VL

Universit
s of Glasgowy

https://theses.gla.ac.uk/

Theses Digitisation:

https://www.gla.ac.uk/myglasgow/research/enlighten/theses/digitisation/

This is a digitised version of the original print thesis.

Copyright and moral rights for this work are retained by the author

A copy can be downloaded for personal non-commercial research or study,
without prior permission or charge

This work cannot be reproduced or quoted extensively from without first
obtaining permission in writing from the author

The content must not be changed in any way or sold commercially in any
format or medium without the formal permission of the author

When referring to this work, full bibliographic details including the author,
title, awarding institution and date of the thesis must be given

Enlighten: Theses
https://theses.qgla.ac.uk/
research-enlighten@glasgow.ac.uk



http://www.gla.ac.uk/myglasgow/research/enlighten/theses/digitisation/
http://www.gla.ac.uk/myglasgow/research/enlighten/theses/digitisation/
http://www.gla.ac.uk/myglasgow/research/enlighten/theses/digitisation/
https://theses.gla.ac.uk/
mailto:research-enlighten@glasgow.ac.uk

The Use of Mythology in

the Novels of D.H. Lawrence

by

Tawfik I.M. Youssef
UV

Thesis Submitited to the Inglish Department,
University of Glasgow, for the degree of Ph. D.

October 1975




ProQuest Number: 10647126

All rights reserved

INFORMATION TO ALL USERS
The quality of this reproduction isdependent upon the quality of the copy submitted.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if material had to be removed,
a note will indicate the deletion.

uesL

ProQuest 10647126

Published by ProQuest LLC (2017). Copyright of the Dissertation is held by the Author.

All rights reserved.
This work is protected against unauthorized copying under Title 17, United States Code
Microform Edition © ProQuest LLC.

ProQuest LLC.

789 East Eisenhower Parkway
P.O. Box 1346

Ann Arbor, M 48106- 1346



e LN

T et

SRS

ety s g .
b
N e e
e




Table of Contents

[LCImOT’fle[ijemen't XS .e e .0 Y .o
Surﬂ,ma‘r},?‘ ce . se oo o s ')
Introduction . . os .o .o .e .

Chapter
Chapter

Chapter

Chapter
Chapter
Chapter

Chavter

Cne: The Use of Eythology in The White Pencock

Two: The Use of Hythology in The Tresvacser

Threet The Use of Kythology in Sons end Lovers

Teur: The Use of Vythology in The Reinbow

Tive: The Uge of Fythology in YWomen in Love

Six: The Use of lythology in The Lost.Girl
Seven: The Use of liythology in Azron's Red
¢ The Use of .ythololy in Henparco

O

sidne: The Use of liythology in The Boy ian ths Bush

Chaptor Ten: The Use of Lythologzy in The Plumed Serzent
Chapter Tleven: The Use of ytholozy in Lady Chatlerley's
31“‘)1 iO\:’I‘a}')hy .. e . ) s ..

ii

46
7
116
128
147
16 8

182

222

252



Acknowledgement

I would like 1o extend my thanks and gratitude to
Lizabeth itkinson uander whose supervision this wori: has
been carried out. Her asctive help and her lively person—
ality provided me with wvalucble and helpful guidance. The
interest she showed in my work gave me great encouragement
and ensbled me to carry on with my research until the end.

I should also like to thank those members of staff
and fellow research students at the University of Glasgow

who helped with their suggestions and criticisms.

ii



Summary

Myth is so prevalent in D.H. Lawrence's novels that
it constitutes a major subject-matter and an essential
structural factor in his novels. Lawrence draws upon
mythology for the plots, themes, symbols and imagery of
his novels and uses myth as models for the form and shape
of his novels. Lawrence was immersed in mythology and
anthropology. He compared and interpreted many of the
world's myths and adapted them to suit his own purposes.
Myths from various cultures are woven into the fabric of
his novels.

In this thesis I have attempted a study of the myth—
ological background of Lawrence's novels. Various myth—
ologies such as primitive, Babylonian, Egyptian, Indian,
Greek, Btruscan, Roman, Jewish, Christian, Islamic,
Norse, Druidic, Celtic, Aztec and Persian mythologies
have been drawm upon to explain the meaning of the novels.
A special use has been made of the anthropological,
sociological and psychological study of myth to explain
the action and the structure of the novels. Broadly
speaking I have explained Lawrence's use of the myth of

the Magna Mater in The White Peaccck, The Trespasser,

Song and Lovers, Women in Love and Aaron's Rod. I have

studied Lawrence's use of the Pan myth in The White Peacock,
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The Plumed Serpent, and Lady Chatterley's Lover. I have

interpreted Sons and Lovers asg an Oedipal myth. I have

pointed out Lawrence's use of the myth of Persephone and

Pluto in his novels and interpreted The Lost Girl as a

work deriving its theme and structure from this myth.
The use of the myths of the Golden Age and the paradisal

past in The Rainbow and Women in Love has been explained.

Lawrence's utopian vision in Women in Love, The Boy in the

Bugh, and The Plumed Serpent has been exploreds Lawrence's

apocalyptic vision especially in Women in Love, The Plumed

Serpent and Lady Chatterley's Lover has been examined.

The use of the mythic hero in JAaron's Rod, XKangaroo and

The Plumed Serpent has also been analysed. Lawrence's

use of the myth of the tyrant god in Kangarco, the wander-

ing hero in The Boy in the Bush, the dying-resurrected

god in The Plumed Serpent and various others, and BEros in

Lady Chatterley's Lover have also been pointed out.

