardy was writing. Thus, for instance, the
version of dialect speech found in the novels reproduces the
intersection of linguistic and geographical modes of definition that
were crucial to the conceptualisation of dialects as discrete
languages. Yet, in non-literary writings, those modes of definition
were already under immense pressure in the construction of the social
and cultural identity of dialect speech. In the non-fictional works
of the amateur dialectologists, the representation of dialects as
discrete languages was destabilised by the internal contradictions
within those modes of definition. It is therefore necessary to
consider to what extent those pressures are also found in the
representation of dialect speech in the novels. More specifically, we
can now ask what the re—presentation of those pressures in a literary

context adds to our understanding of the conceptualisation of dialect
speech at that specific historical moment.
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For such a question to be addressed, a new methodological
framework is required to read the sign of dialect speech in the
novels. The aim is no longer to compare dialect speech in the novels
with what are taken to be real dialects spoken at the time the novels
were written. Instead, the focus is upon the processes involved in
attempts at that time to produce a discrete, but highly problematic
and inherently unstable, identity for dialect speech. This entails
more than the isolation of, for instance, the linguistic or
geographical evidence of the existence of "Wessex dialect". The
language of the novels does not only represent dialect speech: more
importantly, it does so by re-presenting modes of definition of
dialect speech which are found to be contradictory or flawed in other
writings of the period. By way of outlining the implications of this
re—-presentation of unstable modes of definition, and in order to lay
the ground for a new critical theory of how to read such
representations, I will turn next to another means of defining
dialect speech found at the time Hardy wrote the novels. In this
instance, it becomes easier to distinguish the social, cultural, and
the political foundation of the identity ascribed to dialect speech.
I refer, of course, to a mode of definition connected to the
perception of dialect speakers as culturally and politically excluded
from society by virtue of being members of the rural working classes.

Many recent critical analyses of the dialect spoken by Hardy's
"Wessex" characters have directed the reader to the close connections
between dialect speech and class in the second half of the nineteenth
century. These analyses have invariably drawn attention to dialect
speech as being perceived as a marker of social inferiority. Thus
Patricia Ingham argues that it is not possible to consider dialect in
Hardy's novels without being aware of what she calls "the idea of
language as a social index: dialect seen as something which places a
man lower on the social and/or educational scale than one who uses
standard Speech".24 Similarly, Norman Page argues that, in The Mayor
of Casterbridge, the "specialised skills and ummistakable talent"
which "compensate for Farfrae's classlessness" cannot be divorced
from the fact that Farfrae is Scottish, and therefore the language he

speaks does not indicate his social class. According to Page, it was
precisely because Farfrae's speech showed him to be a Scot that Hardy
was able to "bypass the problem of accent as a badge of class
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membership": a problem he was unable to avoid with regard to the
"Wessex" characters.2? This qualifies Ingham's reference to "dialect
as the badge of the outsider“,26 since it emphasises that such
marginalisation, or alienation, was due to the perception of dialect
speech as a sign of social exclusion solely on account of political
ideas of class identity.

The exclusion of dialect speakers because of the associations
between dialect speech and class inferiority, features in the novels
themselves. For instance, Henchard in The Mayor of Casterbridge
underlines the comnection between language and class by forbidding

his daughter to use dialect words, because to do so was to assume the
inferior class status of those who work for the corn-factor.2/ It is
also apparent from contemporary reviews of the novels, that belief in
dialect speech as a sign of class inferiority was shared by Hardy's
readers. In an article in the Saturday Review, shortly after
publication of The Mayor of Casterbridge, it was said of Hardy that:
"his strongest point . . . is his capacity for pourtraying [sic] the
average peasant. . . . The dialect of the agricultural labourer, his
ways of thought, and his mode of speech are alike admirably given."28
The reviewer is clearly commending Hardy for the accuracy of his

representation of dialect, and the claims for that accuracy are high.
The literary version of dialect speech is said to capture the actual
thought processes, as well as the speech, of the "agricultural
labourer". However, an article on Desperate Remedies fifteen years

prior to this, is informative. The review made similar claims for
Hardy's representation of dialect, and it also used the term
"peasant", but in a way which indicates that that term had very
different comnotations from the title "agricultural labourer". In
that article, Hardy is similarly praised for his ability to capture
both the language and mental processes of the dialect speaker, and is
said to possess:

an unusual and very happy facility in catching and fixing
phases of peasant life, in producing for us not the manners
and language only, but the tone of thought - if it can be
dignified by the name of thought - and the simple humour of
consequential wi Sthies and gaping village rustics.
(Emphasis added).

The review of The Mayor of Casterbridge had also concluded that "the
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rustic dialogue, indeed, forms the most, if not the only, amusing
portion of the book". In the above extract, however, it is clearer
that the source of this humour is the belief that the rustic
characters were so inferior as to be incapable of normal thought, and
that dialect speech embodied this sub-human characteristic.

The shared usage of the term "peasant" in these two articles
takes on added significance. Britain had not seen a feudal peasantry
since at least the twelfth century, and the use of the term in the
second half of the nineteenth century is therefore an anachronism.
More importantly, the use of the term in these two reviews
illustrates that it was a pejorative 1label for agricultural
labourers. The term "peasant" indicates the contemporary perception
of the "agricultural labourer" as mentally deficient, linguistically
deviant, and socially and culturally, as well as politically,
inferior. In recognising this, the extent and degree of class
prejudice against dialect speakers should not be underestimated.
Critical comments on the "humour" of Hardy's dialect, and the
"peasantry" it represented, are different only in degree from
comnents made in a review of the 1862 edition of a book entitled The
Dialect of Leeds and Its Neighbourhood, in which it was said of the
author that:

His account of the various Dialects of Yorkshire, as well
as his statements respecting the mammers and customs of its
curious classes and semi-barbarous tribes, are alike
strange and instructive. (Emphasis added).”"

As so many of Hardy's novels show, and contemporary critical
responses to them confirm, dialect speech was considered to be
intrinsically connected to the social and political exclusion of the
rural labourer as an inferior species of humanity.

"Wessex dialect" is, therefore, an explicit sign of the socio-
political identity ascribed to dialect speech at the time Hardy was
writing. The question is how to read this sign of the commection
between dialect speech and class. By far the commonest approach has
been to equate the political exclusion of dialect speakers with the
linguistic exclusion of the language that they speak. The following
comments by Donald Wesling are representative of this approach in his
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claim that:

in setting himself up as a provincial writer whose dialect
passages are intended for metropolitan readers of standard
English, Hardy in his fictional projects repeats the class-
situation of the earliest years of his family life by
transposing it to a ligfuistic situation in the interaction
of created characters.

Wesling quite rightly draws our attention to the link between dialect
speech and class at the time Hardy was writing, and reminds us that
Hardy's upbringing in the small village of Higher Bockhampton would
have made him all too aware of class prejudice against those who
spoke dialect. However, this approach to "Wessex dialect" as a sign
of the class identity of dialect speech is limited in its scope.

By simply equating the linguistic and political principles of
inclusion/exclusion which were widely accepted at that time, this
approach omits to question the means by which the social and cultural
identity of dialect speech was produced. In order to redress this
omission, it is necessary to recognise that the linguistic and
political principles of inclusion/exclusion are in fact modes of
definition of dialect speech. The widespread acceptance of the
conceptualisation of dialect speech as a discrete language according
to those two principles camnot be doubted. Yet this does not mean
that the identity of dialect speech they produced was infallible.
Indeed, I want to argue that, as an explicit sign of the combination
of these two modes of definition, Hardy's "Wessex dialect" indicates
that their  intersection produced a  highly contradictory
conceptualisation of dialect speech. Hardy's literary version of
dialect speech is not only a sign of the accepted use of linguistic
and socio-political modes of definition in order to isolate dialects:
it is also a sign that re-presents the intersection of those modes of
definition in a way that fractures, as well as sustains, the social,
cultural and political identity of dialect speech. Closer examination
of "Wessex dialect" as a sign of how the identity of dialect speech
was produced, causes us to re-think the politics of the non-literary

definition and representation of dialect speech as a discrete
language.

21



Hardy was extremely sensitive to the allegation that he spoke
dialect as a child. Norman Page writes that in Hardy's personal
edition of F.A. Hedgecock's early biography Thomas Hardy: penseur et
artiste, there is the following annotation in Hardy's hand alongside
such a claim: "He knew the dialect, but did not speak it - it was not

spoken in his mother's house, but only when necessary to the
cottagers, and by his father to his workmen, "32 Hardy was obviously
aware of the conmnections made between the 1linguistic and socio-
political definition of dialect speech by his contemporary readers,
connections to be reiterated by later critics of his novels such as
Wesling. But it should not be forgotten that, despite the dominant
perception of dialects, dialect speech was still very important to
Hardy. In 1892, he told an interviewer from The Pall Mall Gazette:

All that I know about our Dorset labourers I gathered from
living in the country as a child and from thoroughly
knowing their dialect. You cammot get at the labourer
otherwise 3 Dialect is the only pass—key to anything like
intimacy.

The distinction Hardy draws in this interview between "our language"
and "their dialect", reminds us that he was continually at pains to
distance himself from the low social status of the agricultural
labourers he knew from his childhood and depicted in his novels, and
that he believed language to be an effective means of accomplishing
this, However, it is also clear that Hardy prized a knowledge of
dialect speech, since it was the very "pass—key" to the intimate
knowledge of the rural way of life on which the phenomenal success of
his novels was based. Moreover, his essay entitled "The Dorsetshire
Labourer" spells out a consistent theme of his representation of the
rural labourers in his novels: that they were people with an
integrity that belied the common perception and representation of
them as uncivilised. Rural working class identity is far from being
portrayed as negative in Hardy's novels, and Angel Clare is exemplary
in his enforced change of opinion about the rural labourers during
his stay at "Talbothays Dairy" in Tess of the d'Urbervilles. It is
significant, however, that Hardy's esteem for the rural commnities
that he knew as a child, also extended to respect for the dialect
speech that was presumed to confirm the cultural and class

inferiority of its speakers.
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In his interview with The Pall Mall Gazette in which he referred
to dialect as "the only pass—key to anything like intimacy" with the
labourer. Hardy went on to say:

I would not preserve dialect in its entirety, but I would
extract from each dialect those words that have mno
equivalent in standard English and then use them; they
would be most valuable, and our language would be greatly
enriched thereby. (Emphasis added)””

Hardy not only considered dialect speech to be a useful means of
access to those on whom his fictional characters were undoubtedly
based: he also believed it to be of intrinsic linguistic importance.
Whilst his comments do retain the notion of dialect speech as being
distinct from "standard English", it is clear that he considered
certain dialect terms should be included in, and not excluded from,
that standard. This necessarily complicates the linguistic principle
of inclusion/exclusion that was commonly used to define dialect
speech, since Hardy makes dialects of actual value to the "standard"
of "ordinary" or "literary" English against which they were defined.
Moreover, by extension, it also places considerable pressure on the
status of dialect speech as an ideologically-loaded sign of social
and cultural, as well as linguistic, inferiority. The value attached
to the language spoken by those marginalised groups is in conflict
with their political standing in society. This conflict is indeed
underlined by another aspect of Hardy's dialect—-speaking characters.

The "peasantry" of "Wessex", whose dialect speech was considered
to represent a socially inferior and politically excluded class of
people, were also said to represent a way of life that was believed
to be of historical and cultural importance to the idea of a national
English identity. Thus, for instance, Edward Wright in an article
called "The Novels of Thomas Hardy", in The Quarterly Review of April
1904, told his readers that:

Mr Hardy is a true enough observer to depict many a
charming group of rustics with that joie de vivre which,
whatever may be said to the contrary, is still to be found
in this country. Interpreting everything in terms of his
own profound melancholy, he tries to explain that the more
humble classes are alone sufficiently ignorant of the real
conditions of life to be persistently cheerful; but though
this philosophy is false, he is loyal to facts. The truth
is that 'Merry England' is a land that still exists, though
hidden for some centuries in obscurity. The English are a
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spirited people, sentimental and yet humorous at heart.
The aristocratic morgue of the uppermost social strata, the
puritanic rigour which still keeps many of the middle and
lower-middle classes somewhat s%q)r of mind, are alike
foreign to the genius of the race.

More recently, the role accorded by certain critics to Hardy's
dialect-speaking peasants as representatives of quintessential
English wvalues, is an dimplicit feature of Margaret Drabble's
statement that: "There is a strong sense of nostalgia in some of his
work, a strain characteristic of the regional novel: it has a right
to be there, for Hardy was well aware that on one level he was
recording a dying England, dying customs, vanishing landscapes,"
(emphasis added).36

The sign of dialect speech in the novels is therefore internally
contradictory. Not only were the speakers of dialect seen as both
socially inferior, and as representing what was considered to be a
valued aspect of English heritage; their speech was also seen by
Hardy as both outside the standard or norm, and as being of
particular value to "literary" or "ordinary" English taken as that
linguistic norm. With dialect speech on both sides of the linguistic
divide, the identity ascribed to dialect speech according to the
linguistic principle of inclusion/exclusion is undermined. Indeed,
such internal conflicts within the linguistic identity of dialect
also threaten to collapse the viability of the political principle of
inclusion/exclusion so closely associated with the dialect
speech/standard English opposition. Yet, Hardy was not alone in
claiming that dialect speech was of value to the norm against which
it was defined. The internal contradictions of the sign of dialect
speech in his novels point to similar problems in the representation
and definition of dialect speech in other texts.

In a letter to the philologist Walter Skeat, George Eliot said
of her use of dialect speech in her novels:

It must be borne in mind that my inclination to be as close
as I could to the rendering of dialect, both in words and
spelling, was constantly checked by the artistic duty of
being generally intelligible. . . .

It is a just demand that art should keep clear of such
specialities as would make it a puzzle for the larger part
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of its public; still, one is not bound to respect the lazy
obtuseness or snobbish ignorance of people who do not care

to know more of their native tongu%.]than the vocabulary of
the drawing-room and the newspaper.

Eliot shows at least one affinity with Hardy, in that both novelists
were constantly criticised for their literary representation of
dialect speech, by readers who had difficulty in understanding some
of the conversations between characters in the novels. Her concern to
adhere to what she calls the "artistic duty of being generally
intelligible" to her readers in her representation of dialect speech,
brings to mind Wesling's statement that Hardy "[set] himself up as a
provincial writer whose dialect passages [were] intended for
metropolitan readers of standard English". Of even greater
significance, however, is Eliot's evident belief that her literary
representation of dialect speech was of value to her readers. In
similar fashion to Hardy's later comments, she also argues that a
knowledge of dialect speech could counteract their "snobbish
ignorance" by educating them about the language they used every day.
It is implicit in these comments that not only was dialect speech a
means of knowledge about the language of Eliot's readers, but it was
also considered by her to be within the delimitations of what
constituted their "native tongue". Eliot and Hardy therefore both
believed dialect terms were not only of intrinsic value, but also
that a knowledge of them was benefical to an understanding of the
supposed linguistic norm against which they were customarily defined.
In each case, their comments contradict the use of the linguistic
principle of inclusion/exclusion upon which the identity of dialect
was founded, by emphasising that dialect was closely connected to, or
even an element within, that linguistic norm,

It might at this point be argued that Hardy and Eliot were
concerned exclusively with the representation of dialect speech in
literary works, and were therefore subject to specific constraints of
"artistic duty". However, comments made in non-literary works on
dialect speech also place similar pressures on the linguistic and
political principles of inclusion/exclusion that were used to define
dialects. Indeed, Eliot's 1letter to Skeat, from which the above
extract was taken, stresses the close commection between literary and
non-literary representations of dialect speech during the second half
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of the nineteenth century. Skeat himself quoted from that letter in
his "Introduction" to a special edition for the English Dialect
Society in 1877, in which he compiled a complete bibliography of
works on English dialects, in order to emphasise the importance of a
good knowledge of dialect speech. The significance of Eliot's letter
in this context is that it was used by Skeat to support claims, by
members of the English Dialect Society, that dialect speech was of
linguistic value, and that it was therefore of the utmost importance
to study and record dialects. This was a motive behind the work of
many of the dialectologists of the period. Yet, in ascribing
linguistic value to a form of speech defined by them as outside the
linguistic norm, and which was widely perceived to belong to the
working classes, the amateur dialectologists allowed conflicts and
contradictions into the theory and practice of recording dialect
speech. In testifying to the importance of studying dialects, their
non-literary representations of dialects also put pressure on the
political and linguistic principles of inclusion/exclusion with which
they defined their object of study.

In the opening statement of his study of the dialect of West
Somerset in 1875, Elworthy complained:

practical information is hard to get, except by those who
are actually living amongst the people and with whom they
feel at home. The peasantry, who are the true repositories
of verbal treasures, are shy, and not easily drawn out by
anyone they look upon as a jin'l-mun. Any attempt from a
stranger ... to extract information from a real native. is
at once to cause Hodge to become like his namesake, and to
effectually shut himself up in an impenetrable shell of
company manners, and awkward mimiggy of what he supposes to
be jin-l-voaks wai -of spai‘kin.

Elworthy's search for "practical information" about the grammar.
vocabulary and pronunciation of that dialect was clearly a
frustrating one. The people who spoke the dialect were only too well
aware that to use dialect speech was effectively to brand themselves
as members of a politically inferior class. Consequently, they
disguised their dialect when addressing a stranger by attempting to
imitate the way in which "jinl-voaks" were thought to talk. This
confirms the widespread identification of dialect as a sign of class
inferiority. The comments bring to mind Hardy's portrayal of
characters such as Elizabeth-Jane Henchard, who deliberately
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attempted to replace her dialect speech with what she was told by her
father was a way of speaking more appropriate to the socially
elevated ©position of the Mayor's daughter. Moreover, the
dialectologist's allusion to those who spoke the dialect as "the
peasantry” also recalls comments made by reviewers of Hardy's novels
about the dialect-speaking "peasants" of "Wessex". Elworthy himself
clearly did not dispute the low social status attached to the people
he turned to for evidence of the specific identity of the dialect of
West Somerset. Indeed, his use of the term "peasantry" in a non-
literary account of dialect speech that purported to be objective,
suggests that dialectologists endorsed the perception of dialect
speakers as belonging to an inferior class — a perception carried by
the pejorative connotations of that particular label. However, there
are contradictions in Elworthy's comments.

Despite considering dialect speakers to be socially and
culturally inferior, Elworthy persisted in his attempts to record the
dialect speech. This was because, along with the other
dialectologists addressed by Skeats' introduction to his catalogue of
works on dialects, Elworthy was convinced that dialect speech was of
actual linguistic value. Indeed, his comments emulate those cited
earlier by Eliot and Hardy. He defines dialect speech as being
excluded from the linguistic norm, and he refers to dialect speakers
as "peasants"; but at the same time, he also prizes features of the

dialect in question as "verbal treasures", and he values those who
speak it as the "true repositories" of, and the only means of access
to, those linguistically valuable features. In similar fashion, it is
clear from Hardy's comments that he was both aware of the stigma
attached to dialect speech as a marker of class, and was consequently
keen to avoid being labelled as a dialect speaker; but at the same
time, he valued his knowledge of dialect speech. He believed that
knowledge of dialect speech to be beneficial to the linguistic norm
of "literary" or "ordinary" English, and he also valued its working
class speakers who served as the model for his representation of
rural commmities. In turn, those characters and their dialectal
speech, were both denounced as representatives of political and
linguistic inferiority by the reviewers of the novels, and acclaimed
by them as the basis of the extraordinary popularity of those works.
The representation of the inhabitants of "Wessex", and in particular
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the sign of their dialect speech found in the novels, therefore
displays explicitly contradictions about the cultural and socio-
political value of dialects and their speakers in non-literary works
of the period.

Contradictions of this kind indicate that the definition and
written representation of dialect speech according to a linguistic
and political principle of inculsion/exclusion was far less stable
than has been thought. The conventional understanding of how dialect
speech was defined and conceptualised is problematised by the sign of
"Wessex dialect" in the novels: more importantly, that conventional
conceptualisation of dialect speech is riven with contradictions even
in non-literary writings. The sign of dialect speech in the novels is
therefore very complex. It is difficult to consider dialect speech as
a discrete language within the language of the novels without an
understanding of the process of representation involved, and of the
contradictions within that process. In order to read the complexity
of the sign of dialect speech in Hardy's novels, I have referred to
"modes of definition": these are the means of producing the identity
of dialect speech at the time Hardy was writing. The modes of
definition are present in other works of the period, but are re-
presented in the language of the novels in a way that foregrounds the
contradictory nature of the conceptualisations of dialect speech in
non-literary publications. In Chapter One of the thesis, I take that
analysis further; in particular, I replace a theory of modes of
definition with a more sophisticated and elastic theory of how, what
I will call discourses of representation in the language of Hardy's

novels, construct the sign of dialect speech.

The need for a theoretical change in the conceptualisation of
the means used to define and represent dialect speech, is underlined
by the above analysis of the linguistic and political principles of
inclusion/exclusion on which the identity of dialect speech was
based. These principles of inclusion/exclusion were the foundation of
what have been referred to as linguistic and socio—political modes of
definition. However, a "mode" is something univocal, like a rule; it
suggests that the definition of dialect speech was regulated
according to rigid and unalterable criteria. The use of that term
does not make it sufficiently apparent that those rules or criteria
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proved to be mutually and internally contradictory, and that they
produced a highly unstable identity for dialect speech. What is
required is a term which permits such dynamism within the definitions
of dialect speech, and which can recognise plurality and
contradictions in the way dialect speech was conceptualised. By
referring to discourses of representation in the language of Hardy's
novels, it is possible to begin to analyse the identity of dialect
speech as the product of a social process of construction.

The term "discourse" is more suggestive of the fact that, in
considering dialect speech in the novels, what we are really dealing
with is a sign that was produced by contemporary ways of talking
about dialect speech. Those ways of talking about dialects defined,
as well as represented, the social and cultural identity of dialect
speech. But that identity is complex, and this is because it is the
product of plural and variant ways of conceptualising dialect speech.
Thus, the linguistic identity of dialects is just one among many,
including for example, geographical and socio-political identities.
Each of these is the product of the different ways in which dialect
speech was conceptualised or spoken about. The term discourse is
therefore more appropriate for a close analysis of that process of
representation. It suggests a form of speech, or a language, that is
used both to refer to, and to define, a concept or phenomenon. It
comes closer than mode to emphasising that what we are considering,
are ways of talking about dialect speech, and these are found in
literary and non-literary works of the period as common means of
conceptualising the identity of dialect speech as a discrete
language. However, it is also the representation of dialect speech
which forms the focus of this reading of the novels: in other words,
the very process by which those discourses construct a social and
cultural identity for dialect speech.

In the first chapter of the thesis, I look more closely at
"Wessex dialect" in comparison to the versions of dialects found in
non-literary writings of the period, in order to provide further
evidence for these propositions. The aim is not only to substantiate
a methodological framework based on analysis of discourses in the
language of the novels, but also to show how this approach
reformulates Bakhtin's theory of stratified languages, both within
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the language of the Novel, and the national language of the society
to which that literary form belongs. My reading of the novels does
not approach the written representation of dialect speech within and
outside the novels as a discrete language in its own right. Rather,
it sees dialect speech as a highly complex sign of what that specific
society conceptualised as a language distinct from the perceived
linguistic norm of "ordinary" or "literary" English. My extrapolation
of dialect speech from the language of the novels is, therefore,
primarily in order to analyse the discourses of representation that

produced the sign of a language excluded from the linguistic norm.

Those discourses can only be isolated in theory. In practice,
they are not only intrinsically connected to the production of the
sign of dialect speech as a discrete language: more importantly, the
very aim of representing a language as being outside the perceived
linguistic norm, places those discourses under such pressure in the
non-literary records of dialects, that they become internally and
mutually contradictory. For instance, as we have seen, the
dialectologists' definition of dialects was based on the notion that
they were outside the linguistic norm of "literary" or "ordinary"
English. That in itself is problematic, since the dialectologists did
not provide a clear definition of the language taken as the norm.
However, this definition is also destabilised by their assertion
that dialects should be recorded in detail, because they were
actually valuable to the language from which they were, by
definition, excluded. Similarly, the widespread use of a political
principle of inclusion/exclusion led to inferior class status being
conferred upon dialect speakers, resulting in their speech being
perceived as a sign of social and political exclusion. Whilst this
principle is recognised by the dialectologists, and appears to lend
support to the notion that dialect speech was a language outside the

linguistic norm, at the same time the dialectologists elevated that

sign of rural working class identity to a "verbal treasure", that was

to be protected as something of value to the national language.

The relation between dialect speech and "literary" or "ordinary"
English constructed by the discourses of representation in non-
literary writings, is therefore highly strained, This is due to the

conflicts within and between the discourses that produce that sign of
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dialect speech. In Hardy's novels, moreover, those discourses are
placed under even greater pressure, through their re-presentation in
the language of narratives that deal openly with the social,
cultural, and political identity of the rural working classes. Here,
contradictions are explicit. Thus, for instance, it has already been
noted that Hardy recognised that dialect speech was a potent sign of
working class identity, and that this was in conflict with his belief
that the same dialect speech was also of value to the national
language of the society that excluded the working classes on
political and cultural grounds. This conflict is also present in the
novels., Here we find dialect speech both as a marker of political
exclusion, and as an element within the customs and traditions of
rural communities, which served as the major attraction to Hardy's
readers, and which were seen as culturally valuable to that society's

concept of English identity.