Myth, as used in Lawrence's novels is primarily
functional. Lawrence uses myth and ritual for the
gtructure of his novels. The formula of the mythic
hero's adventure constitutes a structural factor in

Kangaroo and The Plumed Serpent. The pattern of initi-

ation rituals is manipulated in Aaron's Rod and The Boy

in the Bush and The Plumed Serpent. The ritual and myth

of some fertility ocults is used in Lady Chatterley's Lover.
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Dionysic as well as ddath and rebirth ritwals form an
important part of the novels' paltterns. Myth is also
used to: evoke our deepest responses and to suggest
meaning by employing some mythological symbols; to give
intensity, seriousness and objectivity to the novels; to
create an atmosphere of mystery and wonder; to revive
the mythic vision in order to re—connect man with nature
and to the roots of lifej and to regulate human life by
suggesting some ideals and models of behaviour.

Various mythological symbols and archetypes used in
the novels have been pointed out. Stylistic devices
connected with myth have alsc been discussed.

I have tried to trace the myths used in the novels
to their sources and origins. I have also explained the
influence which these sources exercised on Lawrence's

thought and on the writing of the novels.



Introduction

This thesis uses myth criticism as its basic strat—
egy of literary criticism. Although myth ocriticism is
a well—-established approach to works of literary art I
shall attempt in this introduction to give a summary of
the ways in which myth has been defined and to explain
the way I understand and use it in this study.

Definitions of myth abound. For Edward Tylor and
James Prazer myth is the primitive man's science. Foll-
owing in the fooisteps of Frazer many anthropologists,
like Gilbert Murray, Jane Harrison, Jessie Weston and
Lord Raglan interpreted myth as stories recited in
connection with rituals. The ritualistic school held
that art is based on ritual. "The thesis of this book,"
writes one of its exponents, "is that the traditional
narrative, in all its forms, is based not upon historical
facts on the one hand or imaginative fictions on the
other, bul upon dramatic ritual or ritual drama.”1

MNax Muller saw myth as a result of "a disease of
language.” Thus for him a myth about a hero defeating
a monster was originally used to refer to dawn overcoming

darkness. Andrew Lang exploded this idea and suggested

1Fitz R.8. Raglan, The Hero: A Study in Tradition,

Myth and Drama (London: Methuen & Co. Ltde, 1936), pel2l.
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that myth was a kind of science devised to explain nature.
But later on E.C. James and others objected to Lang's view
and put forward the theory that myth was explanatory of
social ocustoms, setting models and modes of behaviour to
be followed. The editmerists saw myth as stories about
historical figures.

Peychologists opened a new way to myth. Freud viewed
myths ag dreams that originated in the infancy of the
human race. For him myths are collective dreams and
dreams are collective myths.2 Thas myths, like dreams,
are the expression of suppressed wishes: "It seems .
extremely probable that myths ... are distorted vestiges
of wish~fantasies -~ the age—iong dreams of humanity."3

Like Freud, Jung saw myth as an expression of instinc—
tual drives. But unlike Freud, Jung suggested that myths
were not only the infantile dreams of humanity but also
those of modern man. Myth takes its origin in the coll=-
ective unconscious

The collective UNConscCious e..... appears
to consist of mythological motifs or

primordial images, for which reason the
myths of all nations are its real expo-

2Siegmund Freud, "Obsessive Action and Religious
Practices," T he Standard Edition, (ed.) James Strachey
(London: The Houghton Press, 1955), Vol. IX, pPp.126-127.

3Siegmund Freud, The Collected Papers, (trans.)
Joan Riviere and James Strachey {London: the Hogarth
Press, 1950), Vol., IV, p.182.
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nentse. In fact, the whole of mythology

could be taken as a sort of projection

of the collective unconscious.
These "primordial images" are what Jung calls archetypes.

The above mentioned definitions concentrate on the

origin of myth. Many other definitions concentrate on
the relation of myth to art and literature. There are
two main extremes: +the first one claims that myth is
literature. In 1948 Richard Chase argued that "myth is
1iterature."5 Although he repeated the same assertion
in 1949, he later modified his opinion and said that myth
is:

a certain kind of literature, namely,

that kind in which the characters and

events are instincet with a super-

human or quasi-transcendent force or

brilliance, and have above them an

aura of gnusual and portentous signi-

ficance.

Northrep Frye holds that when myth is a story it becomes

a kind of art: "As a type of story, myth is a form of

4'C.G. Jung, The Collected Works of C,G. Jung, (ed.)
Sir Herbert Read et al (London: Routledge & Kegan Paul,
195 ), Vol. 8, p-1520

5Riohard Chage, "Myth as Literature," English Ingti-
tute Essays (1948), p.10.

6Richard Chase, "Myth Revisited," Partisan Review,
XViI (1950), p.888.
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art, and belongs to the world of art.7 IMichael H.
Jameson asserts that "for the Greeks not only was myth
as a form of art, but the reverse was also true; liter—
ature, and to a great extent art as well, was myth."

In D.H. Lawrence's view art was originally equated with
mythe Art in the modern world, therefore, is the
"fallen" state of myth: "The primary or sensual mind
begins with the huge, profound, passional generalities
of myth and proceeds through legend and romance to pure,
personal art."9 In "Why the Novel Matters" Lawrence
identifies the Bible with the novel: "The novel ie the
book of life. In this sense, the Bible is a great
confused novel.“10 Joseph Campbell claims that "as an

experience it [E.e. myt§7 is precisely art."11 Like art,

7North\"op Frye, Fables of Identity: Studies in
Poetic Mythology (New York: Burlingam: Harcourt, Brace &
World, Inc., 1963), pes3l.

8Michae1 He Jameson, "Mythology of Ancient Greece,'
Mythologies of the Ancient World, (ed.) Samuel Noah
Kranmer (New York: Doubleday & Company, Inc., 1961) p.230.

9D.H. Lawrence, The Symbolic Meaning: The Uncollected
Versions of Studies in Classic fmerican Literature, (ed.)

Armin Arnold (London: Centaur Press, 1962),; Del3]e

1OD.H. Lawrence, "Why the Novel Matters," Phoenix,

(ed.; Edward D. McDonald (London: William Heinemann Ltd.,
1961), pe535.

11Joseph Campbell, The Masks of God: Primitive Myth—
ology (London: Souvenir Press, 1973), p.179.
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it releases the individual from his ego-linked obsessions.12
Various other scholars, on the other hand, have
asserted that myth is not literature. "Literature is

w13

analogous to myth ¢e... but is not literature, writes
Stanley Hyman. Lillian Feder considers it "a mistake to
interpret all imaginative art as mythical or to define
myth as literature."'4 Philip Rahv argues thet "myth is
a cortain kind of fantasy to which literature has had
frequent recourse for its materials and patterns; but in
itself is not 1iterature.“15

The main tendency, however, is to regard myth as a
form of narrative or story. Harold P, Simonson writes:
"However else one describes myth, it can also be called
a projection, a narrative or ritual that projects to the
outside or conscious level of thought and action what
lies inside.”16 Alan Watts defines myth as: "a complex

121pi4., ped72.

135tanley Hymon, "The Ritual View of Myth and the Mythic,"
Myth and Literature, (ed.) John B. Vickery (Lincoln: Uni-
versity of Nebraska Press, 1966), D«57.

14Lillian Feder, Ancient Myth in Modern Poetry
(Princeton: Princton University Press, 1971), p.28.

15Philip RahM, "The Myth and the Powerhouse," Myth
and Literature, (ed.) John B. Vickery, p.ll2.

16Ha,rold. P. Simonson, Strategies in Criticism (New
York: Holt, Reinhart and Winston, Ince., 1971), D43




of stories ss... which, for various reasons, human

beings regard as demonstrations of the inner meaning

of the universe and of human 1ife.ﬁ17 For Meyer Reinhold,
"The myth proper ....- is a narrative of an event believed
to have taken place in the remote past (involving divie
nities an@/or heroes), or a recurrent ]phenomenon."18
Philip Wheelwright states that "a myth not only expresses
the inner meaning of things; it does this, specially by

w19

telling a stoxry. Robert Heilman views myth as "a
narrative embodiment of truth."zo In Donald Straufer's
opinion "a myth is a story which cannot with any success
be reasonably accredited, but which is accepted without
reasoning."21 Isaac Asimov defines myth as "a particular
kind of story; one which contains fanciful or supernatural

incidents intended to explain nature or one which deals

with the gods and demons that were invented by ma,n."22

"plan W, Watts, Myth snd Ritusl in Christisnity
(London & New York: Thames and Hudson, 1954), DeTe

18Meyer Reinhold, Past and Present (Toronto: Hakkert,
1972), De30.

19Ph'11ip Wheelwright, Metaphor and Reality (Bloom-
ington: Indiana University Press, 1962), pe33.
2ORobert B, Heilman, "The Lear World,'" English

Institute Bssays (1949), p.30.

21Dona.ld Straufer, "The Modern Myth of the Modern
Myth," English Institute Hessays (1948), p.26.

22Isaao Asimov, Words from the Myths (London: Faber
and Faber, 1963), p.12.
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T'or John Crowe Ransom, "a myth is a fable: it calmly

. . . 2
alleges a miracle or impossible occurrence.' 3

North¥ep
Prye defines myth as '"primarily a certain type of mtory
in which some of the chief characters are gods or other
beings larger in power than humanity."24 And finally,
Lawrence viewed myth as "descriptive narrative using
images."25

Apart from these definitions, myth has been defined
40 include modern ideologies such as Marxism and demo—
cracy and even science and the welfare state. Northrep
Frye considers democracy as & myth culminating in
Marxism.26 And for Mircea Eliade, Marx's ideology is

T

basically mythical.2 In Donald 8traufer's opinion "in
the large terms of a conception commonly accepted and
believed in without proof, we have today two great myths:

the myth of science and the myth of the state."28 John

237 ohn Crowe Ransom, God without Thunder (Hamdens
Harcourt, Brace and World, 1965), D.65.

24North¢@p Frye, Fables of Identity, p«3l.
25

D.H. Lawrence, Phoenix, p.296.

26Northr0p Frye, The Critical Path: An Essay on
the Social Context of Literary Criticism (Bloomington

2Tyircea Bliade, Myths, Dreams and Mysteries, (trens)
Philip Mairet (London: Harvill Press, 1960), D.25.

28Dona,ld Strauffer, p«30.
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Crowe Ransom also alleges that even science contains

an element of the mythic: "There is no meaning in a
. o sa 29

science that has no supernatural in it. He also

congiders science as the new God of the modern world:

130 pop

31

"The new God is logos, the great Scientist.

W.H. Zuden "In Poetry all dogmas become myths." In

Richard Chase's view a myth can be not only a story

but also an idea: "A story or idea understood, admired,

or believed by a whole class or a whole society ees..

iz a myth."32 And in Lillian Feder's opinion "Myth is

a form of expression which reveals a process of thought

and feeling -~ man's awareness of and responses to the

universe, his fellow men, and his separate being."33
Bearing all these definitions in mind one can

easily agree with Haskel M. Block that '"myth is one

of the most muddled and abilsed concepts in our critical

29John Crowe Ransom, God Without Thunder, p.72.