I will argue therefore, that in Hardy's novels, the sign of
dialect speech as a discrete language, is placed explicitly at the
point of conflict between the social and cultural importance of
people and practices, which were also politically excluded from that
society by being perceived as inferior and outside the norm. By
representing the class identity of dialect speakers, and by
emphasising this through making class prejudice an intrinsic element
of his narratives, Hardy thus gives an overt political dimension to
the conflicts within, and between, the social discourses that
produced the sign of dialect speech as a discrete language. Through
isolating and analysing these discourses, I relate the representation
of dialect speech in Hardy's novels as a sign of a language outside
the perceived linguistic norm, to V. N. Voloshinov's claim that "the

word is the ideological phenomenon par excellence," (Voloshinov's

em.phasis).39 Words are the focus of this representation of dialect
speech, and the language that produces that representation is also
under consideration. Analysis of the discourses that construct the
sign of dialect speech in Hardy's novels not only shows that sign to
be highly problematic: more importantly, it also emphasises that the
language of Hardy's novels which re-presents those discourses, is the
site of that society's ideological and political struggle over the

relation between language, and social and cultural identity.
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Chapter One of the thesis is, therefore, given over to the
development of the theoretical framework necessary to read discourses
at work within the language of Hardy's novels. This is concluded by
showing how such an approach reveals the language of Hardy's novels
to open up a radical critique of the definition and representation of
dialect speech at the time he was writing. The thesis then goes on to
argue that this discursive reading of the politics of the language of
Hardy's novels in relation to dialect speech, produces a methodology
that can be applied in particular to the politics of language in Tess
of the d'Urbervilles and Jude the Obscure. Thus, in Chapter Two, the
theory of discourses of representation at work within the language of

the novels, is taken over in order to read the politics of the crisis
of linguistic, social and cultural representation found in the
narrative and language of Tess of the d'Ubervilles. Tess Durbeyfield
is said to "speak two languages: dialect and . . . ordinary
English"40, and yet the events and the conclusion of the narrative of

her life produce a crisis within this novel that asks serious
questions about the ability to appropriate the means of
representation of one's social, cultural, and ultimately, political
identity. The methodological framework for the discursive reading of
the language of Hardy's novels, broached here in the Introduction and
developed in full detail in Chapter One, is taken further to consider
how the language of Tess of the d'Urbervilles engages with the
politics of that crisis of representation. This permits a new
reading of Tess of the d'Urbervilles, in the context of Tess
Durbeyfield's struggle against social and cultural exclusion. I argue

that the eventual expulsion of Tess, as a sacrificial offering at
Stonehenge, results from the enormous strain placed on the narrative
by Tess's inability to re-present, or re—-tell, her experiences.
Whilst this eventual portrayal of Tess as victim indicates the
novel's failure to come to terms with the politics of Tess' sexual
identity, it does underline the novel's attempt to engage with the
politics of representations of social and cultural identity. Using
the methodology developed earlier in the thesis, I go on to indicate
how, in the context of this narrative, discourses that were bound up
with the representation of the ideological status of the rural
labourer, become highly problematic, opening up a severe indictment
of political implications of their social currency. In the second
part of the thesis, the new critical theory of discourses is directed
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to the re-presentation in Hardy's novelistic language, of an
ideologically valued and politically potent sign of "literary
language" as the linguistic norm of that society.

1871, the year in which Hardy's first novel was published, saw
the establishment of a nationwide education system with the passing
of the Elementary Education Act. By 1896, when Hardy decided to

abandon novel writing after Jude the Obscure, the teaching of

literary extracts as exemplar of "ordinary" or "standard" English had
become the norm in the new elementary schools.41 With reference to
contemporary debates about the teaching of English language in the
new education system, in Chapter Three I explore the issues of
national and cultural identity dimplicit in the representation of
literary language as the national language. In Chapter Four, I use

that foundation to produce a detailed analysis of Jude the Obscure.

concentrating upon the novel's re-presentation of discourses that
were bound up with the representation of literary language as the

national language. Through comparison with Tess of the d'Urbervilles,

and using the theory of discourses outlined earlier in the thesis., I

argue that the language of Jude the Obscure provides a political

critique of the construction of "literary language" as the sign of
"ordinary" or "standard" English. Central to this argument is the
novel's representation of split labour. Jude's manual labour as a
stonemason is consistently seen by him as subordinate to his labour
to acquire a knowledge of Latin and Greek through the literary
classics, and a similar labour upon the newly established classics of
English Literature, in order to appropriate the language he is
persuaded will gain him access to Christminster University. In its
uncompromising representation of the continued exclusion of Jude
Fawley from the University on the grounds of his working class
identity, Hardy's novel clearly develops a far-reaching indictment of
an education system that was, all too often. preserved as the right
of the wealthy ruling classes. But a discursive reading of Jude the
Obscure shows the novel's re—-presentation of literary language to be
wider-reaching. Hardy's representation of Jude's division of labour,
in order to attempt to gain access to Christminster, focuses upon the
University as the site of production and reproduction of a socially
and culturally privileged, literary language of education. Despite

critical attempts to equate Christminster with the universities of
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Oxford or Cambridge, the novel is concerned more with the general
social construction of literary language as a sign of the national
language, at the time of working class efforts to appropriate a
language of social and political representation. The thesis concludes
that the texture of discourses of representation within the language
of Tess of the d'Urbervilles and Jude the Obscure, providés a

historically and culturally specific critique of the politics of
definition, and representation, of both dialect speech and the
national language.



CHAPTER ONE

FOLK-SPEECH, BOOK ENGLISH, AND LINGUISTIC PUZZLES

It is sometimes extremely important to expose some familiar and
seemingly already well-studied phenomenon to fresh illumination by
reformulating it as a problem, i.e.. to illuminate new aspects of it
with the aid of a set of questions that have a special bearing upon
it. . . . In the course of such a reformulation of a problem, it may
turn out that what had appeared to be a limited and secondary
pnenomenon actually has meaning of fundamental importance for the
whole field of study. An apt posing of a problem can make the
phenomenon under scrutiny reveal the methodological potentialities

embedded H? it. (V. N. Voloshinov, Marxism and the Philosophy of
Language).

1. Introduction

The aim of this chapter is to analyse in detail the
representation of dialect speech in Hardy's novels. As such, its
focus is a subject that is, to use Voloshinov's words, a "familiar
and seemingly already well-studied phenomenon". The dialect speech of
Hardy's "Wessex" characters has been the subject of many critical
studies. Reviewers writing at the time Hardy first published his
novels, draw attention to his use of dialect speech, in order to
praise its role in what they believed to be the accuracy of Hardy's
portrayal of rural communities, or to chastise Hardy for using forms
of language that were considered to be foreign to his readers. More
recently, this debate has been extended in a slightly different
direction. Critics have made implicit or explicit reference to
dialects actually spoken at the time Hardy was writing his novels of
rural life in an attempt to evaluate the fidelity of his
representation of dialect speech. To this end, comparisons are often
made between features of "Wessex dialect" and contemporary records of
dialects produced by amateur dialectologists such as Hardy's friend
William Barnes, and members of the English Dialect Society.
Consequently, Hardy's literary representation of dialect speech is
nearly always judged against, and therefore subordinated to, non-

literary versions of dialects that are instituted by the critics as
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unquestionable objective accounts of dialect speech. This methodology
requires revision if the significance of Hardy's representation of
dialect speech is to be realised.

In this chapter I will argue that contradictions within the non-
literary recordings of dialects mean that Hardy's representation of
dialect speech camnot be judged or deciphered by being read back on
to "authentic" dialect speech. It has already been indicated in the
Introduction that the common approach to Hardy's "Wessex dialect" is
made difficult by the considerable practical and theoretical
difficulties evident in the definition of dialects in the non-
literary works of this time. Indeed, it is only when the non-literary
definition and representation of dialects are recognised as
problematic that questions can be asked which reveal the
"methodological potentialities" of dialect speech in the novels. In
particular, by focusing upon the sign of dialect speech in the novels
as a complex re-presentation of means of conceptualising dialect
speech that were already unstable in non-literary works, I will
indicate how "Wessex dialect" provides a political critique of the
definition and representation of dialect speech at the time Hardy was
writing. It is therefore necessary to begin by looking more closely
at non-literary records of dialects during this period.

2. A True Representation of Dialect

Throughout his two papers on the dialect of West Somerset,
Frederic Elworthy's detailed exposition of its grammar, vocabulary
and pronunciation is derived from comparison with an implicit
linguistic norm, referred to indiscriminately as "the Queen's",
"received", "ordinary", "common", or "literary" English. This
combination of various names to designate a linguistic norm so
crucial to his work, reveals significant contradictions.
Paradoxically, Elworthy can be seen to equate the "Queen's English"
with "ordinary" or common language in order to isolate as a discrete
entity a dialect which was spoken by ordinary or common people. More
important, however, is the contradiction in his use of a literary,
that is written, form as the standard against which a language that
existed only in a spoken form was to be measured. In order to
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understand the implications of these methodological premises, it is
necessary to give more attention to the way -contemporary
dialectologists such as Elworthy employed various means of
identifying dialect speech. More specifically, this inquiry needs to
take account of the context in which those criteria were used, often
in the complete absence of a specific definition of the type of
written language taken as the norm.

The major problem confronting dialectologists of this period was
precisely the issue of how to produce a written representation of
spoken dialects. In the first of his two studies, published in 1875,
Elworthy printed what he called "Classified Lists of Words to
Illustrate West Somersetshire Pronunciation", in order to show the
"peculiar and phonetic structure of the dialect".? Since the dialect
in question had no recognised orthography, this necessitated the use
of a means of reproducing the sounds for the reader, and Elworthy
therefore employed Alexander Ellis' complicated "Glossic System" of
phonetics. Yet, the very use of a phonetic system caused problems for
Elworthy, and others who wished to record the findings of their
studies. For instance, despite providing Ellis' complete key to this
system of spelling, Elworthy betrayed reservations about the reaction
of the "general reader" to the use of "an orthography which may
appear a little strange to unaccustomed eyes."3 It is also
significant that, as early as 1870, the Philological Society had felt
sufficiently uneasy about the problem of representing dialect speech
in a written form to abstain publicly from recommending any one
system, in spite of pressure from Ellis that the Society should adopt
his own method. Indeed, as President of the Philological Society,
James Murray - the first editor of the New/Oxford English Dictionary
- claimed in 1880 that he could no longer support Ellis' scheme,4

further underlining the problems of finding an acceptable form of
writing dialect speech. Joseph Wright did not use any known model of
phonetic transcription in writing his dictionary, but considered it
"advisable to devise a plain and simple phonetic alphabet to
represent the approximate pronunciation” of dialect words.?

There were then considerable obstacles to be overcome before
dialectologists could even begin their analyses of dialects. Yet the
absence of a reliable phonetic system was not the only difficulty
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facing those who studied dialect speech. In Elworthy's case, for
instance, the actual mechanics of Ellis's system were not the least
of his problems. After reproducing for his readers the key to the
phonetic transcription of the dialect in question, he went on to make
the following extraordinary confession about the methods used to
allot the Glossic letters to the dialect sounds:

Having previously arranged the words in groups, according
to their vowels, each word was pronounced by me to Mr.
Ellis, often many times, in an examination extending over
five days, and he assigned the vowels as well as he could.

From this it is evident that not only did Elworthy have to struggle
to overcome the considerable difficulties he had already outlined as
confronting anyone who wished to gather "practical information" about
the pronunciation of the dialect by its native speakers. Once this
was accomplished, he then had the job of memorising the sounds and
perfecting their exact pronunciation in order to imitate them later
in front of Ellis, so that he could then transcribe them according to
his system. This remarkable method of analysis casts further doubt on
the validity of a system of phonetic representation which was not
only awkward, but which also relied so heavily upon its inventor that
a recognised analyst of dialect speech did not consider himself
sufficiently qualified to use it on his own. More importantly,
serious questions about the accuracy of non-literary records of
dialect speech are emphasised by Elworthy's inability to use the
phonetic system of his choice, and Ellis' dependency upon an
imitation of the dialect sounds by a self-confessed non—speaker of
the dialect. These two points alone should cast doubt upon the
supposed scientific objectivity of Elworthy's work. Yet his study
does more than reveal the practical problems of attempting an
analysis of dialect speech, which necessarily entailed the written
representation of speech forms that had no recognised orthography.
Elworthy's work is also exemplary of serious flaws within the
theoretical premise of defining dialects as being outside the
linguistic norm of a written language.

By Elworthy's own admission, the production of his "Lists of
Pronunciation" depended upon a comparison of "only those words ...
which are common to both the literary and dialectal languages",
(emphasis added).7 His evidence of the "peculiar phonetic structure
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of the dialect" therefore struggled to accommodate any dialect word
that had no corresponding "literary" equivalent. This is a proviso
that has serious implications, since it must perforce limit the
breadth of scope of Elworthy's comparison of "literary and dialectal
languages". Yet this is not the only defect apparent in the use of a
literary/dialectal opposition as the foundation of a study of dialect
speech. This can be seen in the second part of his analysis, where
Elworthy used the same principle of opposition to delineate the
grammatical rules of the dialect. He preceded his findings with the
extraordinary statement that:

It should be borne in mind that when positive general rules
are laid down as invariable, they are only intended to
apply to the dialect pure and unadulterated - a stranger
coming among the people would at once hear all _the rules
broken, in the "fine" sentences addressed to him.

This reintroduces the difficulty of gathering "practical information™
about a dialect when it was recognised even by those who spoke it
that their speech was perceived as a "badge" of their low social
status. Elworthy's statement warns that any stranger coming to the
region would be unable to test the accuracy of his findings, since
the inhabitants would not speak what the expert author of the study
defined, and represented, as the true dialect. This entails the
reader placing enormous trust in Elworthy's objectivity as an analyst
of dialect speech. Indeed, he sought to reassure his readers that
"long experience enables the writer to maintain with confidence all
that is here put forward" .9 Despite this assertion, however, we
camnot disregard the discrepancy between the version of the dialect
represented (with difficulty) on the written page, and the actual
dialect speech that would be heard by "a stranger coming among the
people". The admission of a difference between the two indicates
important flaws din the theory behind the definition and
representation of dialect speech according to a principle of
opposition between literary and dialectal languages.

The means used by Elworthy to justify his account of the
grammatical rules of the dialect bear a close resemblance to Hardy's
assertion that he knew the Dorset labourers' dialect, but did not
actually speak it himself, In keeping to the assertion that he was a
non-speaker of dialect, Hardy emphasised that his literary version of
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dialect speech could not be seen as authentic, but was a literary
construct. It is of great interest therefore, to see Elworthy
admitting that the use of "positive general rules" to record dialect
actually led him to create a "pure and unadulterated" version of the
dialect; in other words, a construct that did not equate to the
authentic dialect of West Somerset. Of far greater significance,
however, is the fact that Elworthy persisted in making this construct
of dialect speech the subject of his inquiry. Elworthy's study of a
dialect closely associated with novels by Hardy written at about the
same time (Far from the Madding Crowd and The Return of the Native
correspond to the dates of publication of Elworthy's two studies),

thus emphasises many problems concerning the objectivity of non-
literary records of dialects. Dialects were not only isolated in
relation to a form of written language that was not itself defined.
In addition, the definition and representation of a dialect through
comparison with "literary", "ordinary" or "common" English could, as
in Elworthy's case, lead to an artificial construct of dialect being
placed as the focus of the inquiry.

When the practical and theoretical difficulties caused by the
use of the linguistic principle of inclusion/exclusion are
recognised, other problematic features of the non-literary
representation and definition of dialects come to the fore. Thus for
instance, it was noted in the Introduction that disputes between
dialectologists over the precise location of geographical borders
between dialects masked a point of even greater controversy. Since
such geographical distinctions between dialects were ultimately
subordinate to the definition of dialect speech that placed all
dialects outside the undefined linguistic norm, any doubt over the
validity of that principle of definition had serious ramifications.
To take again, as an example, Elworthy's analysis of the dialect of
West Somerset, it will be remembered that, above all, Elworthy wished
to distinguish between dialects in the eastern and western parts of
the county. By his own admission, however, the linguistic features he
ascribed to the dialect of West Somerset were only in_theory
restricted to the area west of the Quantock Hills. In other words,
his combination of linguistic and geographical principles of
inclusion/exclusion does place a version of dialect as the object of
his study: but with the result that that version of the dialect is a
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"pure and unadulterated"” construct, which his readers would not
encounter if they were to visit that area.

In the light of the problematic results of the use of these
means of defining and representing dialects in non-literary works,
one is reminded of the accusations against Hardy. By his own
admission, the dialect speech in his novels was not real dialect, but
"a compromise, more or less satisfactory to the lovers of form."10
Similarly, by his own admission, Elworthy's version of the dialect of
West Somerset was also a construct that did not equate to the real
dialect. Yet this is not to say that the versions of dialect speech
found in Hardy's novels are of the same standing as those found in
non-literary works. Whilst Hardy was accused of producing
incomprehensible forms of language, or inconsistent and inaccurate
records of dialect speech, it is rare for anyone to question the
basis, let alone the result, of the dialectologists' use of a
seriously flawed linguistic principle of inclusion/exclusion. Most
importantly, however, Hardy's "Wessex speech" differs from non-
literary versions of dialects, in so far as it can be seen to set up
a critique of the means of definition and representation that these
constructs of dialect speech share in common. Fortunately, there is a
convenient means of drawing out the specific identity of the version
of "Wessex dialect"” in the novels as related to, but also radically
different from, non-literary representations of dialect speech. This
can be accomplished through a comparison of "Wessex dialect” in
Hardy's novels with what his close friend, William Barmes, believed

to be the non-literary representation of Dorset dialect in his own

writings.
Born in 1801 in the Vale of Blakemore - a name familiar to
readers of Tess of the d'Urbervilles - Barnes' reputation as a

dialectologist derived mainly from his many editions of poetry in the
Dorset dialect from 1844 onwards. He was, however, also highly
regarded by specialists of language study due to his philological
studies of that dialect and his command of several foreign languages.
Barnes worked as a young man in a solicitor's office in Dorchester,
before becoming a student at St. John's College, Cambridge.11
Ordained in 1847, he spent five years as pastor of Whitcombe, a small

village south-east of Dorchester, before becoming rector of
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Winterborne-Came-cum-Whitcombe .12 Between 1835 and 1862 he taught at
the "Classical and Mathematical School" in Dorchester, his greatest
success being the achievement of first place by one of his pupils in
the national examination for entry into the Indian Civil Service.l3
This earned him a considerable reputation. But for many scholars of
Thomas Hardy's novels and poetry, an incident of greater significance
was the meeting between Hardy (aged sixteen) and Barnes (then in his
mid-fifties), when the younger man was employed as an architect's
assistant in offices next door to the Dorchester school. From these
beginnings a close friendship developed which lasted until Barnes'
death in 1886.

The exact nature of Barnes' literary influence on Hardy has been
a matter of some dispute. Harold Orel claims that Barnes was the
"hero of [Hardy's] youth, even of his entire life".1* Others have
drawn attention to the "broad area of affinity" between the literary
works of the two men, seeing Barnes as "the influential exemplar"15
who "played a vital role in Hardy's search for a style".16 Sam Hynes
is, however, only one critic amongst many to suggest that the exact
nature of that literary influence is far from simple. Whilst
acknowledging ostensible similarities between the work of the two
men, he goes on to argue that, "it is difficult to imagine two men
more antithetical in their attitudes toward existence".l? Similarly,

in a comparison of their poetry R.G. King-Smith concludes:

they did not have such a great deal in common as the given
similarities of their being men of Dorset, of their
sympathy with the countryside and insight into country
matters, and of their need to write poetry would lead one
to presuppose. Neighbours they were, and friends they may
have been; the elder may well have influenced the younger
poet who in turn may well have go admitted; but they were
in fact very different animals.!

Of more relevance to the specific concerns of this chapter, is
Donald Wesling's view that differences between Barnes and Hardy are
located more specifically in their use of dialect speech in their

work. He writes:

Even beyond the use of dialect to defamiliarise standard
speech, the invention of Wessex in the novels of the 1870s
is an attempt to subsume and transcend Barnes. Hardy,
wanting a larger innovation than Barnes', determined to
combine dialectal and standard registers so that each would
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be the implicit comment on the other. That way dialect
would become a graph of class in a novel gritten about the
countryside for a readership in the city.1

Wesling's emphasis on the issue of class as a difference between
Barnes' and Hardy's use of dialect speech is an important one. Hardy
himself wrote of Barnes' verse that it was marked by "repose and
content" and that the poet "show|[ed] little or none of the spirit of
revolt which we find in Burns; nothing of the revolutionary politics
of Beranger. He held himself artistically aloof from the ugly side of
things".20 I shall return later to the relationship between Hardy's
"Wessex" and his representation of dialect speech. Here I want to
concentrate upon the difference between the representation of dialect
speech in the work of Barnes and Hardy; in particular, I will pay
specific regard to the analogy between a linguistic and a socio-
political principle of inclusion/exclusion as the means of defining
dialects. My thesis is that a comparison between the work of Barnes
and Hardy, reveals the importance of Hardy's novelistic version of
"Wessex dialect" as a representation of dialect speech that both
affirms, and contests, the political determination of the widespread
use of such means of definition.

Barnes' dialect poetry has a distinctive appearance, as can be
seen in the following extract from "A Zong ov Harvest Huome", which
he included in his first (1844) edition of Poems of Rural Life in the
Dorset Dialect:

The groun' is clear. Ther's nar a ear

O'stammen carn a-left out now

Var win' to blow, ar rain to drow;

'Tis al up siafe in barn ar mow.

Here's health to thae that plough'd an' zow'd:

Here's health to thae that reap'd an' mow'd:

An' thae that had to pitch an' luoad,

Ar tip the rick at Harvest Huome.

The happy zight. The merry night.

The men's delight. The Harvest Huome . 21 (Barnes' emphasis).

Hardy said of Barnes' poems that "some reviewers were puzzled whether
to criticize them on artistic or philological grounds"zz, and from
the above example it is not difficult to see why he made that
statement. Indeed, Barnes' philological interests had an important
bearing on the writing of his poems. In a review of Barnes' poems in
1879, Hardy pointed out that:
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Though these poems are distinguished on the title-page by
the name of the county generally from whose recesses their
scenes and characters are derived, the more precise source
of their inspiration is a limited district lying to the
north and north-west of Bgrsetshire, and having marked
characteristics of its own.

Hardy emphasised that Barnes' poetry exhibited an "intense
localisation"24 that was more usually found in non-literary studies
of dialects, the poet drawing exclusively, as he himself admitted, on
dialect speech found in a small, precise area of the "secluded and
beautiful Vale of Blackmore."2? As such, Barnes' representation of
the dialect of that area differs markedly from Hardy's use of dialect
speech in his novels. Barnes' poetry is the attempt of an
enthusiastic philologist to transcribe as accurately as possible the
actual sounds of the precise area where he was born. His efforts to
reproduce a written version of dialect according to an idiosyncratic
phonetic system of his own invention make his poetry, in spite of its
artistic merits, closer to philological rather than literary
writings. Dialect speech in Barnes' work is the result of non-
literary methods of representation.

That Hardy did not entirely approve of the results of this is
clear. In prefacing his selection of several poems by Barnes for
Thomas Ward's anthology The English Poets in 1918, he began:

The veil of a dialect, through which except in a few cases
readers have to discern whatever of real poetry there may
be in William Barmes, is disconcerting to many, and to some
distasteful, chiefly, one thinks, for a superficial reason
which has more to do with spelling than with the dialect
itself. . . . We have however to deal with Barnes's verse
as he chose to write it, merely premising that his aim in
the exact literation of Dorset wgﬁgs is not necessarily to
exhibit humour and grotesqueness.

Hardy's awareness that the poems attracted the charge of "humour and
grotesqueness", coupled with his own fate at the hands of those who
interpreted dialect in this way, meant that he could not sympathise
with the older man's methods. This was despite the fact that Barnes
had devised his representation of dialect in the knowledge of
prejudices that Hardy was later to encounter. The 1844 edition of his

dialect poetry has, as an appendix, a dissertation in which Barnes
wrote of himself:
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As he has not written for readers who have had their lots
cast in town-occupations of a highly civilised community,
and cannot sympathize with the rustic mind, he can hardly
hope that they will understand either his poems or his
intention; since with the not uncommon notion that every
change from the plough towards the desk, and from the desk
towards the couch of empty-handed idleness, is an onward
step towards happiness and intellectual and moral
excellence, they will most likely find it very hard to
conceive that wisdom and goodness would be found speaking
in a dialect which may seem to them a fis vehicle only for
the animal wants and passions of a boor.

Those who spoke dialect were considered to be a sub-human species,
and the non-literary methods of representing Dorset dialect were an
attempt by Barnes to bypass the wusual prejudices of potential
readers, by trying to show that the Dorset dialect was a language in
its own right. This not withstanding, when collecting several of
Barnes' poems for an edition published in 1908, Hardy felt it
incumbent upon himself to adopt a very strict editorial policy, which
is strongly indicative of his own views on how dialect speech should
be represented. In his preface to that edition he wrote:

Lovers of poetry who are but imperfectly acquainted with
his [Barnes'] vocabulary and idiom may yet be desirous of
learning something of his message; and the most elementary
guidance is of help to such students, for they are liable
to mistake their author on the very threshold. For some
reason or none, many persons suppose that when anything is
penned in the tongue of the country-side, the primary
intent is burlesque or ridicule, and this especially if the
speech be one in whic?sthe sibilant has the rough sound,
and is expressed by Z.

The editorial measures taken by Hardy in producing the 1908
selection of Barnes' poetry, point to a marked difference in the
reproduction of dialect by two men who were both equally aware of the
social prejudices that existed against dialect speakers. Arguing that
he was "one of the few living persons having a practical acquaintance
with letters who knew familiarly the Dorset dialect when it was
spoken as Barnes writes it, or, perhaps, who know it as it is spoken
now"zg, Hardy felt himself at liberty to make several amendments to
the original version of the poems. In submitting the revised material
to his publisher, he insisted that: "as the proofs stand at present,
the poems show the best readings, . . . a correcter text, and a more
systematic punctuation than ever they had before."30 The "guidance"
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he provided for the reader included dividing the poems into three
sections of his own invention called "lyrical and elegiac",

"descriptive and meditative", and "humorous".

Hardy's editorial interventions have met the disapproval of at
least one commentator31, but they are invaluable for what they reveal
about the problems of representing dialect. Hardy's addition of
"glosses and paraphrases" not included by Barnes in the original
versions of the poems was said by him to "provide an alien reader
with a rough clue to the taste of the kernel that may be expected
under the shell of the spelling."32 In other words, what Hardy
called Barnes' "exact literation of Dorset words" through his
idiosyncratic means of writing dialect was considered by the younger
man to place too many barriers between the reader and the essence of
dialect speech that was so important to the poetry. Hardy's views on
his own use of dialect in his novels suggest a clear contrast between
the approaches of these two men. In 1878 he wrote:

An author may be said to fairly convey the spirit of
intelligent peasant talk if he retains the idiom, compass,
and characteristic expressions, although he may not
encumber the page with obsolete pronunciations of the
purely English words, and Wi§§ mispronunciations of those
derived from Latin and Greek.