3OIb1di ’ po206o

31W.H. Auden, "Yeats as an Ixample," The Kenyon
Critics, (ed.) John Crowe Ransom (Washington: Kemnikat
Press, 1967), p.lll.

3QR:'whard Chase, "lyth as Literature," p.d.

33Lillian Peder, Ancient Myth in Modern Poetry, p.28.
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vocabulary."34 But despite the disagreement over the
definitién of myth there is no reason to deter us from
using myth as a device to explain literature. The fact
is that we do not need to wait until scholars agree on
a unified definition of myth. Whether the origin of
myth is ritual, history, or the unconscious deoes not
matter very much to the literary critic. Even the
variety of definitions does not harm literary criticism.
The myth critic should view myth as a complex system of
thought capable &f various interpretations. I believe
that none of the definitions I mentioned can by itself
be a true definition of myth, and that the best defini-
tion of myth is the sum of all these definitions.

There is almost a general agreement that myth is
the result of collective rather than private creation.
Stanley Hyman observes: "No one ...:. can invent myths

35

or write folk literature." And as Philip Wheelwright
writes: "A man cannot create myths e.e.... myths are the

expression of a community mind that has enjoyed long

34Haslce1 Me Block, "Cultural Anthropology and
Contemporary Literary Criticism,” Myth and Literature,
(ed.) John B. Vickery, pel134.

35Stanley Edgar Hyman, "The Ritual View of Myth
and the Mythic," Myth: A Symposium, (ed.) Thomas A.D.
Sebeok (Bloomington and London: Indiana University
Press, 1965), p.15l.
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natural growth."36 Lawrence also recognized that myths
cannot be created by one person:

The images of myth are symbols. They

don't 'mean something!' They stand

for units of human feeling, human ex-

perience se.e.. It takes cenbturies to

create a really significant symbol

seee: No one can invent symbols.37
Psychologists have also demonstrated that myths stem
from the collective unconscious.

Lawrence did not invent a mythology. But he was deeply
concerned with the revival of the ancient mythic vision
and what he conceived as a universal ant€-dtluvian religion.
In his worke Lawrence formulated what can be called a
religious doctrine but it is by no means an independent,
private religion. The truth is that Lawrence's doctrine
was primarily the sum of various elements and ideas that
he derived from other mythologies together with some of
his own persconal insights.

I shall attempt a summary of Lawrence's religious
doctrine, since it has a bearing upon the discussion that
will follow. The most important part of his doctrine is
his animism. Lawrence saw things alive or he personified
them as they were personified by the mythic view. He

36Philip Wheelwright, "Poetry, Myth and Reality,"”

Language of Poetry, (ed.) Allen Tate (Priceton University
Pregs, 19425, Pelle

37D.H. Lawrence, Phoenix, p.299.



saw some kind of mystic relation between man and the
cosmos and recognized the sacredness of creation as the
mythological cultures did.

For Lawrence, behind nature was the impenetrable
mystery which he approached with awe, fear and wonder.
Thus for him the creative mysterﬂis both fearful and
abttractives God is eternal and unknowable but man's
relation with Him is contimvally changing. Although
Lawrence's vision was basically polytheistic he conceived
a supreme God behind all creation. He recognized the
basic unity of all mythologies and advocated a free
worship of local gods. He believed that originally the
world had one religion and hence his belief that "the
great myths relate to one another.”38

Lawrence was attracted to mythology. He was steeped
in the Bible, and although he was brought up a Congrega—
tionalist he attended the meetings of the Primitive
Methodists. DBut he renounced most of his traditional
biblical teaching and preferred an independent creed.

In BEliot's view, Lawrence was an example of the heretic,39

and according to William Tiverton, he had striking

38D.H. Lawrence, Fantasia of the Unconscious and
Psychoanalysis and the Unconscious (Melbourne, London,
Toronto: William Heinemann Ltd., 1961), p.8.

39’1‘.{3. Eliot, After Strange Gods (New York: Harcourt
and Company Inc., 1934), pe4l.
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40

affinities with the existentiglists.

Degpite his rejection of orthodox religion Lawrence
continued to be interested in religion and mythology. As
Eliot said, Lawrence was a "restless seeker for myths."41
He was pariticularly fascinated by the myths of creatiom,
the myth of the lost continents, theé flood myths, the
annual cycle, the myths of the saviour-gods, the Golden
Age, the Pall and the cycles of creation and many other
myths. He believed that the best way for the salvation
of modern man lay in the restoration of the mythological
consciousness, a task to which he devoted himself and
his arte.

There are two main Jjustifications for the writing
of this thesis: first, the absence of a complete study
of Lawrence's novels from the mythic view-point, and
second, my belief in the importance of myth to literary
art and to literary oriticism. There is much truth in
Mark Schorer's assertion that "great literature is
impossible without a previous imaginative consent to a

ruling my‘tholog;y.”42

4OWilliam Tiverton, DeH. Lawrence and Human Exu-
tence (London: Rockliff Publishing Company Ltde, p.1951),
pol32.

41T.S. BEliot, After Strange Gods, p.4S.

“erkc Schoper, "The Necessity of Myth, "Myth and

Mythmaking, (ed.) Henry A. Murray (Boston: Beacon Press,
1960), De357.
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The thesis of this work is that D.H. Lawrence is
essentially a mythopoeic novelist and should be primarily
studied as such. Myth criticism is essential in the
case of a writer like D,H. Lawrence who rightly asserted,
"Primarily I am a passionately religious man, and my
novels must be written from the depith of my religious
experience."43 To him myths were a reality as they were
to the poets and writers of antigquity. It is perhaps no
exaggeration to claim that Lawrence's novels are "muddled"
Bibles or private Testaments. Myth underlies their
themes and structure.

A final word about the arrangement of the thesis.
There are eleven chapters in all, each dealing mainly
with one novele The chapters maintain some continuity by
following the chronological order of Lawrence's novels and
by developing themes and subjects disoussed in almost all
the chapters with special attention +to make the discussion
a continuous whole, as much as possible. Taken as a whole,
the thesis shows the development of Lawrence's use of myth-

clogy throughout his novels.

43D.H. Lawrence, Letter to Bdward Garnet, 27 April
1914, The Collected Letters of D.H. Lawrence, (ed.)
Harry T. Hoore (London: Melbourne: Toronto: Heinemann,
1960), Vol. I, D273

xviii



Chapter One

“The Use of Mythology in The White Peacock

In Lawrence's first novel The White Peacock, we see him
using mythological themes and figures which he will use for
more complex purposes and with greater subtlety in the novels
to come.

The wood with the gamekeeper living inrit suggests the
ancient Arcadia and its inhabitant Pan. The location and the
action of the novel ha¥¢a mythological background -~ the wood
is described realistically but it corresponds to the archetypal
wood of myth and legend usually inhabited by the "King of the
Wood"i with whom Annable can be equated.i

In identifying Annable with Pan, Lawrence is enabled to
express his conception of the Pan myth and its relation to
the modern world as compared with its relation to the ancient
worlds. The Pan in this novel is a fallen Pen. #onagble Is a
PeAden Ren. Annable is a fugitive figure terribly isolated in
the wood. He renounces the social world in order to live closer
1o nature -~ but his existence is presented as a kind of banish~
ment rather than retreat. Annable is a frustrated figure whose
reaction to what he considers {to be bad treatment isg sheer

hatred and primitive anger. As embodied by Annable, Pan has

1Jarnes George Frazer,; The Golden Bough (London: Macmillan &
Co. Ltd., 1963), p.163.
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been reduced to a devilish figure.2 In his essay on Pa,n3
Lawrence claimg that the conception of the devil was created
by the early Christians. As a demonic figure, Annable is
hated by the villagers (p.173) and his persecution by the
local people is perhaps intended to shgw how much damege the
modern world has done to the image of Pan. Annable?S - demonism,
his single-mindedness, malevolence, spiritual sterility ana
brutality refléct the image of a fallen Pan. It is an image
thalt lacks the vigour, the glory, the music, the charm, the
power and fertility of the natural Pan of the ancient world.
Anngble is the ancient Pan without his music, nymphs, satyrs,
dryads, springs, rivers,; and maidens and withoui his animating
power. That is what, in Lawrence's view, Pan amounts %o in the
modern world.

The Pan myth is closely connected with Lawrence's animistic
vision. Annable's motto is "Be a good animal, true to your
animal instinct" (pe.173). Indeed Annable tries to live in
harmony with nature and even calls his children by the names
of animals and birds (p¢157)o Thus his philosophy and actions
indicate some consanguién&ity with the natural world. Despite

this, his naturalism is incomplefe because of his opposition to

anything human or cultural (p.172)n He is by no means presented

2D,H. Lawrence, The White Peacock (Penguin Books, 1968),‘
Ppe 19, 172. Subsequent references to this edition will be
indicated by page number in my texte.

3D.H. Lawrence, Phoenix 5 TatrpduCtien y 2377



ag a character who carries completqlauthorial approval.

Annable's deficiencies in fact point out the need for the
"vossible other case'. Lawrence is advocating the need for
the restoration of the ancient Pan with his vital connection
with the cosmos. The old Pan, as Lawrence conceives him later
in his essay on Pan,4 is a god who gives power to people and
also receives power from them. The novel suggests the need
for a natural Pan to replace the present fallen Pan ~ for men
to establish a living relationship with their circumabient
universe.

The descriptlions of nature in the novel are by no means
only "rhapsodies on Spring" as Lawrence claimed., Sometimes
they seem to imply a regret for a lost religion of nature or
an animistic view of the = . universe: "Snowdrops are sad
and mysterious. We have lost their meaning. They do not belong
to us, who ravish then" (p.l53). They are also associated with
an ancient but long lost religion, perhaps that of the Druids
(p.154). Cyril is occasionally aware of the changing rhythms
of nature and maintains some sorit of animistic relation with
the wniverse. Flowers are also used with the ritualistic
significance of an animistic religion. Sometimes the characters
decorate themselves with flowers in the manner of ancient Greek
ritual (p.86). There are references to sacred flowers, plants

and trees such as the anemones (p.87), the mistletoe (p.154), and

4D.H. Lawrence, Phoenix, p.25.



the oak tree (p.153). Many of the descripiive passages of
natural scenes, with their profusion of birds, animals,
flowers, shrubs, plants and trees, suggest an Ovidian pastoral.
Sometimes the natural world as presented in the novel is
described in a too consciously "literary" manner, but even the
consciously literary presentation of the characters in a land-
scape does not contradict the informing spirit, which is an
animistic vigion of man in relation to a living universe.
What is dramatized in the novel is expressed explicitly in the
essay on Pan: "Life consists in a live relatedness between man
and his universe: sun, moon, stars, earth, trees, flowers,
birds, animals, everything! 2
The white peacock itself has mybthic and symbolic connotations.
The colour white draws its significance from the contrast between

the two archetypal symbols . . of light and darkness. In his

Study of Thomas Hardy Lawrence writes that "light is the

constant symbol of Christ in the New Testament!' 6 In ‘the novel
Annable and George represent the powers of darkness, Lettie

and Leslie the qualities of light. The novel as a whole is
concerned with any triumph of the powers of light over darkness.
The powers of darkness are those of the senses and the passions;
the powers of light are those of the spirit and intelligence.