The above comments reinforce Hardy's own statement that he used a
linguistic "rule" that was "generally recognised as the best" when
writing speeches in the "Wessex dialect". It is clear that he relied
upon what he perceived as differences between dialect speech and a
standard of "pure English". But it is also apparent that he knew
this methodology was ideologically loaded in non-fiction writings as
"scientific" and objective, whereas his own representation of dialect
exhibited a greater awareness that those rules could produce an
artificial version of dialect speech, rather than reproduce exactly
the real thing. The question then is, how to read the specific nature
of Hardy's method of representation of dialect speech.

Patricia Ingham writes that the "final" 1912 "Wessex Edition" of
Hardy's novels shows that:

Hardy in no instance tried to make the language of even his
most minor and most rustic characters self-consistent. Nor
is there any attempt as in William Barnes's dialect poems
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to make every instance or even most instances of a word
conform to a dialectal norm. 3’£he dialect is deliberately
and carefully impressionistic.

These comments not only mirror those of Hardy quoted above, they also
underline a significant difference between Hardy's and Barnes' (non-
literary), representations of dialect speech. It is interesting to
relate this to a passage of dialect speech from The Return of the
Native, published in the year Hardy made the above remarks. For

example, when the reader is first introduced to the "denizens of the
heath" as they gather around a bonfire on "Rainbarrow" one of the
group is singing, and when he stops for want of breath his neighbour
says to him:

"A fair stave, Grandfer Cantle; but I am afeard 'tis too
much for the mouldy weasand of such a old man as you. . . .

Dostn't wish th' wast three sixes agaggx, Grandfer, as you
was when you first learnt to sing it?"

"Grandfer" (Grandfather) and "weasand" (throat) could easily be
considered as "characteristic expressions" and belonging to the
"idiom and compass" of dialect speech. They could also be referred to
as lexical instances of what Ingham calls "a selection of 'Dorset
1w 36 Interestingly, the surname "Cantle" has also been
identified as a dialect word meaning "a slice of cheese".37 In

effects

similar fashion, the grammatical form of the second person singular,
and the attempt to indicate the speaker's pronunciation in the
idiomatic expression "dostn't wish th' wast three sixes again?" could
be classified under what Ingham terms "the non-standard elements” in
Hardy's 1anguage.38 Yet, even though this remains a common approach
to the reading of Hardy's novels, the way in which it sustains the
status of historically specific conceptualisations of dialect speech
has ideological considerations which require closer examination.

In his book entitled Thomas Hardy's English, published in 1984,
Ralph Elliott argues that Hardy was governed by "two guiding
principles: not to court incomprehensibility by over-use, and not to

make his rustic characters appear ridiculous by caricaturing their
speec:h.“39 In view of these imperatives of what George Eliot would
have called the "artistic duty of being generally intelligible",
Ralph Elliott concludes that Hardy's dialect must be considered a

"literary compromise" ,40 and thus appears to acknowledge that the
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representation of dialect in the novels constitutes a special case.
Despite this, the claim that "Hardy's use of dialectal features,
whether lexical, grammatical, or phonological, is studiously

selective"41

, indicates that Elliott's analysis of Hardy's literary

version of dialect is based on linguistic criteria used in the study

of actual dialects at the time Hardy was writing the novels. Indeed,

Elliott divides the chapter of his book dealing with dialect in

Hardy's literary works, into three sections called: "I Vocabulary",
"I1 Grammar", and "III Pronunciation". The three divisions reproduce‘
exactly the criteria used by dialectologists contemporary with Hardy.

Yet, of even greater significance is another exact parallel between

the methods used in Elliott's analysis of Hardy's novels and the work

of those nineteenth-century dialectologists. In each of the three

linguistic categories, Elliott lists the "lexical dialect resources"

of Hardy's version of dialect and its "grammatical and phonetic

divergences" in relation to an unspecified and undefined norm, which

he simply refers to as "standard English".42 The conceptual

framework Elliott employs to elucidate Hardy's literary version of

dialect is thus exactly the same as that used by dialectologists such

as Elworthy and Barnes. Indeed, the implicit mirroring of that

methodology is explicitly acknowledged by Elliott, when he explains

that he chose not to produce his own "comprehensive glossary" of the

dialect words used by Hardy, since:

As Hardy's use of dialect owes, unmistakably and from the
beginning, a strong debt to the example of William Barnes,
the latter's Glossary and poems have been drawn upon £§eely
to illuminate Hardy's usage or to elucidate meanings.

Elliott is certainly not alone in his use of linguistic criteria
to study Hardy's dialect. As well as Patricia Ingham, Norman Page has
used this approach to emphasise the distance between "the dialect
speech of the Wessex novels" and "a record of actual rustic
language".44 Indeed, by drawing comparisons between the dialect in
the novels and "samples of Dorset conversation noted during the same
period by Hardy's friend, the poet William Barnes"AS, Page concludes
that "Barnes's example is enough to underline the compromise that
Hardy's dialogue, like wvirtually all fictional dialogue,

wl6

represents. Thus Page reaches a conclusion that Hardy freely

admitted in his own comments on the technique he used in the novels.
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However, he does so without any regard to the theoretical and
practical contradictions within the non-literary records of dialect
speech which he assumes unquestioningly to be an accurate record of
the dialects on which Hardy based his literary "compromise".
Similarly, Elliott's analysis not only draws upon the same conceptual
framework that has been shown to be self-contradictory in the
writings of dialectologists contemporary with Hardy, he also employs
the findings of one of those dialectologists (Barnes) to study what
he calls the “"dialectal verisimilitude"47 of what he has already set
aside for preferential treatment as a "literary compromise"”.

Such arguments have a circular logic. In effect, those who
directly or indirectly employ these linguistic criteria to study
Hardy's dialect do so by comparing a contemporary representation of
dialect, which is a "pure and unadulterated" construct of theoretical
premises, with a literary representation, which is a "compromise"
produced by a literary version of dialect speech that relies upon
similar linguistic rules of definition and written representation.
Such readings are blind to both the socio-historical specificity of
the widespread use of, and belief in, the linguistic rule that
defined dialect speech as being outside "ordinary" English. More
importantly, they are oblivious to, or dismissive of, the internal
contradictions within that means of definition. This can lead to
statements such as the following made by Elliott about the literary
use of dialect by Barnes and Hardy:

In both cases what is achieved is a kind of vague
semblancy, but both writers are so deeply imbued with the
spirit of the ‘'venerable local language' that they were
prepared at times to offend polite sensibilities and even
to momentarily court incomprehensibility for the_ sake of
being more truthful than truth. (Emphasis added).™®

If the ideologically loaded 1linguistic rule of definition and
representation remains unquestioned, then this is a logical
conclusion. Non-literary writings on dialects, such as those by
Elworthy, do place as the subject of their study a "pure and
unadulterated" version of dialect speech. It could, therefore, be
said that the conclusions drawn in those non-literary works
concerning dialect speech so closely correspond to the construct
produced by their own methods of definition, that that representation
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of dialect speech is "more truthful than truth". In similar fashion,
if the non-literary definition of dialect speech is applied to
Barnes' version of Dorset dialect in his poetry, then the non-
literary methods he employed to produce that version of the dialect
will lead the reader to the same conclusion. With regard to the
specific representation of dialect speech in Hardy's novels, however,
a new approach is called for.

In 1878, Hardy declared:

In the printing of standard speech hardly any phonetic
principle at all is observed; and if a writer attempts to
exhibit on paper the precise accents of a rustic speaker he
disturbs the proper balance of a true representation by
unduly, insisting upon the grotesque element. (Emphasis
added)*

The analyst of Hardy's "Wessex dialect" is mistaken in using the
means of defining dialect speech employed in non-literary works as if
they could be applied indiscriminately to versions of dialect speech
in literary writings. To do so, is to confuse the specificity of
these two forms of writing. With regard to Hardy's novels, "Wessex
dialect" does draw upon the means of conceptualisation found in non-
literary works. However, in the novels the construct of dialect
speech produced by those conventional ways of talking about dialects
is a sign, or representation, of dialect speech that is explicitly
distanced from the authentic forms of dialects to which many readers
and critics have related it. The aim of the next section of this
chapter is to consider the precise nature of the sign of dialect
speech in Hardy's novels. It is a "true representation" of dialect
speech, since it employs means of conceptualisation that were
commonly found elsewhere in the ways in which Hardy's society defined
dialects. However, I will argue that we must also consider "Wessex
dialect" as a literary sign of dialect speech that re-presents those
ways of conceptualising dialect speech. In particular, the context of
class difference found in the narratives of Hardy's novels, offers up
to critique the linguistic and socio-political principles of
inclusion/exclusion on which his society founded its notion of
dialect speech. In order to pursue this project, it is necessary
first to devise a new methodology: only then can we take account of
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the specific nature of the true representation of dialect speech to
be found in Hardy's novels.

3. The Stereographic Space of Writing

In Marxism and the Philosophy of Language, Voloshinov writes:

The domain of ideology coincides with the domain of signs.
They equate with one another. Wherever a sign is present,
ideology is present, too. Everything ideqlogical possesses
semiotic value. (Voloshinov's emphasis).””

In the Introduction and the preceding section of this chapter, I have
made reference to the connections between dialect speech and class
identity at the time Hardy was writing. I have indicated that the
perception of dialect speech as a sign of class inferiority is a
feature not only of the novels, but also of non-literary works on
dialects. However, I have also suggested that to examine "Wessex
dialect" according to a methodology that equates linguistic and
political principles of inclusion/exclusion, is to underestimate the
complexity of the representation of dialect speech in the novels.
Whilst the evidence testifies to Voloshinov's assertion that "the
domain of ideology coincides with the domain of signs", it is
necessary to reconsider in close detail the connections between
ideology and semiotics or semiology, in order to analyse dialect
speech in the novels as a sign of class exclusion.

The perception of "Wessex dialect" as a badge or graph of class
identity is common to readers and critics of Hardy's novels from
their first publication. It is based upon a belief that the
linguistic exclusion of dialect speech from the standard speech of
society correlates to the political exclusion of speakers of dialect
as members of an inferior class of society. I have already suggested
that there is evidence, both in the novels and in non-literary works
of the period, to raise doubts about the usefulness of adopting this
common perception of dialects as a way of reading the literary
representation of dialect speech in the novels. But, for the moment,
I want to look more closely at the process involved in that
perception of dialect speech as a sign of class identity. To this
end, it is useful to turn to the early work of the French critic,

51

¥——




Roland Barthes. Of particular use is Barthes's exposition of what he
calls the "tri-dimensional pattern" of "myth" in the collection of
essays published under the title Mythologies. In considering subjects
as diverse as wrestling, literary criticism, judicial processes, and
the advertising of margarine and soap powders, he develops Saussurean
linguistic theory in order to read the "language of so-called mass
culture".’! As early examples of the possibilities of a
structuralist analysis of culture, the essays received considerable
acclaim, but perhaps the most influential section of Barthes's book
is his concluding essay entitled "Myth Today". It is here that
Barthes sets out in detail his theory of "the second-order
semiological system" of myth, a theory that is of some use in
attempting to understand the comnnections made between dialect speech

and class exclusion in relation to Hardy's novels.

According to Barthes's adaptation of Saussure's science of
signs, or semiology, "Wessex dialect" would conform to the tripartite
structure of the sign. That is to say, there is a signifier (the form
of language on the page), a signified (the concept of dialect
speech), and these produce what readers and critics have read as a
sign of non-standard speech. Barthes's argument in this essay,
however, is to explain how such a sign can itself become the first
element, the signifier, of another semiological system called myth.
In the case of the critics' reaction to dialect speech in the novels,
it could thus be argued that the sign of non-standard speech becomes
a signifier (the form is again linguistic, that is, the word on the
page), and this joins with a signified (the concept of being outside
the social norm), and this forms another sign, the myth of a
linguistic marker of social exclusion on the grounds of class. The
common response to "Wessex dialect" could thus be explained according
to Barthes's theory of social and cultural myths.

Barthes concludes:

It can be seen that in myth there are two semiological
systems, one of which is staggered in relation to the
other: a linguistic system, the language (or the modes of
representation which are assimilated to it), which I shall
call the language-object, because it is the language which
myth gets hold of in order to build its own system; and
myth itself, which I shall call metalanguage, because it is
a second language, in which one speaks about the

52



first.(Barthes's emphasis).52

In Barthes's terms, it could be said that dialect speech in the
novels is a linguistic system that becomes the "language-object". The
"metalanguage" of myth appropriates dialect speech as a sign of non-
standard language, and renders it a sign of class inferiority. I will
argue later that there are serious problems with Barthes's analysis
of the "tri—dimensional pattern" of myth which make it difficult to
apply that theory to dialect speech in the novels. For the moment,
however, I want to consider Barthes's own application of Saussurean
linguistics to a literary work.

In S/Z, first published in 1970, Barthes analyses Balzac's short
story Sarrasine in a way that is an extension of his earlier work on
language-objects and metalanguages of myth. He begins by isolating
what he calls "lexias" or "units of reading", which consist of
"sometimes a few words, sometimes several sentences".”> In effect,
what Barthes does is to break up the language of the short story into
small sections, the only criterion being that "the lexia be the best

possible space in which we can observe meanings."54 The aim is to:

Separate, in the manner of a minor earthquake, the blocks
of signification of which reading grasps only the smooth
surface, imperceptibly soldered by the movement of
sentences, the flowing discoursses of narration, the

"naturalness" of ordinary language.

S/Z is, then, a comprehensive analysis of the narrative of a short
story founded on the structuralist imperative to dissect "blocks of
signification". The objective is not only to understand the way in
which the language of Sarrasine produces meaning, but to use that
short story as the model for all narratives. S/Z is therefore a
detailed exposition of the principles of narratology. What is of
particular interest in relation to dialect speech in Hardy's novels,
however, is Barthes's notorious claim that he could analyse the
literary work in question by isolating what he called the "five major
codes under which all the textual signifiers can be grouped".56

In a clear extension of his earlier work, Barthes's analysis of

Sarrasine seeks to extrapolate the metalanguages that organise the

object-language of the narrative into signifying blocks for the
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reader. In this instance, however, the metalanguages which produce
the ultimate tri-dimensional pattern of signification are called
"codes". These were named by him as the hermeneutic, the symbolic,
the proairetic and the cultural codes, and the code of semes or
signifiers. His claim that "without straining a point, there will be
no other codes throughout the story but these five, and each and
every lexia will fall under these five codes"57, shocked many readers
by its reductionism. Yet that bold move was entirely necessary to
Barthes's elucidation of the most crucial point of the theory
outlined in S/Z. It enabled him to reach the conclusion that:

The five codes create a kind of network, a topos through
which the entire text passes (or rather, in passing,
becomes text). Thus, if we make no effort to structure each
code, or the five codes among themselves, we do so
deliberately, in order to assume the multivalence of the
text, its partial reversibility. We are, in fact, concerned
not to manJégest a structure but to produce a
structuration.

It is, therefore, the "structuration"” of meaning according to codes
that interests Barthes in this work. In other words, he now wishes to
focus upon the dynamic process that creates signification for the
reader. He writes that in Sarrasine, "the convergence of the five

voices (of the codes) becomes writing, a stereographic space where
the five codes, the five voices, intersect", (Barthes's emph.asis).59
The application of Saussurean theory to the language of literature
therefore leads to the isolation of the codes that actively structure
or produce meaning. This adaptation of his earlier work means that
Barthes's theory of codes within, and constitutive of, the language
of a literary work provides another model for theorising the sign of
dialect speech in Hardy's novels. Of specific relevance to the way in
which the sign of dialect speech is produced in the novels is not
only the notion that more than one "voice or code" converges in, or
on, the sign, but that "each code is one of the forces that can take
over the text".®0 It is this aspect in particular of Barthes's
adaptation of his earlier work which is of use in relation to "Wessex
dialect", as can be shown by even a brief consideration of one
critic's recent response to Hardy's use of dialect speech.

In the chapter of his book on Hardy's language called "Ancient
and Legitimate", Ralph Elliott declares:
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My aim is to illustrate the various dialectal
characteristics which Hardy used in order to create the
impression of Wessex speech and to add local colour to his
rustic scenes and descriptions of country life, and to
indicatg wherever possible the antiquity of Hardy's dialect
usages. 1

These comments are typical of a certain form of literary criticism
that persists in seeing dialect speech in novels only as "local
colour"., But Elliott's comments can be re-interpreted in the light of
the theory developed by Barthes in S/Z. For instance, Elliott's
approach underlines the comnections between Hardy's "Wessex speech"
and notions of rusticity, and it also points to the way in which
historical significance becomes attached to language by referring to
the "antiquity of Hardy's dialect usages". This suggests already that
Hardy's representation of dialect speech cannot be considered solely
in linguistic terms. Moreover, I shall argue later in this chapter
that the historical and rustic identity that "Wessex" confers upon
Hardy's version of dialect speech also connects with the way in which
dialects were perceived in non-literary writings as belonging only to
rural areas, and as providing a historical link with Anglo-Saxon
English. At this point, however, I want only to stress that Elliott's
comments can be interpreted as evidence to support Barthes's theory
that in literary language the production, or structuration, of
meaning is caused by codes at work in the language of the text.
Another way of stating Elliott's observations about "Wessex speech"
would be to say that, in the sign of dialect speech in the novels it
is possible to identify the convergence of linguistic, rural, and
historical codes that produce the meaning of that sign for the
reader.

Barthes's theories of the sign in relation to literary works
would therefore seem to offer the opportunity to re-read the sign of
"Wessex dialect" and to revise critical opinions about Hardy's
literary representation of dialect speech. Indeed, Barthes's comments
that any one code or voice can dominate at any stage of a literary
work is of particular relevance to another code that could be said to
be referenced by Elliott's comments. At one point he writes:

Hardy's dialect contains many elements found outside
Dorset, and extending even beyond the original Anglo—Saxon
kingdom of Wessex, whose name he made so much his own, and
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by which he meant 'the six countigi, whose area he
traverses in his scenes' (Life, p.122).

Here Elliott would seem to be merely drawing attention to the
geographical limitations Hardy placed on his fictional area of
"Wessex". These are found clearly stated in the 1911 "General Preface
to the Novels and Poems" for the "Wessex Edition" of his works, where
Hardy wrote:

the people in most of the novels . . . are dwellers in a
province bounded on the north by the Thames, on the south
by the English Channel, on the east by a line running from
Hayling Island to Windsor Forest, and on the west by the
Cornish coast.63

Following Barthes, however, it could also be said that Elliott's
comments on "Wessex dialect" remind us that the linguistic code which
produces the sign of dialect speech for the reader, is not always the
dominant one. Often it is what could be called the geographical code
that is most influential in determining the identity of "Wessex
dialect" for the reader. This is emphasised by the willingness of
Hardy's readers to associate his fictional version of dialect speech
with actual dialects of not only Dorset, but also Hampshire,
Wiltshire, Somersetshire, Devon, Cornwall, and even what is now
Berkshire, Avon, and Gloucestershire. According to Barthes's
theories, then, the sign of "Wessex speech" in the novels camnot be
read simply as a linguistic symbol of dialect speech, but must now be
considered as a sign which is produced by the intersection of
linguistic, geographical, rural and historical codes.

It is apparent, then, that there is some scope for adopting
Barthes's theories of the sign, in relation to the representation of
dialect speech in Hardy's novels. My brief exposition of Barthes's
theories does however, indicate that his work leaves two aspects of
the sign of "Wessex dialect" insufficiently accounted for. Firstly,
there is the question of how the codes, which produce the
structuration of the sign of dialect speech in the novels, relate to
the evidence of similar codes in non-literary works. For instance, I
have already indicated that the linguistic, geographical and socio-
ideological codes which produce the sign of dialect speech in the
novels, can also be located in dialect studies of the period.
Secondly, the example of a geographical code at work in the language
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of Hardy's novels, does actually raise important questions about the
relevance of the term "code". As Elliott points out, Hardy's "Wessex"
does not correspond to his native county of Dorset, and neither is it
confined strictly to the six counties of the South West of England
mentioned by Hardy in The Life of Thomas Hardy. Indeed, as Elliott
says, the geographical borders of Hardy's "Wessex" extend "even
beyond the original Anglo-Saxon kingdom of Wessex". To talk of a
geographical code is, therefore, misleading. This "code" is shifting
and problematic in its terms of reference.

These two points need to be addressed if the analysis of the
sign of dialect speech in the novels is to proceed. They both have a
bearing on the search for a theory of signification that is
appropriate to the perception of dialect speech as a sign of class
exclusion. If we follow Barthes in theory, we can say that the
perception of dialect speech as a linguistic marker of class
exclusion is the product of what could be called a socio-political
code. We then need to account for the presence of that code in non-
literary writings, and to account for contradictions within that
code, as it is found in both the novels and studies of dialects by
specialists of the period. If Barthes is to be of any use here, then
it is necessary to look more closely at the distinction he makes
between the "literary work", and "the Text".

It has already been noted that S/Z was highly provocative in its
proposition that the language of a literary work be broken into small
pieces in order to extrapolate the codes that produce meaning for the
reader. Such a move not only led to a new theory of codes in the
language of the 1literary work, it also led Barthes to redefine the
concept of a literary work. It will be remembered that Barthes
claimed that the "five codes create a kind of network, a topos
through which the entire text passes (or rather, in passing, becomes
text)." In an essay called "From Work to Text", which was originally
published the year that S/Z appeared, Barthes stressed that a
distinction had now to be made between a literary work and a text:

The difference is this: the work is a fragment of
substance, occupying a part of the space of books (in a
library for example), the Text is a methodological field.
.« « . [Tlhe work can be seen (in bookshops, in catalogues,
in exam syllabuses), the text is a process of demonstration
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« « « 3 the work can be held in the hand, the text is held
in language . . . ;the Text is experienced only in an
activity of production. It follows that the Text cannot
stop (for example on a library shelf); its constitutive
movement is that of cutting across (in particular, it can
cut across the work, several works). (Barthes's
emphasis).

The new term for Barthes, then, is that of text: that is, "not a co-
existence of meanings but a passage, an overcrossing".65 Elsewhere,
he writes that a text is different from a literary work, in that it
is part of "an open network which is the very infinity of

).66 For when we read a text we

language",(Barthes's emphasis
discover that it is "“woven entirely with citations, references,
echoes, cultural languages (what language is not?), antecedent or
contemporary, which cut across it through and through in a vast
stereophony".67 Rather than referring to codes that produce the
signification of dialect speech in the novels, it could therefore be
said that the novels are texts. The linguistic and geographical
identities of Hardy's "Wessex dialect", are the product of "cultural
languages" that produce "echoes" or "citations" of the identity of
dialect speech outside the novels. This would thus seem to answer the
two points raised above. The "codes" identified earlier are really
cultural languages, which are cited from other literary and non-
literary works of that period, and of that culture. Furthermore,
since the text is "an open network" of such cultural languages which
interact with their presence in other texts, this explains the
instability of such languages and their internal contradictions.
However, as attractive as this sounds as a means of theorising
dialect speech in Hardy's novels, the basis of Barthes's work, found

in Mythologies, indicates that this methodology has serious flaws.

In Mythologies, Barthes is insistent throughout his concluding
essay that myth "is but a semiological system".68 His argument is,
that myths work by passing themselves off as being "natural®™: in
other words, they persuade the "reader of myths" that the sign they
produce in the second order tri-dimensional pattern is not a symbol,
but is actually a "presenc:e".69 To take the example of dialect
speech, the reader of myths, like the critics of Hardy's novels,
believes in the notion that dialect speech is irretrievably excluded

from the linguistic standard. Consequently, on this basis it is
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accepted as fact that dialect speech is a sign of social exclusion
and class inferiority. Such critics naturalise the myth: they make
the sign of the metalanguage into a presence, into a fact of social
existence., To give such a response is to succumb to myth, In
recognising this and drawing our attention to the processes involved,
Barthes's work would seem to open up the possibilities of a critique
of mythologies. However, in his eagerness to avoid giving "presence"
to the myths of bourgeois society, Barthes concludes:

Truth to tell, the best weapon against myth is perhaps to
mythify it in its turn, and to produce an artificial myth:
and this reconstituted myth will in fact be a mythology.
Since myth robs language of something, why not rob myth?
All that is needed is to use it as the departure point for
a third semiological chain, to take its significationg as
the first term of a second myth. (Barthes's emphasis).

In "From Work to Text", Barthes argues at one point that the text is
the "space where no language has a hold over any other, where
languages circulate (keeping the circular sense of the term)".71 The
"stereographic space of writing" is therefore an endlessly shifting
combination of languages. But this being so, the critic can only
"mythify myth": instead of analysing the cultural languages to see
how they produce meaning, the critic can only defer the reader to
other cultural languages that cut across that text. We, as critics
and as readers, can therefore only take pleasure from the endless
circular movement of languages, and are forbidden from stopping that
movement to examine any one particular language.

Although Barthes's theories, therefore, appeared to be a useful
way to read the sign of dialect speech produced in the language of
Hardy's novels, there is a price to be paid. In Mythologies he wrote:

When he reflects on a metalanguage, the semiologist no
longer needs to ask himself questions about the composition
of the language-object, he no longer has to take into
account the details of the linguistic schema; he will only
need to know its total term, or global 7§;gn, and only
inasmuch as this term lends itself to myth.

When this is applied to the perception of dialect speech as a sign of
class exclusion, the critic's role is to consider the myth of dialect
speech as a badge of class inferiority. The actual representation of
dialect speech (that which is made into the language-object) is not
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considered to be important. All that is worthy of the critic's
consideration is the system of signification that produces that myth.
In effect, the specific myth is not important to Barthes, only the
process by which all myths are produced. Any interjection, any
attempt to evaluate a specific myth, is deemed inappropriate. As a
result, the only option is to mythify myth, that is to enter into the
circulation of languages and to turn the myth of dialect speech, as a
sign of class exclusion, into the first element of another tri-
dimensional pattern of myth. In relation to the cultural languages
within a text, the only role left to the critic is to show how those
languages produce meaning, but at the same time to deny any material
existence to that meaning. The critic is confined to the system of

signification even whilst proclaiming that the text is an open weave
of languages.