The Laurentian ideal is to preserve a balance between these

5D.H. Lawrence, Phoenix, p.31.

O bidy, pedT0-



two archetypal forces and the contrasting values they stand
for.

The white peacock is a two—~fold symbol representing the
spirit, the intellect as well as the aloof, dominating deity.
Lawrence often describes the gods of the modern man as white
whereas the gods of the primitive man were dark. Lettie is
represented as the incarnation of the white deity or the white
goddess.

In his book The White Goddess Robert Graves suggests that

the "White Goddess" was the chief female deity of ancient man
and that she had been given various names such as Hera,
Demeter,8 the moon goddess,9 etc. He adds that the.White
Goddess 'seems originally to have been the Dansan Barley—
Goddess of Argos. Sir James Frazer regards her as either

Demeter or her double, Persephoneyr1o

Moreover, Robert Graves also theorises that in Burope
the white goddess was the chief deity in the ancient times,
gince there were at first no male deitles corresponding to her.
Thus ancient man came to consider * -.° her as the master of
his destiny. As a resuvlt of that the white goddess assumed a
very prodigous power and was associated not only with creation

but also with destruction:

7Rober‘b Graves, The White Goddess (London: Faber and
Faber, 1948), p.59.

8vid,, pa62

ITbid,,p.64 .

Orvid,,p.62 .



The reason why the hairs stand on end,
the skin crawls and a shiver runs down
the spine when one writes or reads a
true poem is that a true poem is necess-
arily an invccation of the White Goddess,
or Muse, the Mother of All Living, the
ancient power of fright and {Ust ~ the
female spider or the quean-bae whose
embrace is death.

Graves tells us that in a myth in Ovid "Cardea was Alphito,
the White Goddess who destroyed children after disguising
herself in bird or beast formi. 12 Grave's view of the
immense powers that the white goddess used to have finds
support in Joseph Campbell's theory:

There can be no doubt that in the very

earliest ages of human history the

magical force and wonder of the female -

was no less g marvel than the universe

iteself; and this gave to woman a pro-

digous power, which it has been one of

the chief concerns of the masculine part

of the ropulgtion to break, control and

employ to its own ends.13
Indeed world mythologies portray the prodigous power of woman
in the form of a chief mother;goddess and her obedient son—
lover. Such is the story of Cybele and Attis, Astarte and
Tammuz, Aphrodite and Dionysus, Venus and Adonis, Diena and
Endymion, Isis and Osiris, etc.

£
Robert CGraves points out some of the gqualities of the

white goddess:

11Robert Graves, The Vhite Goddess, p¢20;

1Tpid., p.63 -

13Jo’seph Campbell, The llasks of God: Primitive ivthology ,
Intreductvon, P 315, )
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The Goddess is a lovely, slender woman
with a hooked nose, deathly pale face,
lips red as rown-berries, startingly blue
eyes and long fair hair; she will suddenly
transform herself into sow, mare, bhitch,
vixen, she-ass, weasel, serpent, owl, she-
wolf, tigress, mermaid or loathsome hag.

I suggest that Lettie of The White Peacock can be equated

with the white goddess of mythology. Lettie?s white colour
and her physical descriptions as a whole are similar to those
mentioned above. Like the white goddess she can assume a
shape different from her original form. Here she is presented
a8 a white peacocke. Indeed her association with a white pea~
cock is significant. In mythology Hera, the chief goddess of
the Greek pantheon was associated with the peacock which was
sacred to her.‘]5 And in Hindu mythology Rudra is referred to
as the White-complexioned goddess.16 In mythology whiteness
is usually the mark of sacredness and taboo. Whiteness is the
colour of the sacred whale in Herman Melville's Moby Dick.

To William Blake "Whiteness' /ig/ the archetypal color

Zgig7 of the heavenly tyrant#lj Lettie's pride and power are

clearly shown in the scene where the peacock is pictured

14Robert Graves, The White Goddess, p.20 =

4.7, ROsen, A Handbook of Greek Mythology (London:
Methuen & Co. Ltd., 1928), p.l76.

16Rig4Veda (trans) H.H. Wilson (London: H. Allen & Co.,
1850), Vol. II, p.291.

Marold Bloom, Shelley's Mythmaking (New Haven: Yale
University Press, 1959), p.l4.
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desecrating the white statue of an angel in the churchyard,
and in her key role in the downfall of George, her first
lover.

There is no doubt that in The White Peacock Lawrence

ig trying to embody his ideas in myth and archetypal symbols.
The purpose for which the symbol of the white peacock is uged
is to point to the dominating power of woman and the destruc—
tive effects tﬁat might result from such a dominance. What
Lawrence wants to say is that in our modern period woman is
dominating man as she dominated him in some ancient periods.
Thig discernable megning is more clearly stated in

Lawrence's Pantasia of the Unconscious: "In Certain periods

such as the present, the majority of men concur in regarding
woman as the source of life, the first term in creation:
n 19

woman, the mother, the prime being!'

In The White Peacock Lawrence rejects woman's domin-

ation, her abstraction, her role as a Magna Mater and her
desire to be worshipped -~ in short he rejects her role as a
white goddess. Thus by the use of the white bird symbol
Lawrence is rebelling against the idea of the ascendant
deity. As a white peacock Letiie represents a deity in
heaven or a dominant goddess on earth whose power and values

18The White Peacock, p.1T75.