This has important implications for the application of Barthes's
theories. The beginning of this inquiry was the need to theorise the
connections between language and class in Hardy's novels. Barthes's
theories will allow the exposition of the processes involved in that
connection, and they will allow the critic to see such processes at
work in the language of Hardy's novels. However, any notion that the
correlation of linguistic and political principles of
inclusion/exclusion could be analysed itself, as an ideologically and
politically determined conjunction, is not possible within those
terms of reference. In Mythologies Barthes states that the "major sin
in literary matters . . . is to confuse the ideological with
semiological reality".73 Barthes's theory is strictly a theory of
the signification system: it does not concern itself with the
ideology of signs. The only option open to the critic is to mythify
myth, but Barthes reminds us in Mythologies: "myth is depoliticised
speech", (Barthes's emphasis).74

At the end of Mythologies, Barthes talks about the "aporia” that
faces the mythologist. By way of example he writes: "wine is
objectively good, and at the same time, the goodness of wine is a
myth: here is the aporia. The mythologist gets out of this as best he
can: he deals with the goodness of wine, not the wine itself",
(Barthes's em.phasis).75 Barthes's aim is twofold. He seeks to
uncover the play of cultural languages that cut across and through
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texts. But his only objective in doing this, is to indulge in the
"pleasure" ("jouissance") of the circulation of languages within the
semiological system. The critic is compelled to operate at the second
tier of myth, and in order to "get out of this as best he can", the
critic can only consider the general system of signification. This is
clearly stated in Mythologies, where Barthes writes: "the writer's
language is not expected to represent reality, but to signify it",
(Barthes's emphasis).76 Barthes's theories are ultimately tied to
analysis of the totality of the system of signification, focusing on
the semiological in a way that excludes the ideological. Whilst the
theory of cultural languages cutting across a text and producing
meaning, is a useful one in relation to dialect speech in Hardy's
novels, what I am interested in is what Hardy called the "true
representation” of dialect speech. In using this phrase to argue for
a revision of Barthes's theories, I refer to: the linguistic
representation of dialect speech in the language of the novels; and
the narrative concern with issues of cultural and political
representation, by which I mean the appropriation of a voice or
social language to speak one's cultural and political situation.
Rather than settling on the circulation of social languages in the
abstract sphere of systems of signification, I am interested in the
novels' representation of the need to struggle to appropriate
specific social languages to represent cultural and political
identity. In order to develop a methodology for this project, I want
to return to Barthes's notions of cultural languages cutting across a
text. Now, however, I want to read the intersection of those
languages from a different theoretical standpoint.

In "Discourse in the Novel", Bakhtin writes:

At any given moment of its evolution, language is
stratified not only into linguistic dialects in the strict
sense of the word (according to formal linguistic markers,
especially phonetic), but also . . . into languages that
are socio-ideological: languages of social groups,
"professional"” and T“generic" languages, languages of
generations and so forth. From this point of view, literary
language itself is only one of these heteroglot languages -
and in its turn is also stratified into languages . . . .
And this stratification and heteroglossia, once realised,
is not only a static invar§9nt of linguistic life, but also
what insures its dynamics.
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The above statement is reminiscent of aspects of Barthes's theories
of the language of texts discussed above. There are, however, several
aspects of what Bakhtin says which need to be set out clearly, in
order to see how his methodology could be said to answer some of the
shortcomings of Barthes's work.

The very basis of Bakhtin's theories of language in the Novel is
what he calls "social heteroglossia or multilanguagedness". This is
the belief that the language of any one society is constituted by a
myriad collection of individual languages and, as seen in the
statement above, those languages are not only identified "according
to formal linguistic markers, especially phonetic", but are also
distinguishable by their different "socio—ideological” identities.
"Social heteroglossia" is the term used by Bakhtin to conceptualise

the intersection of these different socio-ideological languages in
the language a society believes to be its 1linguistic norm. But
Bakhtin also refers above to "stratification and heteroglossia" as
"not only a static invariant of 1linguistic life, but also what
insures its dynamics". An understanding of what he means by the
dynamics of language is apparent from the following comments on the
social context of language usage:

Every concrete utterance of a speaking subject serves as
a point where centrifugal as well as centripetal forces are
brought to bear. The processes of centralization and
decentralization, of wunification and disunification,
intersect in the utterance; the utterance not only answers
the requirements of its own language as an individualised
embodiment of a speech act, but it answers the requirements
of heteroglossia as well; it is in fact an active
participant in speech diversity. . . .
Every utterance participates in the "unitary language"
(in its centripetal forces and tendencies) and at the same
time partakes of social and his%ﬁfical heteroglossia (the
centrifugal, stratifying forces).

The stratification of a society's 1language into socio-ideological
languages is therefore far from being a static concept. As a result
of heteroglossia, in each and every utterance the language used by a
speaker is governed by two contradictory functions. It serves to
convey the speaker's intention as if it were a language that belonged
exclusively to that speaker; and, at the same time, that utterance
also promotes heteroglossia. That is, the utterance itself causes the
disintegration of an individual's language into fragmentary
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languages, each one with its own socio-ideological identity, or what
Bakhtin calls its own "world view". This is what Bakhtin means by the
contradictory "centrifugal" and "centripetal" forces of language. It
is this dynamic aspect of heteroglossia, at work within what appears

to be the single language of society, that relates in particular to
Bakhtin's theories of the Novel.

For Bakhtin, the literary form and the literary language of the
Novel serve as a model of the heteroglot identity of a society's
language. He writes:

The novelist does not acknowledge any unitary, single,
naively (or conditionally) indisputable or sacrosanct
language. Language is present to the novelist only as
something stratified and heteroglot. Therefore, even when
heteroglossia remains outside the novel, when the novelist
comes forward with his own unitary and fully affirming
language (without any distance, refraction or
qualifications) he knows that such language is not self-
evident and is not in itself inco‘}';&estable, that it is
uttered in a heteroglot environment.

The language a novelist uses is, according to Bakhtin, the epitome of
what happens when an individual makes an utterance. That language is
subject to both centripetal and centrifugal forces. It conveys the
specific intention of the author of that novel, and could therefore
be considered as a unitary language. But at the same time, as the
statement above argues, the author cammot exclude social
heteroglossia from the language of the novel. Indeed, Bakhtin says
the "novelist does not strip away the intentions of others from the
heteroglot language of his works, he does not violate those socio-
ideological cultural horizons (big and little worlds) that open up
behind heteroglot languages - rather, he welcomes them into his
work", (emphasis added).80 As a result, the unitary language of the
novels is fragmented by the centrifugal energies of those diverse
socio—-ideological languages. Or rather, the language of the Novel
epitomises the intersection of the contradictory centripetal and

centrifugal forces,which ensure the stratification of language and
keep it alive as a heteroglot form. Yet, the importance of the Novel
for Bakhtin is not only that its language replicates the social
heteroglossia of the period. He writes:

the stratification of language - generic, professional,
social in the narrow sense, that of particular world views,

63

¥——___¥____



particular tendencies, particular individuals, the social
speech diversity and language—diversity (dialects) of
language - upon entering the novel establishes its own
special_order within it, and becomes a unique artistic
system.81

Bakhtin's argument establishes the literary language of any novel as
a unique means of studying the heteroglot nature of the language
belonging to the society of that period.

Bakhtin's theories therefore return us to the conceptualisation
of the language of a literary text, as a system of social languages
noted in the discussion of Barthes's work above, but with an
important difference. Barthes was only interested in the intersection
of languages within a text in so far as he wished to consider the
system of signification that permitted the circulation of social and
cultural languages across texts. Bakhtin points towards an analysis
of a process of representation in relation to the language of a

novel:

Thanks to the ability of a language to represent another
language while still retaining the capacity to sound
simultaneously both outside it and within it, to talk about
it and at the same time to talk in and with it - and thanks
to the ability of the language being represented
simultaneously to serve as an object of representation
while continuing to be able to speak to itself - thanks to
all this, the creation of 2spec:ific novelistic images of
languages becomes possible.8

Not only is the language of the Novel composed of the languages of
social heteroglossia but, according to Bakhtin, it also creates
specific images or representations of those languages. He tells us in
his essay "From the Prehistory of Novelistic Discourse": "Language in
the novel not only represents, but itself serves as the object of
represent:;xtion".83 This provides an opportunity to pursue a
different line of analysis from Barthes's emphasis solely on the
system of signification, that permits the intersection of languages
within a novel. Bakhtin's work stresses that each language within the
language of the Novel is a socio-ideological language, and: "images
of language are inseparable from images of various world views and
from the living beings who are their agents - people who think, talk,
and act in a setting that is social and historically concrete".gl*

The languages that compose the language of the Novel, and the images
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of social languages within the language of a novel, are thus accorded
a socio-ideological emphasis, based on a material existence within
the society and historical moment of the novelist. Bakhtin's theories
of the language of the Novel focus not only on the semiological, but
also on the ideological.

It would therefore appear that "Wessex dialect" epitomises
Bakhtin's theories. It is a discrete language within the language of
Hardy's novels., The reactions of contemporary and later readers who
saw it as a sign of class inferiority testify to it being a socio-
ideological language. Finally, the publications of the members of the
English Dialect Society and other amateur dialectologists at that
time, testify to a correlating discrete dialectal form of language in
the society of the period. Yet, there are two remaining problems with
regard to the literary representation of dialect speech in Hardy's
novels, that are not fully accounted for by Bakhtin's theories. It
has already been argued that the definition and identification of
dialect speech, at the time Hardy was writing, were problematic both
in practice and in theory, and that this results in a highly unstable
conceptualisation of dialect speech. A specific instance of this
would be the contradiction apparent in the way that dialect speech
was both associated with class inferiority, but also privileged as a
linguistic form that was of value to the literary standard adopted by
that society. It is necessary to ascertain whether Bakhtin's
methodology can take account of such contradictions within a socio-
ideological language, found within the language of Hardy's novels.
Secondly, it will be important to consider the exact relation between
the socio-ideological languages that intersect in, and constitute,
the language of the novels, and the socio-ideological languages they
echo, which are to be found outside the literary work.

It could be argued that Bakhtin's theories of language in the
novel can accommodate such complexities. For instance, it could be
claimed that dialect speech in Hardy's novels is a unitary language
that helps to constitute the language of the novels, but with the
following qualification. That unitary language is also an image of
the real heteroglot language of dialect speech, and is also
represented by the language of the novels that it is instrumental in
producing. In this way, Bakhtin's theories could be used to emphasise
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that "Wessex dialect" is not an empirical reproduction of authentic
dialect speech, but a complex, and highly problematical, signifying
process that represents the social identity of dialect speech.
Bakhtin's concept of what could be termed a "double representation"
would, therefore, subject dialect speech in the novels to the dynamic
of centripetal and centrifugal tendencies, and it could be argued
that this is what causes it to be so unstable. In many ways, this
marks a return to the advantageous part of Barthes's theories. That
is, dialect speech itself could be seen as the product of a
convergence of codes which produce its mythical identity, as a
discrete language that represents class inferiority. However, this
re-working of Bakhtin stresses that those codes are not only social
languages, with their own existence outside the literary text, but
socio-ideological languages. The image of dialect speech that they

produce is a representation of a language in, and through, the
language of the novels containing what Bakhtin calls "various world
views". That is, the representation of dialect speech in the novels
is cut through with the ideological intentions, and accentuations, of
the heteroglot languages found in that society. These represent
dialect speech according to the "unique system" of stratified
languages found in the language of any novel. In doing so, they
accentuate the way in which the definition and representation of
dialect speech, at that specific historical moment, were destabilised
by the dynamic and contradictory energy of centripetal and
centrifugal forces of social heteroglossia

The representation of dialect speech in Hardy's novels is
therefore, an extremely complex image. "Wessex dialect" is, in
effect, a sign which represents the presence of a distinct social
langauge within the language of the novels, but is also a sign which
contains the contradictory world views of the socio—ideological
languages that intersect to produce the language of the novels.
Rather than Bakhtin's theories taking us back to Barthes, and an
emphasis on the language of the literary text as a system of
signification, we are therefore moved closer to the opening statement
of this section in which Voloshinov asserts that "the domain of
ideology coincides with the domain of signs". In particular,
Voloshinov argues that:

In actual fact, each living ideological sign has two faces,
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like Janus. Any current curse word can become a word of
praise, any current truth must éi,)nevitably sound to many
other people as the greatest lie.

The two contradictory faces of the ideological sign remind us of
Bakhtin's insistence that any utterance by an individual produces
both the centripetal forces of unitary language, and their opposite,
the centrifugal forces of heteroglossia. As a result, the language of
the novel is seen by Bakhtin as a unique utterance, a system of
socio-ideological languages that are welcomed into the language of
the novel by the author. From this point, Bakhtin then concentrates
on the way in which:

The prose writer makes use of words that are already
populated with the social intentions of others and compels
them to serve his own new intentions, to serve a second
master. Therefore the intentions of the prose writer are
refracted, and refracted at different angles, depending on
the degree to which the refracted, heteroglot language he
deals with are socio-ideologically alien, alre%%y embodied
and already objectivised. (Bakhtin's emphasis).

Bakhtin's emphasis therefore remains on analysis of the author's
intentions, and in particular on the way in which these are
disrupted, or "refracted", by the heteroglossia of the socio-
ideological languages the author invites into the novel he or she is
writing. In Voloshinov's work, the conflict of contradictory "world
views" within what appears to be a unitary language is given at once
a more general, and a more specific identity. He tells us:

Class does not coincide with the sign community, i.e., with
the community which is the totality of users of the same
set of signs for ideological communication. Thus various
different classes will use one and the same language. As a
result, differently oriented accents intersect in every
ideological sign. Sign becomes an arena of class struggile.
(Emphasis added).®’

The “dynamic" of 1living language, what Bakhtin calls the
stratification of a unitary language into the socio-ideological
languages of social heteroglossia, is therefore produced by the
centripetal and centrifugal forces of class struggle within the
society that promotes a "unitary language" as its own. Moreover, this
has important implications for the model of that social
heteroglossia, found in the system of languages that constitute the
ostensibly unitary language of a novel. The contradictions in the
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sign of a language within literary language open the language of the
novel to ideological, as well as semiological, analysis. "Wessex
dialect” is a sign of dialect speech within the language of the
novels, but the languages that produce its internally contradictory
identity are the heteroglot languages that constitute the language of
the novels. In this complex double representation of socio-
ideological 1languages, the centripetal and centrifugal forces of
different world views, pertaining to the different languages that
produce the sign of dialect speech, are seen in a new light. They
re-present the political conflict of class struggle within the very
sign of dialect speech.

It comes as no surprise that the work of such eminent critics as
Barthes, Bakhtin, and Voloshinov, lays the ground for an analysis of
the representation of dialect speech in the language of Hardy's
novels. In each case, however, there are flaws within the methodology
proposed by these theorists. Whilst Barthes's work concentrates our
attention on the language of the literary text as an intersection of
social languages, any one of which can take precedence in the texts'
representation of reality, his theories concentrate exclusively on
the text as a system of signification. Since the only option left to
the critic is to mythify the myths produced by those languages, the
critic is in no position to evaluate the convergence of those social
languages in the text, as itself an ideological, as well as a
semiological, phenomenon. Bakhtin's theories, on the other hand, do
allow us to see each of the languages in the literary text as socio-
ideological phenomena, as carrying and representing specific "world
views". He also stresses that the system of languages found within
any one novel does not restrict the critic to considering only the
social heteroglossia within the language of the author's society. By
emphasising that the convergence of socio-ideological voices
reproduces the centripetal and centrifugal dynamic of an individual's
use of language, he brings a social dynamic of contradiction to bear
on the analysis of the language used by a specific novelist.
Moreover, within that dynamic field of representation, Bakhtin's
theories argue that we find novelistic images of the languages of
social heteroglossia. The weakness of Bakhtin's theory, however, is
that it tends to equate the existence of a socio-ideological language
within the text, with its appearance outside the text. Consequently,

68

~——__‘,




although the image of a social language in the text is said to be
subject to the contradictory dynamic of centripetal and centrifugal
forces, Bakhtin's emphasis 1lies ultimately on analysis of the
"refraction" of the author's intentions. By contrast, the work of
Voloshinov allows us to see the novelistic image of languages, within
the language of a novel, as an ideological sign. That is, the
representation of social languages in the novel subjects those
languages themselves to the contradictory dynamic of a society's
language, and Voloshinov stresses that that dynamic is, ultimately,
of an ideological and political nature. The multi-accentuality of the
sign results from different classes within a society using the same
unitary language. The class struggle between different ideologies is
placed firmly in the context of linguistic representation, since it
is this that provides the energy of living language. The task left by
Voloshinov's work is to consider how the dynamic of class struggle
relates to the politics of the representation of dialect speech in
Hardy's novels, as a sign of social, cultural and ideological
identity.

I began this chapter with a quotation from Voloshinov in which
he argues that the "apt posing of a problem can make the phenomenon
under scrutiny reveal the methodological potentialities embedded in
it." By ending this section with a return to Voloshinov's theories of
the ideological sign, I have argued that the opening statement is
true of the representation of dialect speech in Hardy's novels. The
remainder of the chapter will therefore concentrate on an exposition
of the methodological potentialities of a study of Hardy's "Wessex
dialect". In order to prepare for the pursuit of that project, it is
necessary to set out a new terminology that is derived from, and
which wultimately refines, the work of Barthes, Bakhtin, and
Voloshinov.

The starting point is, necessarily, to acknowledge that dialect
speech in the novels is not commensurate with the real dialect speech
of the society and historical period in which Hardy lived. Rather, it
is an image of what that society conceptualised as a discrete unitary
language that was excluded from what was believed to be, or more
precisely, was promoted as, "ordinary English". Therefore, in
focusing upon dialect speech in the language of the novel, a twofold
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approach is required. Firstly it is necessary to see that the
representation of dialect speech is both phonetic (in the use of
orthographical devices to indicate pronunciation, specific lexis and
grammar), and conceptual (dialect speech is represented as a
phenomenon confined to a specific, but imaginary, geographical area,
and as a language outside the linguistic norm which is a sign of
rural and class identity). Both of these means of representation
present within the novel, distance the novelistic image of language
from real dialect: together, they construct a sign of dialect speech.
Secondly, the phonetic and conceptual representation of dialect
speech in the novels camnot be divorced from similar means of
representation in non-literary works of the period. Indeed, it will
be argued that these means of representing dialect speech within the
novels are not Hardy's individual invention. Rather, in attempting to
produce what he called a "true representation" of dialect speech,
Hardy employed means of writing the phonetic identity of dialects
which were dependent upon the definition of dialects in non-literary
works. Similarly, he also used conventional ways of conceptualising
dialect speech found within those works. To this extent, the sign of
dialect speech found in Hardy's novels is directly related to ways of
talking about the 1linguistic, and also the social, cultural and
political identity of dialect speech at the time he was writing.
Following the theories outlined above, those ways of talking about
dialects can be regarded as social languages. They produce the sign
of dialect speech. They give its ideological identity to readers of
the novels, who are familiar with the construction of the identity of
dialect speech through the presence of those social languages in
other, literary and non-literary, works of the period.

Once the foundation for this approach has been laid, it is then
necessary to draw a distinction between: the social languages that
define and represent dialect speech in non-literary works; and the
appearance of social languages in the language of the novels, which
produce a novelistic image of dialect speech. Each of these languages
is socio-ideological, that is, it ~carries a particular
conceptualisation of the social, cultural and political identity of
dialect speech. It is the convergence of these different languages
and different world views that produces the contradictory dynamic of
centripetal and centrifugal forces within language. I will argue,
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however, that in non-literary works, any conflicts between the world
views carried by such languages were kept to a minimum. Ultimately,
those works subordinated any contradictions to the unqualified, and
persistent, message that dialects were defined by being outside the
linguistic norm of "literary" or "ordinary" English. By contrast, in
the novels the specific and wunique convergence of those socio-
ideological languages takes place in the context of narratives
dealing with class identity and class conflict. As a result, this
brings out the conflict within, and between, those languages, and
that conflict is found within the sign of dialect speech produced by
the different socio-ideological languages within the novels. That is
to say, the sign of dialect speech in the novels displays explicitly
the internal and mutual contradictions of those 1languages in its
representation of the social, cultural and political identity of
dialects. For this reason, it camnot be treated as a non-literary
representation of dialect speech., But this is not because the sign of
dialect speech found in the novels is inferior to that found in non-
literary writings of the period. It is rather, that the sign of
dialect speech in the novels brings out more effectively the
contradictions within that society's conceptualisation of dialect
speech. It subjects to a radical dynamic of contradiction the social
languages which construct the ideological sign of dialect speech
outside the novels, and which give it definition and social and
cultural significance. From this point it is possible to move to a
new methodology.

The sign of dialect speech in the novels is internally
contradictory in a way that questions the actual status of "Wessex

dialect" as an identifiable discrete language within the language of

the novels. Since the socio-ideological languages which produce this
sign of dialect speech in the novels are also found in non-literary
writings, this necessarily indicates the need to look more closely at
those non-literary versions of dialect. Indeed, it is now possible to
argue that the social languages found outside the literary text in
other works of the period, in the definition and representation of

dialect speech, are themselves re—presented in the context of this

contradictory dynamic. Moreover, by being re-presented in narratives
that emphasise class conflict, those social languages threaten to
collapse under the contradictory pressure of their internally and
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mutually contradictory representations of the social and cultural
identity of dialect speech.

It is, therefore, necessary to make a distinction between: the
relatively unproblematic, but still conflictual, appearance of these
social languages in non-literary works; and the reappearance of those
languages in the novels, as complex and highly problematic means of
representing dialect speech. To achieve this distinction, I will
therefore introduce the new concept of discourse of representation.

From now on this term will be applied to any socio-ideological
language involved in the representation and definition of dialect
speech in non-literary works, and consequently re-presented in the
sign of "Wessex dialect" in the novels. That is to say, discourses
constitute the re-presentation of social languages involved in the
representation and definition of dialect speech, and this happens in
such a way as to reveal the conflicts within and between those socio-
political languages and the world views they carry. In the remainder
of this chapter, I will argue that the introduction of this new term
facilitates a far more rigorous study of the literary representation
of dialect speech in the novels. I will concentrate upon the sign of
dialect speech in Hardy's novels as both the product of internally
and mutually contradictory discourses, and the space where their
ideological contradictions take place. In doing so, I will raise
important questions concerning the politics of the definition and
representation of dialect speech as a discrete language at the time
Hardy wrote the novels.

4. Hardy's "Wessex" and the Word as an Ideological Phenomenon Par

Excellence

In order to illustrate the new theory of "Wessex dialect" as a
sign of dialect speech, produced by internally and mutually
contradictory discourses of representation, I want to return briefly
to the geographical definition of dialect speech. Under the terms of
reference outlined above, it is possible to say that the meaning of
dialect speech, its social identity, is in part produced by a
geographical mode of conceptualisation. In non-literary writings,

this can be seen at work in the isolation of dialects according to
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regional borders. However, the definitions of dialect speech produced
according to these criteria were often highly controversial.
Disputes over the precise location of regional borders, necessarily
raise questions about the reliability of this way of talking about
the identity of dialects. Moreover, this geographical definition was
secondary to the highly problematic isolation of dialect speech
according to the linguistic principle of inclusion/exclusion, which
placed all dialects outside "ordinary" language. Following on from
my discussion of theories outlined by Barthes, Bakhtin and
Voloshinov, it is, therefore, more appropriate to consider this
geographical mode of conceptualisation, as a social language at work
within non-literary studies of dialects: a way of talking about
dialects which produced a relatively stable, but implicitly
problematic, geographical representation of dialect speech.

These contradictions within the geographical definition of
dialect speech in non-literary works have already been mentioned.
They are repeated here in order to show how a theory of discursive
representation can extend the analysis of Hardy's literary
representation of dialect speech in relation to these non-literary
works., In particular, if the geographical definition of dialect
speech is said to be the product of a way of talking about dialects
that was both recognised and accepted by that society, then it is
possible to focus on the re-presentation of that social language as a
complex discourse of representation in the language of Hardy's
novels. In particular, the geographical identity of "Wessex" in
relation to real areas of south west England, is clearly emphasised
by the map of "Wessex" that Hardy provided for his readers, and by
his numerous references to Dorset and five other counties. However,
since that area of England was acknowledged to contain more than one
dialect, and since the actual borders of this fictitious "Wessex"
region were stressed by Hardy as being fluid or imprecise, it is
possible to reformulate the terms in which we discuss the
representation of "Wessex dialect". The explicit contradictions
within the geographical definition of "Wessex dialect", are
magnifications of problems that were implicit to non-literary
conceptualisations of dialects according to geographical criteria. It
is, therefore, an error to dismiss "Wessex dialect" as merely a
compromised literary version of dialect speech, or to apply
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geographical definitions of dialects to this novelistic image of
dialect speech as if it were simply an impressionistic version of a
real dialect. According to the theory set out in the previous
section, it is more accurate to see the sign of "Wessex dialect" as
involving the re-presentation of the accepted way of conceptualising
dialects in geographical terms. The contradictions within the
geographical identity of "Wessex dialect" indicate that that social
language of definition and representation appears in the novels in a
more complex form. It becomes a highly problematic discourse of
representation, in which the contradictions implicit within that
means of conceptualising dialect speech are displayed for the reader.
In other words, Hardy's fictitious "Wessex" leads to his sign of
dialect speech becoming the space where the contradictions within the
geographical definition and representation of dialects come to the
fore. Moreover, in this section I will argue that Hardy's "Wessex",
makes his literary version of dialect speech the focus of other

internally, and mutually, contradictory discourses of representation.