19D°H. Lawrence, Pantasia of the Unconscious and Psycho—
analysis and the Unconscious g Introduction, P45 -
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are repudiated and condemned by the author. Letiie wants
to be adored as a goddess but Lawrence is satirical about
her desire to rule with absolute and devastating authority
in the name of a white goddess or a Magna Mater.

Ritualistic significance is integrated into the present-
ation of what might appear to be realistic scenes. Cyril and
George are pictured ritualistically rubbing each other's
body (p.257). Their ritualistic action is consummated by
some kind of release and renewal (p.257). Thanks to that
ritualistic rubbing George and Cyril achieve some kind of
friendship they had never experienced before: "When he had
rubbed me all warm, he let me go, and we looked at each other
with eyes of still laughter, and our love was perfect for a
moment, more perfect than any love I have since, either for
man or woman". (p.250). This description of man—to-man
relationship bears a great resemblance to that of the relation
between David and Jonathan in the O0ld Testament:

Jonathan my brother;

dear and delightful you were to mej
your love for me was wonderful,
surpassing the love of womengO

Ritualistic dance also occurs in the novel. &t the end
of the dance that included George and Lettie we are told
that George "looked big, erect, nerved with triumph, and she
was exhilarated like a Bacchante" (p.72). This kind of dance

2OThe 0l1d Testament, The New English Bible edition

(Oxford University Press and Cambridge University Press,
1970), 2 Samuel, 26-27.
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and exhilaration is based on the ritualistic dances held in
honour of the Greek god Dionyus. There -\$. also some ritu-
alistic decoration with flowers. Lettie, for example, plucks
flowers as if it were a rite: '"She leaned forward, her fingers
wandering white among the shadowed grey spaces of leaves,
plucking, as if it were a rite, flowers here and there (p.154).
This action recalls the myth of Persephone plucking flowers
before she was abducted by the King of the underworld.

As early as The White Peacock Lawrence was interested

in the use of biblical images. In his thesis on the novels of
D.H. Lawrence (rady J. Walker correctly writes:

Even in Lawrence's first novel, The White
Peacock, the Bden imgges are pervasive in
the portrayal of a frustrated love affair
between George Saxton and Lettie Beardsall.
In fact two of the chapiers are ostensibly
named 'Dangling of the Apple', and 'The
Pascination of the Forbidden Apple', both
titles serving as 'framing' metaphors for
chhe segment of action occurring in them .2

Indeed Lettie's temptation of George is pictured as the
offering of the apple to him. "'Mother', he said, comically,
as if jesting. BShe is offering me the apple like Eve"

(p.114). But it is not only in terms of the apple in the
story of Adam and Eve that the temptation is portrayed but
also by an allusion to Paris's apple: "'Oh, Lum, his education!

21Grady J. Walkere. The influence of the Bible on

D.H. Lawrence as seen in His Novels. Ph. D. thesig, The
University of Tulsa, 1972, p.88.
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Paris's apple — Can't you see we've come to be chosen'
(pe207).

Myth is also used allusively. There are references
to the Narcissus myth {(ppe 105, 244), and Cyril admiring
George hathing in the river has a touch of the Greek Narci-
ssus. There are references to Europa and PersephonegJuno,
Venus and Minerva (p.206), Fauns and Bacchus (p.247); the
Milky Way and the Madonna (p.316). Apart from the emphasis
that the references to the Greek and Roman goddesses can
add to the role of Lettie as a white goddess or a Magna
Mater many of these mythical references as well as others
are used more for decoration than for symbelic purposes
and their effect on the mythological nature of the novel
remains peripheral.

In The White Peacock Lawrence intermingles realistic

and mythical plotting. The story of Annable is based on

the Pan myth and the story of Lettie bears greabt resemblance
to the myth of the mother goddess. Structurally the Pan

myth forms an important part in the novel. Lawrence told
Jesgie Chambers that he wanted to keep Annable because '"he
makes a sort of balance¥,22 Indeed the struciure of the novel
is based to a large extent on the contrast between the Pan

myth and the archetypal symbol of the white peacock or the

22E.T. D.H. Lawrence: A Personal Record, 2nd edition
(London: Frank Cass & Cos Ltde, 1965), Dell].




white goddess. In theory this contrast can make a structu—~
rally balanced novel. What is faulty in the structure of

the novel is the premature death of Annable and so the end

of an important factor on which the framework of the novel

is hinged. The story of Annable has been interpreted as a
desperate last minute attempt to save the novel,23 as foect—

ively integrated“24

25

and as an irrelevant story-within—a—
story. What happens is that the story which was designed
to save the novel by preserving some sort of balance, as
indeed it does for some time, is also its weak pointe.
Lawrence derived his knowledge of ‘the Pan myth and the
white goddess from his reading during the period from 1901~
1906. In these years he made his acquaintance with Jessie

Chambers and became a student—teacher at Nottingham University.

During the period he was writing The White Peacock (1906~

1910) Lawrence read books on anthropology and religion,
especially during his stay in Croydon where he worked as a
teacher.

Among the books and authors listed by Jessie Chambers

as those that Lawrence read, the following might have had the

23Kei1;h Sagar, The Art of D.H. Lawrence (Cambridge:
Cambridge University Press, 1966), p.l3.

24George H. Ford, Double Measure: A Study of the Novels
and Stories of D.H. Lawrence (New York: Chicago: San Francisco:
Holt, Reinhart and Winston of Canada, 1965), pe5le.