In 1895, in a new "Preface" for a revised edition of Far from
the Madding Crowd (originally published in 1874), Hardy wrote that it
was in this novel that he "first ventured to adopt the word 'Wessex'

from the pages of early English history, and give it a fictitious
significance as the existing name of the district once included in
that extinct kingdom".88 The reference here is to the Anglo—Saxon
heptarchy of the 7th to 9th centuries A.D. that divided England into
the seven kingdoms of Wessex, Sussex, Essex, Kent, Mercia, East
Anglia and Northumbria. As Hardy freely admitted, the Anglo-Saxon
kingdom of Wessex that belonged to the heptarchy was "extinct" long
before he wrote his novels and adopted that name for the "fictitious"
setting of so many of his narratives. Yet, of course, despite its
fictional status as a literary construct, Hardy's choice of "Wessex"
as the name for the rural region of his novels has important
consequences. It means that his fictional "Wessex" has powerful
connotations of national English history for those who recognise the
name in relation to the first attempt to unify England as a
federation of kingdoms. In other words, "“Wessex" has considerable
historical, as well as geographical, associations for readers of the
novels., However, the flaws within the geographical representation of
"Wessex" outlined above, also have an effect upon its historical
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identity. The use of fictitious, as well as authentic, place names
emphasises that "Wessex" does not correspond exactly to the real area
of south-western England indicated on the maps, and covered by the
real Anglo-Saxon kingdom of that name., Similarly, the emphasis on
"Wessex" itself as being a fictional name, underlines the point that
this literary region camnot be equated with the (fluid) borders of
the real kingdom of Wessex. Contradictions within the geographical
discourse of representation make the sign of "Wessex" problematic. I
will argue that there is sufficient evidence of other contradictions
in the novelistic sign of "Wessex", to indicate that it is also the

product of a problematic historical discourse of representation.

The importance of the historical identity of Hardy's "Wessex" is
apparent in a common response to the novels. Although Hardy's
"Wessex" 1is a 1literary construct, and camnot therefore be
extrapolated from the novels as an actual area, (as indicated by the
contradictions within the geographical discourse), this has not
prevented readers and critics from disregarding the absence of a real
historical referent, and equating the province of so many of the
novels with its Anglo-Saxon namesake. This produces one of the many
historical contradictions within the literary version of "Wessex", as
can be seen by Hardy's own comment in the 1895 "Preface" to Far from
the Madding Crowd. Here he is clearly pleased that his "Wessex" took
on an aura of reality, due to the fact that the "press and the public
willingly joined" him in:

the anachronism of imagining a Wessex population living
under Queen Victoria:- a modern Wessex of railways, the
penny post, mowing and reaping machines, union workhouses,
lucifer matches, labourelég who could read and write, and
National school children.

The above quotation indicates clearly that the historical identity of
Hardy's fictional ‘"Wessex" is no less problematic than its
geographical identity. By Hardy's own admission, the historical
status of this region is founded upon the "anachronism" of an Anglo-
Saxon community living in the Victorian age: therefore, the one
region is represented as belonging paradoxically to both historical

moments.
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There is, then, an explicit contradiction within what could be
called the national historical significance of "Wessex", as a region
that connects the England of King Alfred with the England of Queen
Victoria. Yet this, already problematic, historical identity is also
in conflict with a different kind of historical status attached to
the region. Although the importance of the real kingdom of Wessex in
the formation of the English nation means that, in the novels, the
name "Wessex" necessarily comnects with national history, the name
also has a historical significance that is of a specifically local
kind. In the "General Preface" to the 1912 "Wessex Edition" of the
novels and poems Hardy wrote:

At the dates represented in the various narrations things
were like that in Wessex: the inhabitants lived in certain
ways, engaged in certain occupations, kept alive certain
customs, just as they are shown doing in these pages.
(Emphasis added).”0

Michael Millgate quotes this passage, in part, by way of claiming
that "Wessex . . . provided a framework for the deliberately
historical aspects of his [Hardy's] writing, the endeavour to record
as faithfully as possible the details of a vanishing way of life."91
This, then, is further evidence of the important historical
associations of "Wessex" in the novels. However, Millgate is only one
critic among many to stress that that historical framework is of a
specifically regional kind. He cites as evidence of this localised
historical framework, Hardy's research for many of the novels, which
included reading John Hutchins's monumental work The History and
Antiquities of the County of Dorset, and consulting back copies from

1828 onwards of The Dorset County Chronicle.92 1In contrast to the

national significance of associations with one of the seven kingdoms
of Anglo-Saxon England, Hardy therefore claimed a different reason
for choosing the name of "Wessex" for his fictitious region. Again in
the "Preface" to Far from the Madding Crowd, he wrote:

The series of novels I projected being mainly of the kind
called local, they seemed to require a territorial
definition of some sort to lend unity to their scene.
Finding that the area of a single county did not afford a
canvas large enough for this purpose, and that there were
objections to agx}nvented name, I disinterred the old one.
(Emphasis added)
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The “"disinterred" name belongs to a large area of South West England
that has a significant role in the national history of England. But,
the same geographical area also serves Hardy's purpose as the site of
a local history corresponding to the reign not of the Anglo-Saxon
kings, but of Queen Victoria.

The representation of the historical importance of Hardy's
"Wessex" is revealed to be contradictory on at least two accounts.
The idea of Wessex existing in Victorian England conflicts with the
historical records of the extinction, long before the nineteenth
century, of what used to be the Anglo-Saxon kingdom. To place that
kingdom in a modern, or Victorian, context is a historical
inaccuracy, and necessarily prohibits the extrapolation of "Wessex"
from the novels as if it were an actual region of England.
Consequently, the complexities of the historical identity of "Wessex"
are 1in conflict with its geographical status as a realistic
representation of an authentic rural region of Victorian England.
Yet, of course, the geographical representation of "Wessex" is itself
unstable, for it is the product of an internally contradictory
discourse. Moreover, this complex sign of a fictitious region called
"Wessex" is made even more difficult by Hardy's use of a national
historical framework for specifically local accounts of customs and
traditions.

The sign of "Wessex" produced by the novels is therefore
extremely complex: the geographical and historical identities of that
fictitious region are shot through with contradictions. Yet, despite
this, it is clear that Hardy's "Wessex" caught the imagination of his
reading public. Indeed, Hardy believed that his novelistic image of
"Wessex" was the one associated by most people with any mention of
that name. Again, in the new "Preface" to Far from the Madding Crowd,
he wrote:

I believe I am correct in stating that, until the existence
of this contemporaneous Wessex in place of the wusual
counties was announced in the present story, in 1874, it
had never been heard of in fiction and current speech, if
at all, and that the expression, "a Wessex peasant", or "a
Wessex custom”, would theretofore have been taken Zo refer
to nothing later in date than the Norman Conquest.9

This suggests how the combination in "Wessex" of Anglo-Saxon and
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Victorian, and national and local historical identities, was taken up
by Hardy's readers. It is also apparent, however, that the
contradictions outlined above are suppressed, or simply ignored, in
his readers' references to "a Wessex peasant"” or "a Wessex custom" as
features of the real geographical region indicated by the map of
"Wessex". The notion that there were real Anglo-Saxon peasants in
Victorian England is an extension of the anachronistic image of
Hardy's "Wessex" that borders on the absurd when closely examined.
Before dismissing such comments as the product of the over-active
imaginations of Hardy's readers, we should also consider the role
played by critics in promoting this highly complex sign of "Wessex"
as if it were an unproblematic representation of an authentic rural
community. Indeed, this is a tendency that is apparent in the first

comprehensive critical work on the novels, The Art of Thomas Hardy.

The attempt to validate the paradoxical nature of "Wessex" as the
site of mnational and local history, is clear to see in Lionel
Johnson's comments that:

Mr Hardy has the art of impressing upon us so strong a
sense of familiarity with his scenes, that we read of
Wessex, and we think of our ?wn homes, far away and far
different though they may be.?

This is a clear instance of the contradictions of Hardy's novelistic
image of "Wessex" being suppressed in a non-literary context. Yet,
Johnson's comments are of specific interest in the way that they
attempt to persuade the reader that "Wessex" represents his or her
own place of origin, no matter how "far away and far different" their
own homes may be. Conflicts within and between the geographical and
historical discourses which intersect in the sign of "Wessex" are
waived. In their place, the critic offers wus an ostensibly
unproblematic version of "Wessex". In the absence of such
contradictions, the local customs and traditions depicted by Hardy
are ideologically validated as being of national historico-cultural
value: they become the heritage, if we did but know it, of all of
Hardy's readers.

I have argued above that "Wessex" should be seen as a
problematic sign that is the product of internally and mutually
contradictory geographical and historical discourses within the
novels. I have also indicated how the conflicts produced by the
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intersection of those discourses in the sign of "Wessex" were waived
in the popular usage of that name, and are suppressed by critics who
urge us to read "Wessex" as an unproblematic representation of
traditions and customs that are ideologically validated as belonging
to the national heritage. In part, this is facilitated by Hardy's
claim that he had "instituted inquiries to correct tricks of memory,
and striven against temptations to exaggerate, in order to preserve
. « » a fairly true record of a vanishing way of life."9% 1 want now
to turn to Hardy's "true representation" of dialect speech. I will do
so, in the belief that further analysis of the contradictions
outlined above will qualify the word "Wessex" as, what Voloshinov
calls, "the ideological phenomenon par excellence". In particular, I
will argue that the discourses which converge in the sign of "Wessex"
are also re-presentations of ways of conceptualising dialects at the
time Hardy wrote the novels. As a result of this, "Wessex dialect"
can be read as a critique of the politics of suppressed ideological
contradictions in the social and cultural representation of dialect
speech in the society for which Hardy was writing.

The intersection of a localised history with a version of
national history in the discursive representation of "Wessex" has
led to a specific perception of Hardy's fictitious region. As a
result, the contradictions within and between the geographical and
historical discourses that construct, and ostensibly accommodate,
that image of "Wessex" are often displaced. The implications of these
contradictions do. however, take on a new significance in relation to
the dialect speech of Hardy's "Wessex". For instance, in the
"Preface" to his book Thomas Hardy's English, Ralph Elliott writes:

I make no apology for repeatedly drawing the reader's
attention to what I believe to be the key to an
understanding of the often idiosyncratic character of
Hardy's English, its timelessness. It is both ancient and
modern, one moment stilted archaic and the next
contemporary colloquial. It manages to 89 Anglo—-Saxon
Wessex and Victorian Dorset rolled into one. ,

What Elliott calls Hardy's "timelessness" derives from a combination
of Anglo-Saxon and Victorian, of Wessex and Dorset, linguistic forms.
The linguistic sign of Hardy's representation of dialect speech could
thus be said to be the focus of the geographical and historical
discourses that intersect in the representation of the "Wessex" of
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the novels. However, in view of the internal and mutual
contradictions of those discourses, it would be more accurate to say
that "Wessex dialect" is both the focus and the site of conflict of
those discourses of representation. Their intersection in the
linpguistic sign of Hardv's "Wessex speech" produces a stereographic
space of centripetal and centrifugal energy in the language of the
novels. The result is a dynamic conflict, leading to an unstable
representation of dialect speech in Hardy's text that is in sharp
contrast to the controlled definition of dialects in non-literary
works. I will go on to argue that the geographical and historical
discourses. which produce that antagonistic harmony within Hardy's
linguistic sign of dialect speech, are a re—presentation of social
languapges that were intrinsic to the codes of definition of dialects
in non-literary writings. Moreover, the conflicts within and between
those discourses as they converge in the sign of "Wessex dialect",
are of great significance. They reveal the ideological constraints
governing the conceptualisation of dialect speech in non-literary
writings as a discrete language, outside the linguistic norm or
standard.

Accounts of dialects roughly contemporaneous with Hardy's
"Wessex Novels" not only defined them in linguistic and geographical
terms: they also attributed to them  historico—cultural values
similar to those assigned to Hardy's anthropological representation
of "Wessex". Elworthy and Barnes both wrote on folk-lore and rural
traditions. The majority of Barnes' Poems of Rural Life in the Dorset
Dialect are concerned with portraying local customs and practices he

believed to be dying out, and he even provided notes for those
unfamiliar with such rural traditions. Barnes' "Foresay" to J.S.
Udal's book Dorsetshire Folklore is a measure of his status as a
folklorist held in high esteem by many. including Hardy himself .98
In addition to this. Joseph Wright's comment in his "Preface" to The
English Dialect Dictionary that "neither time nor trouble haldl been

spared in order to obtain accurate information about popular games.

customs. and suDerstitions"gg,

when collecting material for his
dictionary, underlines the perception of close connections between
dialect speech and local traditions. Indeed, Wright suggested that

his dictionary contained "a large number of words which will be
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specially interesting to folk-lorists and English philologists, as
well as to the students of dialects in general."100

The way in which the label "Wessex speech" associates Hardy's
dialect with a "vanishing way of life", therefore has a close
parallel with dialectologists' interest in dialect speech and
folklore. Indeed, that commection is given remarkable emphasis by
virtue of the dialectologists' belief that the dialects they studied
epitomised a rural way of life, and, like Hardy, they thought that
way of life to be in danger of disappearing entirely. For instance,
in the first edition of his Poems of Rural Life in the Dorset
Dialect, Barnes wrote:

As increasing communication among the inhabitants of
different parts of England, and the spread of school
education among the lower ranks of the people, tend to
substitute book English for the provincial dialects, it is
likely that after a few years many of them will linger only
in tﬂ? more secluded parts of the land, if they live at
a11,1u1

The fear that dialect speech would be replaced by the language taught
in the schools is historically important, since it indicates a
popular conceptualisation of the status of dialects. In effect, the
recording of dialects was seen as a means of preserving rural
practices, which were invested with ideological value by the society
of that period. It is significant, therefore, that similar accounts
of the supposed precarious existence of dialect speech, in the face
of an expanding education system, are also to be found in Hardy's
literary works. His second novel. Under the Greenwood Tree, published
in 1872, the year of the official formation of the English Dialect
Society and the begimning of organised attempts to record dialects

for posterity, is a case in point.

The first sentence of Hardy's "Preface" to Under the Greenwood

Tree in many ways prefigures his later claims to the status of
"Wessex historian". He wrote:

This story of the Mellstock Quire and its old established
west-gallery musicians . . . , is intended to be a fairly
true picture, at first hand, of the personages, ways, and
customs which were common among such or tral bodies in
the villages of fifty or sixty years ago.
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This combines the language of the local historian - presenting a
"fairly true picture, at first hand" - with that of the
anthropologist, studying "ways, and customs" of the past to discover
their significance to the present. One such custom is the choir
itself. The existence of the Mellstock all-male choir dates back to a
time long before this one, and the narrative of Under the Greenwood

Tree is built around its demise as the last remaining example of the
practice in that area. Indeed, the emphasis of the narrative clearly
rests on a break in continuity from one generation to the next, which
the loss of this local custom entails. The male representatives of
three generations of the Dewy family - Grandfather William, his son
Reuben, and his son Dick - are each a member of the choir at the
beginning of the novel. The long continuity of this tradition is
underlined by Grandfather Dewy's declaration: "I've a-been in the
quire man and boy ever since I was a chiel of eleven",103 However,
by the end of the novel there has been an irreversible interruption
of that tradition, and the same opportunity will be denied to any
sons Dick and Fancy might have,

This testimony to the apparent antiquity of the all-male choir
and its eventual replacement by other practices, also comnects with
the historical identity of the dialect speech used by the older
members of the Dewy family. The demise of the choir gives Hardy an
effective means of emphasising what he clearly believed to be a
threat to dialect speech. that was of historical value as a local
phenomenon. For instance, the spelling "quire" used throughout the
novel indicates a localised use of the word, but in its written form
it also makes a historical reference to the Middle English word
"quer". In a variant of this local/historical significance of dialect
words, on the occasion of what proves to be the final Christmas tour
of the village by the choir, the reader is told that, as the men

sing:

Then passed forth into the quiet night an ancient and time-
worn hymn, embodying a quaint Christianity in words orally
transmitted from father to son through several generations
down to t}'lx&present characters, who sang them out right
earnestly.

Throughout the novel the role of the choir in the village community
is depicted as embodying an organic continuity of local customs and
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of local language that is under threat. The anthropological tone of
the narrator stresses the historical and cultural value of such a
continuity. When the choir is disbanded, however, to be replaced by a
single organist, there is an irreversible break in the traditional
activities of the rural commmity. Indeed, the removal of the village
choir represents the existence of a very real threat to the
"transmission” of Tancient and time-worn" language from one
generation to the next. Traditional and linguistic practices are both
brought to an end, when the organic links between past and present,
embodied by membership of the choir by three consecutive generations
of Dewys, are severed.

The device Hardy used to represent this discontinuity is to have
the organ that replaces the choir, played by Fancy Day, the
schoolmistress. In this way the stress of the novel falls, to a large
extent, on the break in the transmission of dialect speech being
epitomised by the role of education. It is significant, for instance,
that at the end of the novel Fancy marries Dick Dewy, the present
male representative of three generations of Dewys, and the only one
to have received a formal education. Dick's speech often contrasts
with that of his father and grandfather in a way that suggests the
language of the previous generations was being superseded. As such,
Dick is a good example of a character being used by Hardy to give a
literary representation of a process he described elsewhere in the
following terms:

Education in the west of England as elsewhere has gone on
with its silent and inevitable effacements, reducing the
speech of this country to uniformity, and obliterating
every year many a fine old local word. The process is
always the same: the word is ridiculed by the newly taught;
it gets into disgrace; it is heard in holes and corT8§s
only; it dies; and, worst of all, it leaves no synonym.

The effects of what Barnes referred to as the "substitution of
book English for the provincial dialects" caused by the "spread of
school education", are also conceptualised by Hardy as belonging to a
historical process of "obliteration". In the case of Hardy's
comments, however, it is more apparent that the widespread social
belief in the effacement of dialect speech is conceptualised
according to a specific notion of what constitutes historical
process. This is made clearer., when it is acknowledged that
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references to the gradual death of dialects are a distinct "echo" of
the language used by Charles Darwin in his seminal work, On the
Origin of Species by Means of Natural Selection, or the Preservation
of Favoured Races in the Struggle for Life, first published in
1859.106 Tndeed, it could be said that the description of the
obliteration of dialect speech outlined by Hardy above is another

instance of what Barthes called a "citation" of a "contemporary or
antecedent cultural language". The language of that account evidently
draws upon the organic principles of growth, survival, decay and
extinction outlined by Darwin in his seminal work, and which were
integrated into the language of current speech by the time Hardy was
writing his novels. The complete obliteration of dialect by education
is represented as the downward side of that process by Hardy, as
underlined by comments in 1892 to The Pall Mall Gazette, in which he
said: "Dialect is sadly dying out, and children down here in Dorset

often have to ask their parents the meaning of a word".107 Moreover,
comments made by Joseph Wright, in his "Preface" to The English
Dialect Grammar, indicate that the language of extinction and the

struggle for life was taken up in non-literary accounts of dialects.
For instance, he claimed:

There can be no doubt that pure dialect speech is rapidly
disappearing even in country districts, owing to the spread
of education, and to modern facilities for
intercommunication. The writing of this grammar was begun
none too soon, for had it been delayed another twenty years
I believe it would by then be quite impossible to get
together sufficient pure dialect material to enable any one
to give even a mere outline of the phonology of our
dialects 1 &? they existed at the close of the nineteenth

century.

This quotation from Wright's dictionary indicates how the non-
literary conceptualisation of dialects drew on a version of history
where the obliteration, or continuity of phenomena within society,
was seen as an organic process. In using the word "organic", I mean
that history was conceptualised as subject to what were believed to
be nature's own laws of demise and ascendancy. In the above
statement, there is evidence to suggest the importance in non-
literary works on dialects of what will be called this organic
language of natural principles, or rules of historical process.
Moreover, it is apparent that the organic language was ideologically
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validated by the anthropological imperative to study and record
dialects and local rural traditions prior to their extinction.

The effect on Hardy of a socially dominant organic language,
according to which, history was founded on what were believed to be
natural rules or principles, is evident from narratives such as Under
the Greenwood Tree. In addition, comments made by Hardy about dialect

speech testify to the influence of the non-literary use of this form
of organic language to define the history of dialects. In 1881, he
bemoaned the demands of his artistic duty, to produce a version of
dialect speech that was accessible to his readers by virtue of
distinct grammatical, lexical, and phonological markers. In defence
of the rules he followed to comply with those linguistic and artistic
criteria, he argued that:

It must, of course, be always a matter for regret that, in
order to be understood, writers should be obliged thus
slightingly to treat varieties of English which are
intrinsically as genuine, grammatical, and worthy of the
royal title as is the all-prevailing competitor which bears
it; whose only fault was that they happened not to be
central, and therefore were worsted in the struggle for
existence, when a uniform tongue became a necessity among
the aci‘b%nced classes of the population. (Emphasis
added).

The "struggle for existence" between "varieties", not of organic
life, but of language, is the dominant image in this extract. It
provides evidence of how a historical framework, constructed
according to organic rules of growth and decay, was used in
conjunction with the linguistic principle of inclusion/exclusion that
defined dialects. Hardy's own views about the demise of dialect
speech are therefore in perfect accordance with those of linguistic
specialists, such as Joseph Wright.

For Darwin, of course, extinction was final and entailed the
complete obliteration of a variety or species of organic life. It was
the evident fear of the irreversible extinction of dialects, that
prompted the wuse of this organic language of historical
representation by dialectologists, and by Hardy in his literary and
non-literary writings. However, the break in historical continuity
referenced by the extinction of a dialect, is in direct opposition to
another contemporary means of representing the historical value of
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dialect speech. This second language of historical process was based
upon geological principles of continuity. That is to say, its model
was the specialist use of evidence from strata of rock to fill breaks
in historical knowledge, and in order to give what was considered to
be a complete and seamless version of historical process. According
to this other means of conceptualising history, there were no breaks
in continuity of time: geological principles were believed to be
capable of giving access to any moment in the passage of time, and
displaying its secrets to the present. I will argue that both the
organic, and what I will call the geological means of conceptualising
historical process are evident in non-literary records of dialects,
and in Hardy's sign of "Wessex dialect". I will go on to say,
however, that in the novels there are explicit contradictions within
and between these two modes of talking about history. This shows
those languages of historical process to be re-presented as complex
discourses, which intersect in the sign of "Wessex". Through analysis
of the problematic sign of "Wessex dialect" discursively produced, I
will argue that the language of Hardy's novels is a means of reading
the non-literary definition and representation of the historico-
cultural value of dialects.

The anachronism of "Wessex" existing in Victorian times
suggests, in the close resemblance of the geographical borders of
Hardy's province and those of the old Anglo-Saxon kingdom, a link
between two distant historical moments. Thus Elliott talks of the
"timelessness" of Hardy's language as a product of the juxtaposition
and intermingling of "Anglo-Saxon Wessex and Victorian Dorset" - two
historically distant linguistic phenomena said by Elliott to be so
closely connected in Hardy's novels that they are "rolled into one".
In this historical framework, dialect is part of an unbroken
continuity between Anglo—-Saxon and Victorian times which results in a
collapse of  Thistorical differences, or, 1in other words,
"timelessness". In a significant parallel, the opening paragraph of
Frederic Elworthy's 1875 analysis of the dialect of West Somerset
begins as follows:

It is said that dialects are disappearing, that railways,
telegraphs, machinery, and steam will soon sweep clean out
of the land the last trace of Briton, Saxon, and Dane. This

statement, though highly coloured, has much truth in it, if
these traces are to be looked for only in distinct forms of
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speech, and in archaic words: but even in these respects,
the practical effect of modern improvements and the advance
of science are far less than it is wusually believed by
those who write about them, but whose acquaintance with the
subject ffo confined for the most part to what others have
written.

Here the continuous historical existence of dialects invests them
with a national importance that has its analogy in the Anglo—-Saxon
identity of "Wessex speech". Yet the idea that dialects contained
"traces of Briton, Saxon, and Dane" is based upon a conceptual
framework that constructs history as an unbroken continuity, and thus
contradicts Hardy's and Barnes's statements about the "obliteration"
of dialect speech. Even with regard to the effects of an expanding
school system, Elworthy remained unconvinced that dialects would
disappear entirely within the immediate future. Indeed, he set out to
prove this in his own study of the dialect of West Somerset, by
arguing:

although a process of levelling may be going on, as

respects quaint words and local idioms, which board schools

in every parish will surely accelerate, yet I shall hope to

show that thiilfrocess is slow, and at present very far
from complete.

Elworthy's comments are thus in stark contrast to other works,
where dialect was attributed an anthropological value as a localised
practice, which was under threat of immediate extinction according to
an organic process, resulting in an irreversible break in historical
continuity. Elworthy's work is an example of national value being
attached to a dialect because of a framework, which represented it as
a local record of the uninterrupted historical continuity of
language. He argued that:

At the same time that words of this kind are becoming
forgotten, others of a like nature are contimually taking
their places, not merely in the vocabulary of the people,
but, from the manner in which they are uttered, they become
new links in the chain of that hereditary pronunciation
which has come down to us West—country folks, and which
commects us with the times when our British forefathers
were elbowed back EX the prolific Saxon, and lorded over by
the proud Norman. !

In other words, it is precisely the continuous, unbroken transmission
of dialect speech that "commects" its speakers from the localised
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area of the West country with their "British forefathers" in "the
chain of ... hereditary pronunciation". It is important to note,
however, that the use of this historical framework evidently permits

both the non-dialect speaking analyst (Elworthy) and, by implicationm,

the non-dialect speaking reader of the analyst's study of the

dialect, to share vicariously in the experience of a continuous
history of language. As a result, we also are never out of touch with
our national past. Instead of breaks in the history of local dialects
caused by the ascendancy of a powerful and socially privileged
competitor, dialect speech is accorded an ideological status of great
importance, by a model which sees only connections between past and
present. In other words, linguistic connections of national value are
achieved through a knowledge of local dialects, even by those who do
not speak the dialect in question. There is, then, a remarkable
parallel between Elworthy's comments upon the local/national
historical importance of dialect speech, and Lionel Johnson's belief
that the readers of Hardy's novels identify with the historico-
cultural value of Wessex, both as national and local link with the
past, no matter how "far away and different" their "own homes" may
be. In each case, local historical phenomena are given national
importance. More importantly, in each case the non-literary
representation of the historico-cultural value of these phenomena
eschews contradictions of the kind found in Hardy's representation of

"Wessex".

At this point it is necessary to take stock of the use of the
historical framework that is used to conceptualise dialect speech.
There is a basic contradiction here between historical continuity and
discontinuity. The construction of the local and, by extension,
national significance of dialect speech as a quintessential English
practice in danger of extinction, relies upon both a belief in the
imminent disappearance of dialects, and the converse belief that
dialects provide an enduring connection with the past. Such a
contradiction would appear to cast serious doubt upon the exact
status, and historical importance, of dialect speech. As in the case
of the linguistic and geographical means of conceptualising dialects
in non-literary works, closer examination reveals the cultural
language that conceptualises dialect to be internally contradictory.
Yet, this conflict between a continuous and a discontinuous version
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of history, comnects the organic historical framework with the
geological historical framework mentioned above. For instance, in his
study of the dialect of West Somerset, Elworthy claims that "there is
a very rich mine of treasure in our dialect still unexplored, some
portion of which I hope to be able at some time to lay open in

another form."113

This conceptualisation of dialect speech, as
something that has to be excavated in order for its value to be
known, gives an archaeological emphasis to the anthropologist's
interest in local customs., However, a much closer reference for this
kind of framework is the nineteenth century interest in the "new"
science of geology, which received its impetus to a large degree from
Sir Charles Lyell. Of particular influence were his Principles of
Geology, first published 1830-33, and The Geological Evidences of the

Antiquity of Man, first published in 1863.114

Both Elworthy's reference to a "mine of treasure" within the
dialect of West Somerset, and the notion that Hardy's "Wessex"
provides a seamless connection between Anglo-Saxon and "modern"
Victorian England, suggest a version of historical continuity that is

often found in geological research. For instance, in The Geological

Evidences of the Antiquity of Man, Lyell remarked that the basis of

geological principles of historical inquiry was the disparity between
two layers of rock, which indicated the passage of time. This method
of historical analysis had allowed him to prove that the earth was
millions of years older than had hitherto been thought. The
attraction of geology for the Victorians was, then, that it seemed to
provide an unbroken link with the past - something of evident value
to a society that prided itself on its ability to pursue scientific
inquiry into the origins and meaning of life. However, as Lyell also
pointed out in his work, this vision of historical continuity was an
illusion of geological research, Paradoxically, in order to discover
the historical changes that had taken place in the earth's crust, and
thus build up a picture of continuous historical change over a long
period of time, geologists relied upon fractures within the evidence
of the progression of time. Geological inquiry could only work in
cases where rock strata were clearly divided by a period of
historical change. With regard to the presence of that evidence of

historical change in the strata of the earth's crust, Lyell wrote:

it is clear that, even had the series of monuments been
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perfect and continuous at first . . . , it could not fail
to preffgt itself to our eyes in a broken and disconnected
state.

The geological evidence of the continuous progression of history

relies precisely upon a discontinuity in that "series of monuments",

Without differences between layers of rock, it would not be possible
to perceive gaps in time: a dislocation or gap is essential to the

framework of an unbroken (because detected) historical process.

There are, therefore, two points of contradiction within the
forms of language used to conceptualise the historical importance of
dialects. Firstly, there is a conflict between two different modes of
talking about history. On the one hand, there is the discontinuous
version of history, as represented by language that describes
historical process as being founded upon organic principles of
extinction and obliteration in the "great struggle of life". Set
against this, and ostensibly opposed to it, is a version of history
as a continuous, seamless succession of historical moments, all of
which are accessible to the present day through geological inquiry.
However, this geological way of talking about history is the source
of the second contradiction. In effect, the geological language that
represents history as a seamless continuity, is based upon a mode of
scientific inquiry that requires breaks in the evidence of the
passage of time, if it is to offer historical findings. What remains
to be done now is to consider the convergence of these organic and
geological languages in the representation of the historical identity

of dialect speech.

The intersection of organic (discontinuous) and geological
(continuous) conceptualisations of history is clearly found in
Hardy's use of a fictitious version of "Wessex". His so-called

"disinterment" of that Anglo-Saxon name in order to use it in his

novels suggests a link with the past that is based on geological
principles. By contrast, his acknowledgement that the Anglo—Saxon
kingdom was already "extinct" at the time he was writing, is an
affirmation of the irreversible breaks that occur in time according
to organic principles of discontinuity. This intersection produces a
conflict between different historical models. There is evidence that

in non—-fictional work on language at that time, a conflict of this
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kind was also present: in those works however, that conflict was
suppressed in favour of the ideological value accorded to non-
literary works as authoritative accounts of language. For example,
we could turn to Max Miller's Lectures on the Science of Languagel16

delivered at the Royal Institution of Great Britain. These were

attended by many notable figures, and Queen Victoria herself summoned
him to present two of his lectures in a private royal perfomance.
Miller stressed that two crucial elements of the scientific study of
the "nature” of language were the principles of "Phonetic Decay" and
"Dialectical Regenerat:ion".117 What was clearly an organicist
concept of growth and decay as constituting the history of language,
led him to argue that "The real and natural life of language is in

its dialects".]'18 The reason for this was that:

Literary dialects, or what are commonly called classical
languages, pay for their temporary greatness by inevitable
decay. H)&y are like stagnant lakes at the side of great
rivers.

However, the important role of dialects in the organic decay and
regeneration of language is combined with what could be called a
geological conceptualisation of historical change. This is apparent
in Muller's theory that, in times of "political commotions":

the popular, or, as they are called, the vulgar dialects,
which had formed a kind of undercurrent, rise beneath the
crystal surface of the literary language, and sweep away,
like the W'TESIS in spring, the cumbrous formations of a
bygone age.

The value of dialects is thus founded on an understanding of the
history of language that has two axes. On the one hand, historical
change is represented according to geological principles of
crystallisation, and evidence of this is represented in the form of
fossilised formations. This combines with an organically defined
energy of regeneration which, in the replacement of stagnation and
decay with growth and revitalisation, is a version of historical
change that parallels the replacement of the deathly months of winter
with a vibrant spring. Muller's account of the importance of
dialects, therefore, relies upon the organic model of historical
process as continuous growth, as well as upon a model that is based

upon discontinuity as a result of extinction. In an echo of the
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cultural language of geological research, dialects are only important
in that they fill the break in continmuity of language that has
crystallised, and, in doing so, they paradoxically prove that there
are no gaps in the historical continuity of linguistic change.

Miller's theories, presented to the nation's figurehead and
received by figures of high society at the seat of Great Britain's
institution of scientific advancement, thus suggest that the value of
dialect speech was based on an uneasy intersection of organic and
geological models of historical change. But Miller's project was
intent on deriving an understanding of all languages., not any one
particular language. He told his distinguished audience:

We do not want to know languages, we want to know language;
what it is., how it can form a vehicle or an organ of
thought: we want tf know its origin, its nature, its laws.
(Emphasis added) .14l

This places Muller within a distinctive strand of nineteenth century
comparative philology. However, the ideological significance of
organic and geological language. in the construction of the
historico-cultural value of dialect speech specific to the English
context, is more clearly exhibited in the writings of William Barnes.

In the dissertation which was included in the first edition of
his Poems of Rural life in the Dorset Dialect, Barnes wrote:

The rustic dialect of Dorsetshire . . . is, with little
variation, that of most of the western parts of England,
which were included in the kingdom of the West Saxons, the
counties of Surrey, Hants, Berks, Wilts, and Dorset. and
parts of Somerset and Devon, and has come down by
independent descent from the Saxon dialect which our
forefathers, the followers of Cerdic and Cynric, }fg:jta,
Stuf, and Wihtgar, brought from the south of Denmark.

Barnes goes on to quote "the history of the foundation of the kingdom
of the West Saxons, which we have in the Saxon Chronicle and other
ancient authorities".l?3  In this way, he gives a definition of
Dorset dialect that effectively elides the geographical borders of
seven counties and subordinates them to the historically defined
"kingdom of the West Saxons": in other words, Wessex. In effect, the
"rustic dialect of Dorsetshire" is equated with, and subsumed by, the

literary language of south west England which was, and still is,
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studied as historical evidence of 0ld English. In remarkably similar
fashion, Hardy's "disinterment" of the old name Wessex was prompted
by the desire to expand the province inhabited by his characters to
include not only Dorset, but at least five other counties. The list
covers four that Barnes connects with the dialect of Dorset, namely

Hampshire, Wiltshire, Somerset and Devon.

There is, then, almost an exact correspondence between Barnes'
definition of dialect in his non-fictional writings, and the
representation of "Wessex speech” in Hardy's novels. The novelistic
image of "Wessex dialect" is constructed by social languages that
were inextricably intertwined in the representation of dialect speech
at that time. However, the internal and mutual contradictions of
those languages, as they converge in the stereographic space of
Hardy's writing, produce a highly problematic sign of dialect speech.
This is particularly apparent in the way that the re-presentation of
those languages as discourses, makes explicit contradictions within
the non-literary representation of the ideological value of dialect
speech. Again, this can be shown through a comparison of Hardy's
novelistic dimage of dialect speech with the non-literary
representation of the historico-cultural value of dialects put

forward by William Barnes.

Drawing exclusively on his study of "ancient authorities”

recording the history of Wessex, Barnes asserted:

From all these circumstances, therefore, it seems likely
that Dorsetshire fell under the power of the West Saxons,
and received their lanﬁffge, the venerable parent of its
present rustic dialect.

It is apparent that in employing a historical framework to define
Dorset dialect, Barnes' account implicates what has been called the
organic framework of the history. However, rather than emphasising
the break in historical process, referred to in his comments on the
obliteration of dialect speech by an expanding education system, the
organic framework here lends a different, conflicting emphasis to
Barnes' study. The language of the West Saxons, and Dorset dialect
are represented as consecutive generations of the same family, an
organic continuity linking the "rustic dialect™ with its "venerable

parent". As such, the dialect is invested with historico-cultural
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value precisely because it is a crucial element in an unbroken

transmission of language through history.

In TIW, published in 1862, Barnes wrote:

My view of the English, as a Teutonic tongue, is, that the
bulk of it was formed from about fifty primary roots, of
such endings and beginnings as the sundry clippings that
are still in use by the English organs of speech. I have
reached these roots through the English provincial dialects
and other Teutonic speech-forms, and I deem them the
primary ones, inasmuch as, by the known course of Teutonic
word-building and word-wear, our sundry forms of stem-words
mightlégave come from them, but could not have yielded
them.

According to Barnes, the national language "still in use by the
English organs of speech"” has its organic historical "roots" in the
language spoken centuries earlier by the Teutons.126 However, it is

the "English provincial dialects" which are the means of access to

those roots, and it is consequently a localised form of speech which
is accorded national historico—cultural importance. Yet, Barnes'
claims that dialects constituted an organic 1link between the
linguistic forms of two distant historical moments, cannot be
divorced from his reference to the threatened extinction of dialect
speech by the language taught to the nation through the national
system of education. More precisely, this representation of the
ideological value of dialect speech as constituting a link between
the English language and its Teutonic roots, is in direct conflict
with Barnes' definition of dialect speech as being outside the
standard English language of the day. If the latter argument were
true then, by Barnes' own terms of definition, dialect speech could
not provide a link between "ordinary English" and its historical
roots. The organic historical framework used by Barnes to indicate
the threat to dialect speech from the more widespread form of English
taught in the school system, underlines irreconcilable differences,
rather than connections between dialects and "ordinary English". In
other words, the organic historical framework constructs a version of
the linguistic history of the English language that both includes and
excludes dialect speech.

This contradiction within studies of dialect speech founded upon
a linguistic principle of inclusion/exclusion is illustrated even
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more clearly by an extract from TIW, in which Barnes wrote:

I perceive that the provincial dialects are not jargons but
true and good forms of Teutonic speech, with words which,
if the speech had grown into full strength in every stem,
ought to be or to have been somewhere in the speech of
Teutonic tribes, and many of which are highly needful for
the fulfilling [sic] the wants of the book-speech.
(Emphasis added).*%’

Here the wvalue of dialects derives precisely from a break in
linguistic continuity. In effect, the "growth" of the Teutonic
language is arrested in the provincial dialects. They are, therefore,
valuable because the competitor, "book-speech", which extinguished
that growth, is linguistically as well as historically estranged from
the Teutonic language. The ascendancy of "book-speech" results in an
unbridgeable break in the organic continuity that supposedly links
"literary" or "ordinary" English with the language of the "Teutonic

tribes".

Barnes' use of an organic historical framework to conceptualise
dialect speech in relation to the history of the English language,
therefore, includes a contradiction between notions of continuity and
discontinuity which replicates the conflict within a geologically
derived framework of linguistic history. More importantly, however,
those contradictions have significant ramifications for the authority
attached to non-literary works, based on the (unproven) linguistic
definition of dialect speech as being outside what he calls elsewhere
"book English". In Se gefylsta: An Anglo—Saxon Delectus which Barnes
wrote in 1849 as "a first class—book of the language", he argued
that:

it is hardly possible to gain a critical understanding of
our mother tongue, such as an Englishman should have; and a
clear perception of its etymology and structure, such as
that which the master of the grammar school labours so
hardly [sic] to give his pupils of the formation of Latin
and Greek; without contemplating Eng}%gh in its purer and
more regular form of the Anglo-Saxon.

In order to "gain a critical understanding of our mother tongue, such
as an Englishman should have", Barnes believed it was necessary to
have access to its Anglo—Saxon predecessor. In other words, he placed

enormous emphasis on an unbroken link between Anglo-Saxon and the
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English language. It was this link which played a significant role in
assuring the historically authenticated national status of that
language. However, in the light of the above extracts from TIW, it
can be said that such a link was wholly dependent upon dialect
speech. In that book Barnes bemoaned the arrested growth of Teutonic
stems that were required to "fulfil the wants of book-speech". In Se
gefylsta, the belief that "ordinary" English did not develop from the
Anglo-Saxon is repeated in his statement that: "Anglo—Saxon (English)
has not been cultivated into a better form, but has been corrupted
for the worse, since King Alfred's d.ays".129 The historical gap
between "book-speech" and Anglo—Saxon that caused this imperfection
in the language was, according to Barnes, filled by dialect speech.
In a statement which calls to mind Elworthy's description of the
dialect of West Somerset as composed of "verbal treasures", he
claimed elsewhere that: "the Dorset dialect is a broad and bold shape
of the English language, as the Doric was of the Greek".130  This
replaces the representation of dialect speech as a discrete language,
defined by the exclusion of its linguistic features from the norm of
"literary" or "ordinary" English. The elevated conceptualisation of
English rural dialects, as being equivalent to the dialects of
Ancient Greece that shaped the Greek language, serves to emphasise
Barnes' insistence that dialect speech was the only means of
"contemplating English in its purer and more regular form of the

Anglo—-Saxon".

Barnes' work on the dialect of Dorset, and in particular his
exposition of the historical importance of the linguistic forms found
in that dialect, thus contradicts the exclusion of dialect speech
from the linguistic norm against which it was defined as a discrete
language. To put this another way, the organic and geological
historical frameworks, with their conflicts between continuous and
discontinuous notions of history, construct a place for dialect
speech both inside and outside the "ordinary" English language. In
the same way, George Eliot and Hardy in their literary writings, and
Elworthy in his non-literary writings, all contradicted or
contravened the 1linguistic principle of inclusion/exclusion that
defined dialects. It has already been noted in the Introduction that
they conceptualised dialect speech as a 'repository of verbal

treasures" (Elworthy), and as being of actual linguistic value to
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"the native tongue" (Eliot) or “standard English" (Hardy). Joseph
Wright even claimed that it was "in the elucidation of the literary

language that the chief value of a dialect grammar lies".131

Yet, despite these contradictions within the historical and
linguistic definition of dialect speech in non-literary works,
dialects were still conceived as having a stable linguistic identity
according to a dialectal/literary principle of inclusion/exclusion.
For Barnes, the foundation of his work was the principle that "folk-
speech” was not "book English", and had therefore to be studied
separately to the "ordinary" language. Similarly, for Elworthy, the
dialect of West Somerset existed solely by virtue of grammatical,
lexical and phonological differences from "ordinary" or "literary”
Fnglish. Non-literary works still posited as the object of their
analysis, a version of dialect speech defined and represented as
deviant according to a linguistic principle of inclusion/exclusion.
In his studies of the dialect of West Somerset, Elworthy admitted
that the grammatical, lexical and phonetic features he listed as
belonging to the dialect of West Somerset, would not actually be
heard by anyone coming to the area. In similar fashion, it could be
said that the dialectologists' insistence on these modes of defining
dialects, resulted in a written representation of dialect speech in
their works that was a "pure and unadulterated" construct of the
methodology they adopted. That is to say, the contradictions within
those modes of definition could only be sustained, and then with some
difficulty, at a purely theoretical level. Despite the authority
invested in such works, there was a large gap between their

representations of dialect speech and authentic dialectal forms.

There are, therefore, implicit conflicts within the linguistic,
geographical, and historical ways of talking about the identity of
dialect speech used in non-literary works. In the sign of "Wessex
dialect", it has already been noted how those social languages are
re-presented as discourses in which their contradictions are made
explicit. But, those discourses also intersect in the sign of "Wessex
dialect" with another mode of defining dialect speech. I refer to the
language of class found in non-literary writings that talk of
dialects as the language of "peasants", and which is re-presented in

Hardy's novels through the explicit working class identity of his
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rural characters. The emphasis on a political principle of
inclusion/exclusion produced by that representation of the
inhabitants of "Wessex" is of paramount importance. It brings to the
fore the ideological nature of the conflict within, what Bakhtin
would call, the "world views", carried by the social languages that
defined and represented the social and cultural identity of dialect

speech outside the novels.

The class ididentity of the inhabitants of Hardy's "wessex”
emphasises that, as well as being associated with customs and
practices regarded as quintessentially English traditions, which were
to be protected against the danger of extinction, dialect speech also
connected with another dominant perception of the rural way of life
of those who used it. The following extract from a review of Tess of

the d'Urbervilles in The Speaker in 1891, serves as a reminder that

dialect speech was perceived as a badge of class exclusion:

[Tess of the d'Urbervillesl deals with the old country, the
old scenes, and, we might almost say, the old people. The
Wessex peasantry are once more brought upon the stage, and
the dignity, the tragedy, the comedy of their lives are
again presented to us. There is no single person in the
book whose rank is higher than that of middle-class; and
the few people of education and comparatively fair means
who figure in it are the exceptions to th%35ule. It is the
lives of the toilers that Mr Hardy paints.

Whilst these "toilers" have a "dignity" in line with the local and
national significance of "Wessex" to perceptions of historico-
cultural identity, the term "Wessex peasantry"” signifies that they
are people who are marginalised and excluded from the social order by
their class. Hardy's representation of "Wessex speech" embraces the
social prejudices against dialect speakers. The result is a sign of
dialect speech, in which there is a conflict between the socio-
historical value of dialect speech, and the politically determined
perception of dialects as signifying class exclusion. My concluding
argument is that, since the complex sign of "Wessex dialect" is the
product of languages used in non-literary works, it exemplifies the

contradictions within the ideological identities accorded to dialect

speech, by the society for which Hardy was writing.




Pursued logically, the contradictions outlined above would give
the following., If dialect speech is excluded from the linguistic
norm, by virtue of being seen as a discrete language belonging to a
socially and politically excluded group, then it is also excluded
from the continuous historical development of "ordinary English". Yet
if this is so, the consequence is that the unbroken connections
between "ordinary English" and its Anglo—Saxon predecessor are also
rendered invalid. Indeed, the organic continuity of the history of
language is itself invalidated by the absence of a link between
Victorian English and Anglo-Saxon English, the very 1link that
dialects were said to provide, This being so, there is evidence of a
threat to the concept of linguistic history which was essential to
the representation of English as a national language, with a
historical pedigree that could question the cultural prestige of the
Classical languages of Latin and Greek. These are all contradictions
within the definition and representation of dialects in non-literary
works, that are only apparent on close inspection of the theoretical
and practical methodologies used by the dialectologists. However, the
manner in which the findings of those methodologies was presented,
suppresses such conflicts. Non-literary works assert constantly
that dialects are defined ultimately, as being outside the form of
"ordinary"” FEnglish, that the dialectologists believed society to
recognise implicitly as its linguistic norm. Tess of the

d'Urbervilles provides the clearest instance of the way in which, the

discourses that intersect in Hardy's "Wessex dialect", also construct
a sign of dialect speech that makes explicit the ideological
contradictions actually produced by the forms of language commonly

used to define dialects.

The reader of Tess of the d'Urbervilles is told:

Mrs Durbeyfield habitually spoke the dialect; her daughter,
who had passed the Sixth Standard in the National School
under a London-trained mistress, spoke two languages; the
dialect at home, more 9£31ess; ordinary English abroad and
to persons of quality.1

The "two languages" spoken by Tess Durbeyfield mean that her
bilingualism epitomises the linguistic principle of

inclusion/exclusion that was so important to the definition and

99




representation of dialect speech. The "dialect" Tess speaks is set
against "ordinary English" as if they were two mutually exclusive
languages. That dialect is spoken by the preceding generation, but
for Tess its use is confined only to the domestic scene. By contrast,
when she is outside the home, the language she uses is the "ordinary
English" taught to her in the "National School", by someone from the
national capital. However, that opposition is seen more clearly, if
we consider the sign of "Wessex dialect" as the product of social
languages, which are re-presented in the novel as highly complex

discourses.

In Tess Durbeyfield's "two languages", the representation of
dialect speech according to the geographical means of definition
appears to be stable. The dialect she speaks is clearly indicated as
belonging to the borders of her rural birthplace. However, the
geographical identity of "Wessex dialect" is pushed to its very
limit. Her use of that form of speech is restricted not only to the
"beautiful Vale of Blakemore or Blackmoor™ but, in an "intense
localisation" that exceeds even Barnes' poems, she does not use that
form of speech outside the confines of her own "home". The
conventional way of speaking of dialects as regional features, is
therefore pursued to absurd lengths. Moreover, the status of that
means of defining dialect speech is further undermined by the
narrative. Although her use of a localised dialect is said to
contrast with a language adopted as the national horm, the "ordinary
English" Tess speaks outside the home is evidently defined by class
rather than nationality: she speaks it only to what are described as
"persons of quality". The opposition between provincial and national
usage of 1language 1is therefore cut across by a different,
specifically political, means of definition. As a result, the
geographical way of speaking of the identity of dialects is present,
but it is almost invalidated as a means of defining dialect speech.
Firstly, it is shown to be internally contradictory, since the local
form of speech is excessively limited, and the language it is set
against is not defined only by its use in the geographical area of
the nation. Secondly, the geographical means of defining the dialect
is clearly subordinate to a definition of dialect speech produced by
the language of class. If we turn now to the socio-historical value

of Tess' dialect speech, it can be seen that the novelistic image of
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"Wessex dialect" creates similar instabilities in the contemporary

way of talking about the historical identity of dialects.

The reader is told of an important difference between Tess
Durbeyfield and her mother Joan:

Between the mother, with her fast-perishing lumber of
superstitions, folk-lore, dialect, and orally transmitted
ballads, and the daughter, with her trained National
teachings and Standard knowledge wunder an infinitely
Revised Code, there was a gap of two hundred years as
ordinarily understood. When they were tfgither the Jacobean
and the Victorian ages were juxtaposed.

On first reading, this statement can be seen as reiterating the kind
of historical value given to dialects in non-literary works. By
virtue of belonging to a period two hundred years before Victorian
times, "Wessex dialect" shares the socio-historical value of other
oral practices surviving from the Jacobean age. But let us consider
this statement more closely. In effect, the narrative presents
dialect speech as producing a form of timelessness. The gap of two
hundred years between two different historical periods is apparent,
but the anachronism of Jacobean speech forms in Victorian England
also collapses the historical divide between those two periods. We
are reminded of Ralph Elliott's assertion that "Wessex dialect"
combines Anglo-Saxon and Victorian speech forms. The point is made
even clearer by Simon Gatterell and Juliet Grindle's edition of the
novel, This gives an earlier version, in which Hardy wrote that when
Tess and Joan were together, "the Elizabethan and the Victorian ages

were juxtaposed".135

In this novel, "Wessex dialect" not only
connects Anglo-Saxon and Victorian times, it also provides a medial
point of contact between the two by linking the society of Queen
Victoria with the previous great queen of England, Queen Elizabeth I.
Consequently, the national importance of the historical identity of
"Wessex dialect" is doubly affirmed. Let us consider more closely,
however, the concept of a continuity between Anglo-Saxon, Elizabethan
or Jacobean, and Victorian periods on which that national historical

value is based.

Tess Durbeyfield's ability to speak both dialect and ordinary
English is clearly crucial to a concept of continuity between

Jacobean and Victorian ages. More specifically, her bilingualism is
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represented so as to bring to mind the way of talking about the
historical identity of dialects that was so closely connected to
geological principles of inquiry. Tess Durbeyfield's bilingualism is
the missing link that bridges a "gap of two hundred years as
ordinarily understood"”: her exceptional linguistic ability is
representative of an unbroken transition from Jacobean to Victorian
forms of speech. Moreover, the representation of "Wessex dialect" as
part of an unbroken continuity between Jacobean, or Elizabethan, and
Victorian periods, is affirmed by the 1links between the two
representatives of those periods. Joan and Tess are not only members
of the same family, they are mother and daughter. Together, they
represent the organic links between two successive generations of
Durbeyfields. Indeed, the close family ties between these two people
represent a notion of unbroken organic continuity, that is in sharp
contrast to what would otherwise be an irreconcilable gap between
dialect speech and the language taught in schools in the late
Victorian period. The organic 1link between the mother's dialect
speech and the daughter's "Standard knowledge" of "ordinary English",
would seem to counteract the process whereby school education

threatened to make dialect speech extinct.

The historical identity and importance of "Wessex dialect" would
therefore seem to be based on a conceptualisation of historical
process according to organic and geological notions of continuity.
However, Tess Durbeyfield's ability to speak the "ordinary English"
taught in her school, means that the narrative immediately contests
that notion of historical continuity. Although her ability to speak
the language of Jacobean and Victorian periods means that she
provides a geological bridge across a "gap of two hundred years as
ordinarily understood”, such a gap in time between mother and
daughter is clearly a nonsense. We are reminded that geological
conceptualisations of history relied upon a gap between monuments of
different periods in time. At the same time, this discontinuity at
the foundation of geological principles not only produces a conflict
between the geological and organic ways of speaking of the historical
importance of dialect speech. It also emphasises that those social
languages are re-presented as problematic discourses, with their
internal and mutual contradictions explicitly displayed, in the sign

of '"Wessex dialect". Above all, however, the complex and
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contradictory convergence of these discourses in the sign of Wessex
speech, voices the politics of the representation of the cultural
identity of dialect speech and ordinary English at the time the

novels were written.

In Hardy's novels, it is the overt identity of the inhabitants
of "Wessex" as rural working class people that causes us to consider
very carefully the representation of their dialect speech. Thus, the
conflict between the representation of dialect speech as a badge of
class exclusion, and the representation of dialect speech as
something of  historico—-cultural value, points to important
ideological contradictions. The real importance of the class identity
of Hardy's characters is revealed however, by further analysis of
"Wessex dialect” in relation to the relatively stable, but still
problematic, representation of dialect speech in non-literary works.
"Wessex" is shown to be a sign produced by the re-presentation of
ways of speaking about dialects in terms of their Ilinguistic,
geographical, historical, and political identity. This results in
"Wessex dialect” being a highly problematic construction of
internally and mutually contradictory discourses. Most importantly,
the presence of a discourse on class in that complex representation
of dialect speech, sets up a critique of the ideological conflicts
within and between those discourses. The sign of "Wessex dialect”
produced in the language of Hardy's novels, emphasises that the
principle of inclusion/exclusion, at the foundation of definitions of
dialect speech, did not result in the cultural and historical values
of dialects being excluded from the ideological sign of what
constituted the linguistic norm of that society. Rather, it was those
people who spoke what was also constructed as a sign of class, who
were socially and politically excluded by those socio-ideological
representations of the cultural identity of the "ordinary English"
language, and of dialect speech.

5. Conclusion
In this chapter I have considered the representation and
definition of dialect speech in the historically and culturally

specific context in which Hardy was writing. To do so, I have
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developed my own methodology, based on an analysis of what have been
called discourses of representation in the Ilanguage of Hardy's
novels. The isolation of those discourses is possible only in
abstract terms., They both constitute the language which produces a
novelistic image of dialect speech, according to conventional ways of
talking about the identity of dialects: and, they are also a re-
presentation of those modes of conceptualisation, which is produced
in, and by, the language of the novels. I have argued that it is only
when dialect speech in the novels is subjected to this new
methodology, that important aspects of the specific historical and

socio—cultural importance of "Wessex dialect" are made apparent.

With these theoretical complexities in mind, I have illustrated
how the sign of "Wessex speech" reveals discourses within the
language of the novels to be internally and mutually contradictory.
The intersection of linguistic, geographical, historical, and socio-
ideological discourses, to produce the sign of dialect speech
recognised by Hardy's readers, creates a contradictory dynamic of
unification and conflict. In outlining the complexities produced by
this dynamic, I have indicated that Hardy's novels problematise the
language conventionally used to conceptualise standard and dialectal
languages. In particular, I have argued that the contradictions
produced within the sign of "Wessex dialect" by those discourses, set
up a political critique of the ideological nature of contemporary
definitions and representations of dialect speech. As a result, I
have questioned the usefulness of the automatic equation of a
linguistic  principle with a  socio—political principle of
inclusion/exclusion, in the conventional reading of Hardy's literary
version of dialect speech. A discursive reading of the re-
presentation of dominant ways of conceptualising dialect speech in,
and by, the language of Hardy's novels, underlines the historically
specific status of "Wessex dialect" as a representation of the social
and cultural value of dialect speech. More importantly, such a
reading also indicates how the language of Hardy's novels develops
space for a critique of the cultural politics, intrinsic to the
socio-ideological sign of dialect speech produced by, and in,
cultural languages of the period.
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In the next chapter, I will develop further a methodology for
reading the cultural politics of the language of Hardy's novels. I

will focus upon the language of Tess of the d'Urbervilles as the site

of intersection and struggle between discourses of representation. In
particular, I will argue that the representation of social and
cultural identity 1is the central issue of the narrative of this
novel. As such, the novel accentuates the potentiality of a reading
of the politics of literary language as the reproduction, and radical
re—-presentation, of the struggle for socio—ideological signs of
cultural identity.
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CHAPTER TWO

THE STRUGGLE FOR A PURE LANGUAGE OF REPRESENTATION

1. Introduction

The previous chapter, on the politics of the representation of
dialect speech, ended with a reference to Tess of the d'Urbervilles.

I argued that Tess Durbeyfield's ability to speak the two languages
of "the dialect" and "ordinary English", put her at the centre of the
conflicts within, and between, the discourses of representation that
converge to produce the sign of "Wessex dialect". Her "bilingualism"
locates her at a geographical meeting of rural "Wessex" and
metropolitan London, the point where local and national coincide. In
addition, there is an organic link between mother and daughter, that
is set against a "gap of two hundred years as ordinarily understood”
between the languages they speak. This places Tess paradoxically in
both the continuous and discontinuous frameworks of history, that
were intrinsic to contemporary versions of the historical
relationship between the standard language and dialects. Moreover,
the two languages spoken by Tess also situate her at the site where
dialect speech, associated with ideologically loaded values of
historical tradition, intersects with the socially validated standard
of the "ordinary English" taught in schools. It is, therefore,
difficult to talk of Tess as being at the centre of discourses. In
the same way that discursive conflicts prevent the simple
extrapolation of the sign of "Wessex dialect", contradictions in the
language of the novel mean it is more accurate to see Tess as the
displaced centre of an antagonistic harmony between discourses. Tess
Durbeyfield's individual identity is consequently a highly
problematic construction.

In this chapter, I will focus upon how the narrative of Tess
Durbeyfield's struggle to represent her own "pure" identity engages

with the novel's subtitle: "A Pure Woman, faithfully presented by
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Thomas Hardy". That narrative represents Tess Durbeyfield's life as a
sequence of choices concerning her own individuality, where each
choice is determined by false promises of establishing a stable
identity that is ideologically acceptable to the society in which she
lives. Yet, Hardy's novel goes farther than this exposé of the
cultural politics of his society. The options presented to Tess are
shown to produce an illusory social identity, that actually works
against her attempts to articulate her own desperate situation. The
subtitle of the novel, and the controversy it created over whether
Tess could actually be accepted as a "pure woman", implicates the
reader in the kind of social judgement Tess suffers in the novel. The
label "pure woman" represents Tess as morally untainted, and/or as
the quintessential type of the female condition. In either case, it
is virtually impossible for any one individual, fictional or non-
fictional, to fulfil all of the criteria of the title. Consequently,
the reader's continual assessment of the character of Tess in
relation to the sub-title, perpetuates her failure to fulfil the

social and ideological demands placed upon her in the narrative.

I will argue that an analysis of discourses within the narrative

of Tess of the d'Urbervilles reveals the politics of Hardy's

representation of Tess as a "pure woman". However, in contrast to
other studies of the novel that have focused upon this project, in
this instance it is the actual language of the novel that is subject
to ideological and political analysis. I will show how the
representation of the illusory options presented to Tess as a means
of fulfilling social expectations of her identity, is the product of
discourses of representation within the language of the novel. By
this, I mean not only that the language which represents Tess is a
site of ideological conflict. Following the theory outlined in the
previous chapter, I mean also that the language of the novel re-
presents conventional ways of talking about the social and cultural
identity of the rural individual. The discourses I focus upon, both
define the social identity of Tess, but in their internal and mutual
contradictions they also re-present that identity as untenable. The
collapse of the narrative of the novel, with the expulsion of Tess
Durbeyfield as a victim on the sacrificial altar of Stonehenge,
accentuates the narrative's inability to resolve the struggle for

representation that it inscribes as the central action of its plot.
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But the story does not end there. The choices Tess makes in order to
be accepted as a "pure woman", are related to the ostensible choice
she has between the two "pure" languages of dialect speech and
"ordinary English" as a means of articulating her situation. Yet, I
have already indicated that a discursive analysis of the language of
the novel reveals the definition of these "two languages” to be
problematic. In this chapter, I will extend that analysis. My focus
will be the contradictions within, and between, discourses that
intersect in the textual representation of Tess Durbeyfield: I will
argue that these discursive conflicts facilitate a reading of the
politics of the control exerted over the cultural languages available

to the rural working classes to represent social identity.

2. Tess and the Crisis of Representation

The ending of Tess of the d'Urbervilles is notorious for the

difficulties it presents to the reader. Angel Clare and Tess
Durbeyfield's sister, 'Liza-Iu, watch the black flag being raised
above Wintoncester gaol to signify Tess' death by hanging, and the

reader is simply but infamously told:

"Justice" was done, and the President of the immortals, in
Aeschylean phrase, had ended his sport with Tess. And the
d'Urberville knights and dames slept on in their tombs
unknowing. The two speechless gazers bent themselves down
to the earth, as if in prayer, and remained thus a long
time, absolutely motionless: the flag continued to wave
silently. As soon as the¥ had strength they arose, joined
hands again, and went on.

That the validity of this "Aeschylean" notion of "justice"” is to be
questioned, is shown by Hardy's use of inverted commas. However, the
temptation to reject the social justice meted out to Tess, does not
entirely counteract a sense of impotence to match Tess' own belief
that "once victim, always victim, that's the law".%2 The black flag
above the gaol appears as an incontrovertible sign of the "justice"
Tess receives and her identification as "victim" of the law. However,
in reaching this conclusion the narrative enacts time and again the

ambivalence indicated here by the inverted commas around justice.

108




Indeed, these ambivalences extend to become conflicts within the
language of the novel which threaten to collapse the coherence of the
narrative, and which are resolved only superficially by the expulsion

of Tess in the role of victim.

Shortly after the death of Tess' illegitimate child Sorrow, and
prior to her departure for Talbothays Dairy, the reader is told that:

She philosophically noted dates as they came past in the
revolution of the year; the disastrous night of her undoing
at Trantridge with its dark background of The Chase; also
the dates of the baby's birth and death; also her own
birthday; and every other day individualised by incidents
in which she had taken some share. She suddenly thought one
afternoon . . . there was yet another date, of greater
importance to her than those; that of her own death. . . .
Of that day, doomed to be her terminus in time through all
the ages, she gid. not know the place in month, week,
Sseason, Or year.

One critic has gone so far as to provide a chart of those dates that
were so important to Tess, placing them between 1884 and 1889, and
even providing details of the month and day of the week.% The chart
even includes the dates of birth of not only Tess, but also Alec and
Angel. Whilst few critics today would go so far as to produce a
chronology for Tess Durbeyfield as if she were a real person, it is

certainly true that the reader of Tess of the d'Urbervilles is

encouraged by the narrative to concentrate exclusively on "days in
which Tess had taken some share". This emphasis on her life story is
the motive and emotive force behind the reading of the novel,
concluding on the very day that is "doomed to be her terminus in

time".

The telling of that life history is intrinsically connected with
the highly contentious debate as to whether Tess Durbeyfield is
indeed the "pure woman" of Hardy's subtitle. At one stage, Angel is
asked by his mother whether Tess is "a young woman whose history will
bear investigation".5 In many ways, readers of the novel are
encouraged to investigate the narrative of Tess' life in order to
attempt to answer that question about her identity as a "pure woman".
Such "investigations", however, should not be at the expense of
recognising that it is the very telling of that life history that is

the source of many of the conflicts of opinion exhibited by readers
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and critics. Indeed, the text's self-conscious ambivalence about
Tess' identity (whether she is "worthy" of the epithet "pure"), is
matched by a self-conscious ambivalence over how best to tell that
story. The narrative focuses upon Tess as she derives her individual
identity from the events of certain dates. This notion of how her
individual identity is created, is in no small way augmented by the
continual suggestion, that an important part of Tess' individuality
is her exceptional desire to retell her history against the advice of
others. For instance, prior to her marriage to Angel, her mother

writes saying:

Tess, J [sic] say between ourselves, quite private but very
strong, that on no account do you say a word of your Bygone
Trouble to him. . . . Many a woman - some of the Highest in
the Land - have had a Trouble in their time; and why should

you Trumpet yours wheg others don't Trumpet theirs? No girl
would be such a Fool.

Of course, Tess does tell Angel of the dates and events at
Trantridge, with well-known consequences. It is not necessary to
reiterate the importance of this to the plot of the novel. Yet, Tess'

"confession" is also significant on other accounts.

The way in which the novel indicates Tess' rejection of advice
from others and depicts her determination to tell her life story,
suggests a textual awareness of two central issues. The narrative
marks Tess out as an individual, because the reader learns about the
events and experiences that have supposedly formed her character.
But, the actual act of telling that history also marks Tess
Durbeyfield out as an individual, precisely because she gives in to
the impulse to recount them. Therefore, although Tess' momentary
indecision whether to tell her history or not, is an important part
of the narrative, it is equally, if not more significant, that the
narrative in this way focuses attention upon the question of how to
tell that story. Recounting the narrative of her life to Angel marks
Tess out as an individual in both of the above ways. But his reaction
to the narrative indicates clearly that Angel was unaware of her
individuality prior to the confession, and that after hearing it, he
dismisses her individual identity in favour of a social stereotype of
virginal woman. The subtitle, "A Pure Woman, faithfully presented by
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Thomas Hardy", emphasises the text's encouragement to the reader to
take part in a similar process of interpretation of the narrative of
Tess' life history. This 1label marks Tess out as a distinctive
individual, whilst at the same time she is inscribed as a certain
stereotype of female identity. Moreover, the narrative that produces
this identity for Tess simultaneously encourages the reader to
dispute her claims to that individuality (is she really "pure"?),
underlining a central difficulty in "presenting"” Tess' individual
identity.

There is, then, a specific interaction between the events of the
narrative and the telling of that narrative. That interaction takes
the form of a conflict about individuality and how to present
individual identity. The telling of the narrative — by Tess to Angel,
and by the narrator to the reader - questions the presentation of
Tess as a "pure woman". Tess' own dilemma is how to assert or even
live her individuality: more precisely, her predicament is how to
represent her own identity to others. To do so she must affirm her
individuality, but that is to run the risk of falling prey to someone
else's interpretation of that affirmation. Alternatively, Tess can
attempt to fulfil someone else's notion of who, or what, her identity
should be. Thus Alec and Angel promise her happiness if she will only
live the identity of mistress and virginal bride respectively. Yet
the events of the narrative emphasise that these are illusory
promises for Tess. Her individuality, the focus of the novel, is the
product of a history that is in conflict with such stereotypes. It
could therefore be said that the subject of the narrative is not only
the events of Tess' life which form her character, but also how she
struggles to tell those events in order to represent her identity.
The deceptions of illusory promises of happiness stress the need to
tell that history. The frequency of those deceptions underlines
Tess' continuous struggle to find a form of language that is "pure™
enough to facilitate her telling that history, without her
individuality becoming subject to the desires of her listeners.

Tess' "confession" to Angel, and his subsequent interpretation
of her narrative, epitomises this central concern of the novel. It is
also a remarkable illustration of Bakhtin's comment that:

Language is not a neutral medium that passes freely and
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easily into the private property of the speaker's
intentions; it is populated - overpopulated - with the
intentions of others. Expropriating it, forcing it to
submit to one's own intePtions and accents, is a difficult
and complicated process.

This attempt to "expropriate" language is central to Tess of the
d'Urbervilles. The indecision as to whether she should tell her life

story is mainly due to Tess' struggle to find the right means of
expressing it. Angel's reaction indicates that the language she does
use is "populated - overpopulated - with the intentions of others".
Angel interprets her words according to his own preconceptions of her
individuality, based upon social stereotypes of female identity. Tess
thus struggles to use language to suit her own purpose, but the
result indicates uncompromisingly that that language is more like a
coercive code, which inscribes her identity according to someone
else's frame of conceptualisation. In similar fashion, the illusory
promises of happiness offered to Tess rely upon her relinquishing her
own identity, and submitting to being encoded as someone who fits the
role foisted onto her by others. It is no coincidence that those
roles of whore and virgin, are social stereotypes of female identity

that prohibit any attempts to affirm individual identity.

Here, the effects of Hardy's subtitle take on renewed
importance. The deliberately provocative labelling of Tess
Durbeyfield as a "pure woman" encourages the reader to fit her into
one of two categories: pure or impure. The continuing debate over
which category is most appropriate serves to emphasise that this
subtitle involves the reader in the process of categorising Tess that
is pursued by, most notably, Alec and Angel. More importantly, the
diversity of opinion still produced by that subtitle, also displaces
a final resolution to the choice between two categories. Instead, the
reader is actively involved in a conflict over Tess' identity, a
conflict that is an intrinsic element of the narrative of the novel.
At this level also, the novel can be seen in the light of Bakhtin's
comments upon language:

there are no "neutral" words and forms - words and forms
that can belong to "no one"; language has been completely
taken over, shot through with intentions and accents. . . .
Each word tastes of the context and contexts in which it
has lived its socially charged life; all words and forms
are populated by intentions. Contextual overtones (generic,
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tendentious, individualistic) are inevitable in the word.

As a living, socio-ideological concrete thing, as
heteroglot  opinion, language, for the  individual
consciousness, lies on the borderline between oneself and
the other. The word in language is half someone else's.

Each reader of the novel is encouraged to bring to bear an
interpretation of the word "pure". The debate over Tess' identity
that is recounted in the narrative of the novel, is thus also played
out as a conflict in the language of that narration: an unending
conflict within the word "pure". To decide that conflict is to encode
Tess as whore or as virgin. It is far more important, however, to
remember that this is only the most blatant instance of the
narrative, and language of the novel, offering an illusory choice
about Tess' real identity. Whichever way that choice is decided,
depends upon the "contextual overtones" each reader brings to bear
when interpreting that label of purity. But more importantly, the
narrative of Tess' relationships with Alec and Angel serves as a
warning to the reader. It asserts that an answer to that choice
encodes the character according to terms of reference that both
promise to assert her individuality, whilst also reducing her
identity to a social and cultural stereotype. The conceptual
framework of purity is an illusory hope of happiness for Tess. The
frame of reference 1itself is incapable of representing her

individuality.

The aim of this chapter is not to answer the choices about Tess'
identity. Instead, the following analysis of the novel is based upon
the belief that such choices are important primarily because of the
resultant conflict about Tess' identity. That conflict is so
heightened by the novel's uncompromising insistence wupon such
choices, that the very frameworks of reference producing those
choices are themselves brought into question. The result of this is
an unbearable strain upon the narrative. That strain is indicated by
the reader's feeling of impotence at the ostensible proof of Tess'
dictum “"once victim, always victim, that is the law", when the black
flag is raised above Wintoncester gaol. The flag is an indisputably
simple sign of Tess' death at the hands of a notion of "justice".
But, through the narrative, the word itself is the focus of

contextual notions of what justice is, or should be, in the case of
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this fictional character. The strain caused by the terrible events of
the narrative can only be resolved it seems, by the expulsion of Tess
as sacrificial victim. Moreover, the public nature of the flag that
is an indisputable symbol of her death, forms a stark contrast with
the pitiful "0 - O - O!" to which Tess is reduced as she breaks under
the strain of events immediately prior to killing Alec. The
repetition of the sound "O", which the landlady (and the reader)
overhears when Angel leaves her at The Herons, is a terrible
testimony to the way that language seems to fail her. Instead of
allowing her to assert her individuality, it reduces her to a fatal

act of violence, since she can say literally nothing to help herself

in that situation. The ultimate lack of choices thus emphasises a
specific relation between the strains of the events of the narrative,
and the language that tells that narrative. Tess is unable to find
any language at all equivalent to that purpose.

The black flag that closes the novel, serves to underline Tess
Durbeyfield's inability to find words that are incontrovertibly
capable of representing her history, her situation, and her
individuality. The language she wuses leaves her open to the
interpretations of others, as time and again they decode that
language in a way that fixes her in a role that she cannot bear. The
struggle is clear. Not to tell her life history is to be forced to
live a stereotypical role that has been foisted upon her. Yet to tell
that history, is to use language that will not represent her
identity: others interpret that language in a way that confines her
identity to specific stereotypes. The continuing debate over whether
Tess is a "pure woman" or not, testifies to the strain this places on
the language of the novel. The expulsion of Tess at the end of the
novel does not resolve such conflicts within the language of the
novel. It underlines in uncompromising fashion Tess' struggle to find
a language to represent her individual identity, whilst leaving that
struggle undecided. The language of the novel cannot be so easily
decoded: it is far too problematic to be considered as a presentation
of Tess' essential identity. The ambivalence over the notion of
Justice on which the novel ends is another indication that, in the
language of this novel, "there are no 'neutral' words and forms -
words and forms that can belong to 'mo one'". The language of the
novel is the site of conflicts of representation.
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In the remainder of this chapter I will explore the specific

relation between the narrative of Tess of the d'Urbervilles and the

language used to tell that narrative. Tess' struggle to represent her
identity results in an illusory choice between various social roles
that are encoded by the interpretation of the language she uses. In a
discursive reading based on theories already outlined, I will focus
upon the conflicts within the language of the novel. These are
conflicts between the cultural languages that encode Tess' identity
for the reader, according to historically specific stereotypes of
rural England, and the re-presentation of those languages as
problematic discourses of representation that question those
representations of rural England. Rather than decoding Tess' identity
from the language that is used to recount her "life history", I will
provide a reading of the cultural politics of the language of Tess of

the d'Urbervilles as "a living, socio-ideological thing, as

heteroglot opinion".

3. Thou Lovest What Thou Dreamest Her

The title of this section is taken from Hardy's poem "The Well-
Beloved"g, but it is an apt comment on the reaction of characters,
and readers, to the problematic representation of Tess Durbeyfield.
From early on in the novel there is a question mark over the identity
of Tess. In the first chapter it is made apparent to the reader that,
in her case, the link between "Durbeyfield" and "d'Urberville" is
both tenuous and enormously influential. The similarity of the two
surnames suggests a linguistic correspondence, but the opposition
between "ville" (town) and "field" (country) is clearly deliberate,
and questions this dubious etymological link., More obviously, Parson
Tringham's revelation to "plain Jack Durbeyfield, the haggler" of his
place in the chivalric genealogy of the "ancient and knightly family
of the d'Urbervilles", is explicitly referred to as a "whim". The
parson knows very well that the descendants of "Sir Pagan
d'Urberville, that renowned knight who came from Normandy with
William the Conqueror", are "extinct - as a county family". His
addressing the haggler as "Sir John", is nothing more than a joke
that might amuse "the local historian and genealogist". But, of
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course, first Jack Durbeyfield becomes the butt of that joke, hiring
a horse and carriage to take himself home, and then his daughter, who
makes a journey to The Slopes to claim kin with total strangers, who

are not even members of the same family.

Despite the clear indications that the connections between
d'Urberville and Durbeyfield are as suspect as the parson's sense of
humour, that link is obviously of vital importance to the plot of the
novel. Tess' trip to the Trantridge poultry-farm has far-reaching
consequences for that individual. More precisely, the reader's
understanding of Tess' individuality through the account of events
and dates which shape her character, is profoundly influenced by the
effect on her life history of her falling prey to Alec, the "false"
d'Urberville. Yet, it must not be forgotten that that event is the
product of a link between Durbeyfield and d'Urberville which the text
self-consciously, and at some length, indicates as being as dubious
as Alec's own claims to the chivalric title. If the d'Urberville
family is "extinct in the male line - that is, gone down - gone
under"”, then neither Alec nor Tess have any inherited claim to that
title. Alec's appropriation of the name is the result of his father's
genealogical research to find a family title appertaining to the area
of England in which he wished to settle, and which could be bought
for the appropriate price. Tess reluctantly agrees to approach the
Trantridge d'Urbervilles to claim kin because of pressure from all
members of her family. In stark contrast to Simon Stokes' financial
capacity to purchase the title, she hopes to make amends for bringing
financial hardship on the family by killing their horse.

The actual responsibility for that incident is, of course,
ambiguous. Not only does Hardy have Tess make the journey to
Casterbridge because her father is drunk (the haggler has been
celebrating the parson's revelation), but she is also asleep when the
collision that causes Prince's death takes place. Tess' control over
events is specifically shown to be limited. It is a precursor to the
way in which her life is organised more and more by her own, and
other people's perceptions, of the d'Urberville/Durbeyfield
connection. She is consistently seen by others not as an individual,
but merely as a descendant of the d'Urberville knights. The most
obvious instance of this is the way in which Angel's apparent move
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towards reconciliation on their wedding night, is pre-empted by a
glimpse of portaits of the Norman "d'Urberville dames". The
candlelight makes the features of the women appear particularly
vindictive. But more importantly, Angel persuades himself that there
is a physical resemblance between the dames and Tess, and this turns
him away from the bedroom door. In effect, Tess' individual identity
is subordinated to that of the d'Urberville type. A far more
startling instance of that process is to be found earlier on in the
novel. Joan Durbeyfield tells her husband not to worry whether Tess
will refuse to go to Trantridge to claim kin with the d'Urberville
family. Joan tells him, "she's tractable at bottom". In effect, Tess'
individual identity is subordinated by her own parents to the
imagined identity of a d'Urberville descendant. The name Durbeyfield
marks her out as an individual in the same way that Parson Tringham's
address to her father singles him out from other members of the
village as "Sir John". But it also works against her individuality.
Others interpret the dubious linguistic links between d'Urberville
and Durbeyfield in a way that fixes her as a d'Urberville descendant,
thus denying her the possibility of exerting her own identity.

The word Durbeyfield thus has a complex meaning within the
novel. As Tess' surname it both indicates her individual identity,
but it also fixes her, or encodes her, as a d'Urberville dame with no
identity of her own. More precisely, the name Durbeyfield is decoded
by others in such a way as to impose the role of d'Urberville
descendant onto Tess, whether she agrees or not. But, this is not the
full story. The name Durbeyfield also by virtue of its difference
from the name d'Urberville, implicates questions about the etymology
that links the two names. That orthographical difference constantly
reminds the reader that the Norman d'Urberville family is extinct.
There is then a complex intersection of meanings in the name
Durbeyfield. It counteracts the encoding of Tess as a true
d'Urberville, whilst also permitting the reader to decode her surname
in a way that fixes Tess as a stereotype of the d'Urberville family.
The oscillation between these two interpretations involves the reader
in the same process as characters in the novel: we assert Tess'

individuality, and we also subsume it to the d'Urberville type.
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The word Durbeyfield is then, a site of conflict between
different perceptions of Tess' individuality. That is, Tess is the
displaced centre of two conceptualisations of her identity which
oscillate throughout the novel, and are part of the reader's response
to the novel. This oscillation of meanings can be reformulated. It is
the product of what could be called a language of chivalry. That is,
a form of language that persistently represents Tess as a member of
the chivalric Norman d'Urberville family. But that language is
internally contradictory. It produces conflicts that prohibit the
decoding of Tess as a d'Urberville. There is the self-conscious
conflict in the narrative and in the language of the narrative,
between Tess as a typical d'Urberville, and Tess Durbeyfield the
individual at the centre of the narrative. In fact, part of the
emphasis upon Tess Durbeyfield as an individual who is distinct from
other members of the community, derives from her chivalric ancestry.
Such conflicts and contradictions mean that the language of chivalry
which represents Tess' identity is internally contradictory. In other
words, it conforms to the problematic nature of what I have called a
discourse of representation. It is not possible to decode this
language of chivalry in a way that conclusively confirms or denies
Tess Durbeyfield's identity. The language of the novel perversely
maintains both her Durbeyfield and her d'Urberville identities. This
being so, it would be more appropriate to talk about the

representation of Tess according to a chivalric discourse that both

affirms and negates her identity.

My argument is that Tess is placed at the site of a conflict of
representation by what will henceforth be called the chivalric
discourse. For instance, let us consider how Tess' ambivalent role
in the d'Urberville genealogy configures a complex relation elsewhere
in the novel between Tess and the environment. The notion of Norman
descendancy, based on an unbroken line linking Tess to the knights of
old England, allows for the following passage recounting Tess'
thoughts on taking up the position of milkmaid at Talbothays:

such is human inconsistency that one of the interests of
the new place to her was the accidental virtue of its lying
near her forefathers' country (for they were not Blakemore
men, though her mother was Blakemore to the bone). The
dairy called Talbothays, for which she was bound, stood not
remotely from some of the former estates of the
d'Urbervilles, near the great family vaults of her
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granddames and their powerful husbands. . . . All the while
she wondered if any strange good thing mighgufome of her
being in her ancestral land. (BEuwphasis added).

This close proximity to the d'Urbervilles in their "great family
vaults", plays a significant role in the way that Angel eventually
persists in considering Tess as a d'Urberville descendant. But the
language of the novel both reinforces and negates a similar
perception of Tess by the reader, and this is the result of the
internal contradictions of the chivalric discourse. Simon Stokes
chose the name d'Urberville because of its geographical and
historical significance. The name is a sign of the previous wealth of
the "granddames and their powerful husbands", resulting from feudal
rights of ownership of the "estates"”. It is therefore a sign of
specific  historical relations of economic power  through
landownership. By referring to the area as Tess Durbeyfield's
"ancestral land", the language of the narrative represents her to the
reader as part of those power relations. Yet, at the same time, the
text reminds us of Tess' lineal descent on her mother's side. This
maternal genealogy is not questioned by the novel in the same way as
the paternal line of descent. Joan Durbeyfield is "Blakemore to the
bone"”, and in this respect her daughter has as little connection with
the geographical and economic definition of the old family estates of
the extinct d'Urberville family, as the Blakemores. Indeed, Tess has
stronger connections with another region through her mother, having
spent the majority of her life in the village of Marlott which "lay
amid the north-eastern undulations of the beautiful Vale of Blakemore
or Blackm.oor".11 The name of the area is the same as her mother's
maiden name, asserting powerful comnections between Tess and her
birthplace.

The chivalric discourse is thus seen to represent Tess in a
specific (Norman feudal) relation to the land. However, at the same
time the genealogical/historical framework which produces that
relationship, is questioned by the text's emphasis on Tess'
connections with the land through her mother's (non-extinct) family.
Indeed, the links between Tess and the land around Talbothays
indicate that her individual identity is represented according to
another form of language that can be isolated in the narrative of the

novel. The reader is told of Tess' enthusiasm at taking on the job at
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Talbothays:

some spirit within her rose automatically as the sap in the
twigs. It was unexpended youth, surging up anew after its
temporary check, and bringing with if hope, and the
invincible instinct towards self-delight. 2

The language that describes Tess's hope that she will overcome the
social catastrophe of giving birth to an illegitimate child, clearly
locates her as part of a natural process of rejuvenation. Indeed, the
stress upon organic processes within the image is so noticeable that
we are reminded of Hardy's close reading of Darwin, and his
insistence that he was among the first readers of Darwin's works. 13
For instance, the above image can be compared to the language used by
Darwin in On The Origin of Species in the following passage:

As buds give rise by growth to fresh buds, and these, if
vigorous, branch out and overtop on all sides many a
feebler branch, so by generation I believe it has been with
the great Tree of Life, which fills with its dead and
broken branches the crust of the earth, and covers the
surface  wit its ever Dbranching and  beautiful
ramifications. 4

Darwin's conceptualisation of "Natural Selection" is founded
upon the replacement "by generation" of "feebler" forms of nature
with stronger ones. Natural history is represented as an organic
process of growth, decay and renewed growth. Whilst it is not
necessary to claim that Hardy referred explicitly to Darwin in
writing the above extract from Tess of the d'Urbervilles, it is

possible to identify a distinct similarity between the language of
the two texts. The image of an energy as powerful and natural as the
"sap in the twigs" that is "surging up anew" in Tess places her
within a process of organic generation based upon the "invincible
instinct towards self-delight". Similarly, the same conceptual

framework is evident later on, when Tess is living at Talbothays:

Tess had never in her recent life been so happy as she was
now, possibly never would be so happy again. She was, for
one thing, physically and mentally suited among these new
surroundings. The sapling which had rooted down to a
poisonous stratum on the spf§ of its sowing had been
transplanted to a deeper soil.

Earlier, Tess's hopes of happiness at Talbothays rested upon the

120

4__________________________________;_____________--lllllllll



supposed connections between the land and her Norman ancestry. In the
language of the above extract, Tess!s physical and mental well-being
is condensed into the image of that final sentence. In this instance
it is not her ancestral roots in the land that are stressed. The
emphasis is placed upon Tess Durbeyfield's natural roots in fertile
land, which result in strength, resilience and organic growth. Tess's
relation to the land surrounding the dairy is thus conceptualised
according to an internally contradictory chivalric discourse, and is
also represented in language that has echoes of Darwin's writing on
natural history. For the time being, when Tess is represented as a
natural feature of the land she inhabits, I will refer to this as the
product of what be called, the organic language of the narrative.

The representation of Tess as having organic links with the land
of "Wessex" is a clear echo of language used in writings upon natural
processes of growth and decay. But, such language can lead to an
interpretation of Hardy's characters which relies upon stereotypical
notions of natural rural communities. For instance, the reduction of
Hardy's characters to the stereotype of rural individual is evident
in a review of the novel in The Star in 1891, in which Richard le

Gallienne wrote:

the permeating healthy sweetness of his descriptions, the
idyllic charm and yet the reality of his figures, his
apple—-sweet women, his old men, rich with character as old
oaks, his 1love-making, his fields, his sympathetic
atmosphere - all these, and any other of Mr. Hardy's best
qualities you can think 0{6 are to be found in "widest
commonalty" spread in Tess.

Anyone tempted to read Tess of the d'Urbervilles on the basis of this
review may well feel cheated of the "apple-sweet women" and "old

men, rich with character as old oaks" apparently promised. But the
designation of the "idyllic charm and yet the reality of his figures™
as among the "best qualities" of Hardy's writing, is a familiar theme
of many reviews of the Wessex Novels at the time of their
publication. Indeed, the terms of reference of the above extract
underline the frequent interpretation of Hardy's novels as pictures
of rural commmities composed of people who are as sturdy, and as
firmly rooted in the land, as oak trees. By extension, the rural
working classes were often represented as being as naturally
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resilient and wuncomplaining in the face of adversity, as that
institutionalised symbol of Englishness.

The comments made by Richard le Gallienne therefore indicate a
possible response to Hardy's use of organic language to represent his
characters. Indeed, Hardy very likely recognised that one of the
reasons for the popularity of his novels, was the representation of
rural communities, interpreted as conforming to the stereotypical
notion of organic links between rural folk and the 1land they
inhabited. However, the language of Tess of the d'Urbervilles also

demonstrates the 1limitations of that representation of the rural
working classes. At times the organic language is pushed to such an
extreme that, rather than representing individuals who worked the
land, it threatens to negate that representation by assimilating the
people to the landscape. When Tess starts work as a binder during
harvest time shortly after the birth of her illegitimate child, the
novel provides a lengthy description of the men at work in the
fields. Attention is then focused, however, on a different aspect of

the scene:

But those of the other sex were the most interesting of
this company of binders, by reason of the charm which is
acquired by woman when she becomes part and parcel of
outdoor nature . . . . A field-man is a personality afield;
a field-woman is a portion of the field; she has somehow
lost her own margin, imbibed the essT9ce of her
surrounding, and assimilated herself with it.

As "part and parcel of outdoor nature" the individual identity of the
"field-woman" is 1lost. The "margin" between land and people is
actually elided when the labourers are represented as being
organically connected to, and therefore part of, the landscape. Here,
then, is a contradiction within the organic language. It serves to
represent the individual, as in the image of Tess Durbeyfield's
specific relationship with the land at Talbothays, where she is like
a "sapling which had rooted down to a poisonous stratum on the spot
of its sowing [and] had been transplanted to a deeper soil". But the
text also illustrates clearly that the organic language works against
the representation of an individual by effectively encoding him or
her as part of the landscape. Like a literal sapling, it could be
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said that at Talbothays, Tess also "imbibed the essence of her

surrounding, and assimilated herself with it".

In Tess of the d'Urbervilles, the organic form of language is
problematic., It both represents the individual, and also works

against a representation of individual identity. This language

represents Tess as both the specific subject of the narrative, and
also as a stereotype of the "field-woman" who loses all sense of
individuality by becoming "part and parcel"” of the landscape. Tess is
a character who can easily be encoded within a particular
conceptualisation of the "idyllic charm" and "permeating healthy
sweetness" of the landscape and those who inhabit it. But this is in
stark contrast to the actual narrative of the novel, which recounts a
personal history of terrible hardship that counteracts any
romanticised notion of pastoral life. In drawing attention to the
negative aspect of this means of representing Tess in such an
explicit and self-conscious fashion, the text, therefore, highlights
the conflicts within this organic form of language. Put another way,
the oscillation between the ability and the inability of the organic
language to represent Tess as an individual, is significant. It
indicates that the form of organic language found in non-literary
works of the period, is itself re-presented in the novel as an

internally contradictory organic discourse.

The representation of Tess!s identity according to the organic
discourse is, therefore, extremely complex. But that is not all. As
indicated by the representation of Tess's chivalric and organic
connections with the landscape around Talbothays, the identity of
this character is produced by the intersection of internally
contradictory chivalric and organic discourses. Moreover, there is
another means of representing Tess that has to be considered. In
seeking work after her estrangement from Angel, Tess gradually moves
towards Flintcomb-Ash and the employment available to women there on
arable land. It is a reluctant move towards the economic exploitation
of female labour in the arduous and monotonous tasks of swede hacking
and reed drawing. But her journey there alone also leaves her open to
sexual exploitation, in the form of harassment from the men she meets
on her way to Flintcomb-Ash. It is as a direct result of this
situation that she dresses in "one of the oldest fieldgowns" which
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"she had never put on even at the dairy", ties a handkerchief "round
her face under her bonnet, covering her chin and half her cheeks and
temples", and "mercilessly nipped her eyebrows off". In this way she
aims to counteract the sexual advances of men she meets, and she
achieves her desired effect. She is dismissed as a "mommet of a maid”
by the next man she encounters. It is significant, however, that in
doing so she takes refuge in the stereotype of the "field-woman" who

is "part and parcel of outdoor nature":

Thus Tess walks on; a figure which is part of the
landscapei a fieldwoman, pure and simple, in winter
disguise. 8

O0f course, her situation at Flintcomb—-Ash contrasts with her
happiness at Talbothays, on the land of her chivalric and organic
roots., We are told that on the chalky upland, "raindrops, sunbeams
and winds" take their effect on her clothes and on her body, in the
same way that the natural elements affect the landscape. As a
"fieldwoman in winter disguise", Tess is again assimilated to the
land, and also becomes part of the natural cycle of the seasons. But,
as a "fieldwoman", her experiences whilst working at Flintcomb-Ash
entail the representation of Tess according to what I want to

consider as another form of language: the language of rural labour.

The representation of Tess as a fieldwoman, and as involved in
agricultural work at Flintcomb-Ash, Talbothays, and Marlott, means
that the language of the narrative necessarily employs terms used in
relation to rural labour. This is most evident in Hardy's discussion,
towards the end of the novel, of the importance to rural communities
of "0ld Lady Day", and his comments on the different types of
property holdings held by those who worked the land. Roger Lowman has
shown how Hardy's novels can be considered as comments on the social
conditions of agricultural labour in the late nineteenth century:19
I will go on to show how the language of rural labour plays an
important role in the representation of Tess as an individual. Not
only does this form of language represent the character at the centre
of the narrative, it is also instrumental in representing her class
identity as one of the reasons for the events of that narrative. Her
position as a rural working class woman makes her vulnerable to Alec
d'Urberville, both at the beginning of the narrative, and towards the
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end when she is forced by financial desperation to return to him as

his mistress.

Tess Durbeyfield's experiences at Flintcomb—-Ash are axiomatic.
Farmer Groby not only exploits Tess as a female labourer, he is also
one of the men whose sexual harassment of Tess on her way to the
farm, led her to subordinate her individual identity to that of the
typical fieldwoman. In retrospect, this act has a double
significance. On the one hand, it stresses the representation of Tess
according to the language of labour. However, it also shows that in
this novel, that form of language is made to reveal a contradiction.
In representing Tess as a typical rural working class woman, the
language of the novel pushes that representation to such an extreme,
that all sense of Tess Durbeyfield's individual identity is
temporarily abandoned. Not only does she abandon the form of dress
that she wore at Talbothays, when her engagement to Angel singled her
out from the other dairymaids. She also ties a scarf around her head
in such a way as to obscure the distinguishing features of her hair
and half her face, and she even goes so far as to pluck off her
eyebrows. The result is a figure of the rural working class woman who
has, as completely as possible, abandoned individual identity. As
with the chivalric and organic discourses in this novel, the language
of labour both represents Tess, and at the same time negates that
representation. The oscillation between these two poles indicates
that this form of language is re-presented in the novel as an

internally contradictory discourse of labour.

Tess Durbeyfield's resort to assuming the archetypal features of
the fieldwoman is, therefore, important. It exemplifies the presence
of a discourse of rural labour within the language of the novel that
represents her narrative. Yet, that episode is also significant for
another reason. In a move that is repeated time and again throughout
the novel, Tess escapes victimisation only by assuming a socially
recognised role. However, the stereotypical role of the fieldwoman
not only involves the suppression of her own individuality: it also
proves to be a false hope of salvation., In a bitter, and deliberate
irony, Tess's physical disfiguration qualifies her as the kind of
fieldwoman needed to work at Flintcomb-Ash, thus assuring her of
vital income. But at Flintcomb-Ash, she is subject to the farmer's
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economic exploitation of female labour, and she is also even more
exposed to sexual exploitation, working for a man who has already
attempted to molest her. Tess!s assumption of the stereotypical
appearance of the rural working class woman, actually serves to
emphasise that her hopes of escaping her own desperate individual
circumstances constantly end in failure. In fact, it is in this
situation that she finally abandons Angel, her economic plight making

her even more vulnerable to Alec's sexual advances.

There is, then, a narrative consequence of Tess's adoption of the
identity of rural labourer, which shows a remarkable parallel with
the conflicts within the discourse of labour that represents her in
that narrative. The discourse oscillates between the representation,
and the non-representation of Tess Durbeyfield's individuality. The
identity of rural working class woman seems to offer Tess a chance to
escape a difficult situation, but when she takes it, it proves to be
illusory and actually worsens that situation. Assuming the role of
the stereotype seems to be the only option open to Tess, but to do so
is to lose the ability to articulate individual circumstances of
hardship in order to protest at her condition. Similarly, the
representation of Tess according to the discourse of labour, results
paradoxically in the failure of the language of the narrative to
articulate her individuality. There is a complementary parallel
between events in the narrative and the internal contradictions of
the chivalric and feudal discourses. The move to claim kin with the
d'Urbervilles at Trantridge seems to offer Tess and her family
economic salvation. In fact, on the contrary, her assumption of the
identity of member of the chivalric d'Urberville family leads to her
downfall at the hands of Alec d'Urberville. Upon her return to
Marlott, the narrative comments: "She had been made to break an
accepted social law, but no law known to the environment in which she
fancied herself an anomaly."20 The suggestion is clearly that as a
natural being, organically linked to her natural environment, Tess is
blameless. Yet, this hope of salvation is contradicted later in the
narrative. When she acts as a natural being at Talbothays, and gives
in to the organic energies of nature and marries Angel, this ends in
misery rather than happiness.
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In each of the above instances, choices that Tess makes in the
narrative of the novel are related to what I have called discourses
of chivalric history, organic nature, and rural labour, within the
language of the novel. However, in the same way that each of those
discourses both represents Tess Durbeyfield's individuality and also
negates that representation, each of those choices prove to be
illusory means of achieving individual happiness for Tess.
Furthermore, those choices not only leave Tess in a worse situation,
they also deprive her of the means of articulating her predicaments
and of voicing her resistance. This is most graphically underlined by
the exchange between Angel and Tess on their wedding night, after
their respective confessions. Angel attempts to justify his rejection
of Tess, since she no longer conforms to his idealised perception of
her: "the woman I have been loving is not you". The couple have the

following conversation:

[Angel] Don't Tess; don't argue. . . . You almost make me
say you are an unapprehending peasant woman, who have never
been initiated into the proportion of social things. . . .
[Tess] I am only a peasant by position, not by nature!
[Angel] So much the worse for you. . . . I cannot help
associating your decline as a family with this other fact -
of your want of firmness. Decrepit families imply decrepit
wills, decrepit conduct. . . . Here was I thinking you a
new-sprung child of nature; there were you, the belated
seedling of an effete aristocracy.

[Tess] Lots of families are as bad as mine in that! . . .
You find such as I eve ere; 'tis a feature of our
county, and I can't help it.

Angel's speech to Tess makes reference to each of the representations
of her identity outlined above. He can barely resist the temptation
to call her an "unapprehending peasant woman", a woman who inhabits
rural areas and is forced to labour on the land to earn her living.
He thought of her before as a "new-sprung child of nature", a young
woman who was unaffected by society and naturally pure. Like the
young sapling she is described as, on moving to Talbothays, he
believed her to be completely at one with her natural surroundings.
Above all, however, Angel reverts to seeing Tess not as an individual
but as a representative of the d'Urberville family, the "belated
seedling of an effete aristocracy” whose genealogy is to blame for
the events of her life. In each case, the role which he imposes upon

Tess leaves her powerless to counteract effectively his perception of
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her. It 1is at this point that suicide, the ultimate removal of

individuality, seems the only option open to Tess.

Angel's comments to Tess also connect with the reader's response
to Tess Durbeyfield's narrative up to that moment in the novel.
Paradoxically, his words to her invoke the feeling that her present
unhappiness could have been avoided if only she fitted one of those
perceptions of her identity. If only she had really been a peasant
woman, a female labourer in no way distinguishable from others, then
she would not have fallen prey to Alec d'Urberville. Indeed none of
the events of her life history would have happened to the archetypal
fieldwoman. If only Tess had really been a d'Urberville, then she
could have claimed kin with the last representative of the male line
of the family in the way that her mother wished. The early stages of
the novel invite the reader to believe that she could then have gone
on to marry him, and have been elevated into noble society like the
heroines of folk tales. If only Tess had really been the "fresh and
virginal daughter of nature" that Angel believed her to be, then
there would have been no obstacle to the consummation of their
marriage. She would have risen up the social ladder to the status of
"Mrs Clare, wife of a gentleman farmer". The phrase "if only", which
is constantly in the mind of the reader of the novel, is therefore
given an extra dimension by Angel's comments to his new wife. In
effect, Angel decodes Tess's account of her life history. His comment
"the woman I have been loving is not you" serves to emphasise that,
during the novel, he replaces her individual identity with the
convenient stereotypes of peasant woman, child of nature and
descendant of a chivalric Norman family. The events of narrative go
on to indict Angel's interpretation of the events of Tess
Durbeyfield's life. However, it is the language used by her husband
at this point, which warns the reader against interpreting the
language of the narrative in the same way as Angel.

Angel's comments after Tess makes her confession to him,
underline his role in the novel as an illusory solution to the
predicament Tess finds herself in. Most obviously he holds out to
Tess the opportunity of, what she believes will be married bliss, and
then denies her that possibility. In his comments after her narrative
of her life history, he foists various identities onto her which, as

128




I have indicated, connect with the representations of Tess according
to certain discourses within the language of the novel. His use of
those categories to defend his rejection of Tess, underlines the fact
that even were she to fit any one of the identities suggested by
those discourses, she would not find happiness. In similar fashion,
those discourses represent Tess according to various types that the
reader is tempted to seize as the true identity of this character.
But through the internal contradictions of those discourses, each
identity is contested and shown to be highly problematic. Moreover,
Tess's replies to Angel emphasise that she simply slips into those
categories with no apparent control over the way others see her. She
is not the only person to have noble ancestors - she tells Angel
"'tis a feature of our county". Indeed, Retty Priddle is said to be
a descendant of the Norman family of the Paridelles. Tess is only a
"new-sprung child of nature" in the eyes of others, most noticeably
in the eyes of Alec and Angel, despite her ardent struggle against
this perception of herself. She is "only a peasant by position, not
by nature", suggesting that even though others perceive her as the
stereotypical fieldwoman, she has an innate quality that 1lifts her
above that role. Above all else however, Angel's rejection of Tess
illustrates her inability to appropriate a language that is able to
represent her individual situation. The result is a graphic literary
representation of Bakhtin's account of how an individual must attempt
to "expropriate" language, "forcing it to submit to one's own

intentions". He writes:

Prior to this moment of appropriation, the word does not
exist in a neutral and impersonal language (it is not,
after all, out of a dictionary that the speaker gets his
words!), but rather it exists in other people's mouths, in
other people's contexts, serving other people's intentions:
it is from there that one must take the word, amd make it
one's own. And not all words for just anyone submit equally
easily to this appropriation, to this seizure and
transformation into private property: many words stubbornly
resist, others remain alien, sound foreign in the mouth of
the one who appropriated them and who now speaks them; they
camnot be assimilated into his context and fall out of it;
it is as if they put th%gfelves in quotation marks against
the will of the speaker.

Angel's response indicates that the words she chose to recount
her narrative were not "neutral or impersonal"”, but did in fact

already exist "in other people's mouths, in other people's contexts,
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serving other people's intentions". Angel effectively wuses those
words to encode her identity according to stereotypes he associates
with them from his own experiences, but which "remain alien, sound
foreign in the mouth of the one who appropriated them and who now
speaks them". Each of the identities he imposes on Tess derives from
her account of her experiences, but each is foreign to her individual
identity. Her eventual parting from her husband, resulting in a life
of fierce struggle against sexual and economic exploitation, enforces
the fact that those words or names "cannot be assimilated to [her]
context and fall out of it; it is as if they put themselves in
quotation marks against the will of the speaker".

The episode of Tess Durbeyfield's confession to her husband
would therefore seem to be a perfect fictional representation of the
point made by Bakhtin in his essay on the language of the Novel., The
individual's attempts to recount the narrative of her life leads to
her using language that is interepreted against her intentions,
Consequently, the language she wuses is alienated from her own
experiences. However, the episode can also be seen as a means of
refining Bakhtin's comments in relation to the language of this
specific novel. The reader of the novel is not concerned with the
language used by Tess, but with the language of the narrative, the
language of this novel. The language of the novel draws upon social
forms of language that were used by Hardy's society to represent and
define the identity of the rural working classes. The re—presentation
of those social languages as problematic discourses in the language
of Tess of the d'Urbervilles, emphasises contradictions both within

those social languages and in the way they were used to talk about
rural communities. I will argue that, in the context of a narrative
about one individual's attempt to find a 1language to articulate
social and cultural marginalisation, the conflicts within and between
those discourses can be related to the struggle of the rural working

classes for linguistic, cultural and political representation.

Angel Clare's response to Tess's account of her life reflects
upon the position occupied by the reader of the novel. We are also
called upon to respond to the language that recounts Tess
Durbeyfield's life history. However, the language we are given is not
the language used by Tess, At the moment when she begins the
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narration of her life history, the reader is simply told: "pressing
her forehead against his temple she entered on her story of her
acquaintance with Alec d'Urberville and its results, murmuring the
words without flinching, and with her eyelids drooping down."23  The
words used by Tess do not follow. Instead, there is a blank space
between the two sections entitled "The Consequence"” and "The Woman
Pays", the titles of which prefigure Angel's response. Although we
are not given the language used by Tess to recount her narrative to
Angel, we are, of course, given the language that composes the
narrative of the novel. This appears to be the unitary language of
the novel. However, I have already indicated that it is composed of
at least three distinct forms of language, and that those languages
of chivalric history, organic nature and rural labour are highly
problematic. Each of those languages is related to the identities
that Angel foists upon Tess. Given Angel's response to her narrative,
we can also say that each of those languages becomes alienated from
Tess Durbeyfield's own experiences, when she attempts to appropriate
them in telling Angel her life history. Moreover, the way in which
these languages thus represent her narrative, and work against the
representation of her specific indidividual situation, has its
correlation in the language of the narrative that is offered to the
reader. I have already argued that each of those languages is
problematic because it both represents Tess as an individual and, at

the same time, it also works against that representation of

individuality by imposing social and cultural stereotypes onto the
character of Tess Durbeyfield. In terms of Tess Durbeyfield's own
confession to Angel, those languages "put themselves in quotation
marks against the will of the speaker". In terms of the narrative of
her life history given to the reader, the social languages that
constitute the 1language of the novel also "put themselves in<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>