25An.'hhony Beal, D.H. Lawrence (Edinburgh and London:

Oliver and Boyd, 1964), peJ.




13

most important influence on Lawrence's thinking and ‘the writing

of The White Peacock: William Blake's Songs of Innocence

-

. 26 . ‘ iqq s .
and Songs of Bxperience, o + William James's Pragmatism,

P

2 A 2
Haegel's Riddle of the Universe, 8 Wietzsche, ? Gilbert

Murray's translation from Euripides such as The Trojan

. s

Women, ledea, Blectra and The Bacchante,Bo Herbert Spenser,31

and R.T. Campbell's The New Hythology.32

Although $hese books and suthors as well as many others
had their influence on Lawrence's religious experience and
his knowledge and use of mythology it will be a difficult
and pointless task to trace the myths used in this novel to
their sources for they are conventional and cannot he traced to
any particular source. MNoreover.in Lawrence's view myths
survive in the instinctual rather than the rational and
intellectual faculties and Lawrence rarely reproduced an
idea as he found it.

26E.T. D.H. Lawrence: A Personal Record, p.ll2

27Ibidzef Poe 113 @
281bidﬁypall2 o
29Ibidr1 po‘ 120 v
VT paat.
Nbig., pe113

32 bid,, paBa
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Chapter Two

The Use of Mythology in The Trespasser

Lawrence's second novel The Trespasser shows his interest

in Norse mythology. There is no doubt that Richard Wagner's
music dramas, themselves based on themes and characters
derived from the Scandinavian sagas and myths, furnish the

subject and even the framework of The Trespasser.

Some critics have pointed out the influence of Wagner's
Ring on Lawrence's novel. Wiklliam York Tindall points out

that the frame of The Trespagser comes from Wagner's Ringj In

a thesis on Lawrence's novels Billy James Pace discusses the
elements of Wagner's music dramags in Lawrence's novels and

particularly The Trespasser which he considers to be the

most Wagnerian of all Lawrence's novels.2

The most ouvtstanding influence of Wagner on Lawrence's
novel can be seen in the obvious parallels of the relations
of the characters in Wagner's dramasgs and in Lawrence's novel.
The story of Siegmund and Helena is based to a large extent

on the story of Siegmund and Sieglinde, Biegfried and Brunhilde,

1William York Tindall. Forces in Modern British Poetry
1885-1956 (New York: Alfred A. Knopf, Inc., 1960), p.299 -

2Billy James Pace, D.H. Lawrence's Use in His Novels
of Germanic and Celtic Myth From the Music Dramas of Richard
Wagnere Ph. D. thesis, University of Ar Kansas, 1973.
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Tristan and Isolda. All these stories are in one way or
other concerned with the archetypal conflict between love and
matrimonial duties. In all of them tragedy comes as a

result of the failure to reconcile between marriage and

love,

In The Trespasser Siegmund is in love with Helena and

is at the same time the husband of Beatrice. But ~. .. as
in Norse mythology love is opposed to marriage. In both
cases love ig a mixture of joy and pain. The troubles of
Siegmund the Volsung, Siegfried and Tristan result from their
love. In the stories of these mythical herces as well as in

the story of Siegmund in The Trespasser love is depicted not

only as an enobling passion bul more significantly as an
alienating factor. In Wagner's dramas Siegmund cannot
gsettle in society and is out of harmony with it. In the
game way Tristan rouses the animosity of his King, his
friends and society by making a secret love relationship
with his King's bride Isolda. Siegfried also antagonises
many people as a result of his illicit love. Similarly in
Lawrence's novel Siegmund is cut off from his social back—
ground and is kept apart from his fellows: "She had no idea
)

how his life was wrenched from its rootsl.

In Norse mythology, as reflected in Wagner's dramas,

3D.H. Lawrence, The Trespasser (Penguin Books, 1967),
pe2d. Subsequent references to this edition will be indicated
by page number in my text.
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the demand for revenge againgt the sinners comes from Wotan's
wife Fricka, the guardian of marriage. When she knows of the
elopement of Hunding's wife Sieglinde with her lover Siegmund
she decides that the two lovers should be punished and she
finally persuades Wotan, the chief god, that death should be
their due punishment. In the novel Beatrice's role as a

wife representing lawful marriage is similar to that of Fricka
in Norse mythology who is the patroness of marriage and the
hougehold. Both are ruthless and inexorable when the breaking
away from custom and established convention is the issue.
Like Fricka, Beatrice is a nagging wife who tortures her
husband by reprimanding him for his trespasses against the
sanctity of marriage. When her husband returns from the

Isle - " . of Wight she teases him with her angry complaints:
"You sit here sulking a1l day. What do you think I do? I
have to see to the children, I have to work and slave, I

go on from day to day. I tell you I'1ll stop, I tell you

I'11 do as I like seo"{p.168). Beatrice's main complaint
comes from the fact that her husband has been on holiday

for a few days leaving her and the children hehind. Like

his mythical counterpart Siegmund is condemned to death

on the grounds of illicit love.

Although the story of The Trespasser has its most obvious

parallels with stories and characters in Norse mythology
it is not only with Norse mythology that the story of the

novel offers some parallels. The world's mythologies almost



invariably contain a goddess whose task is to protect marriage
and to punish those who trespass against its sacred laws,

Such is Hera in the Greek pantheon and Juno in Roman myth-—
ology. And so the nagging of Beatrice and the punishment

of the trespassing Siegmund are suggestive not only of

Fricka and Norse mythology but of mythology as a whole.

In Wagner both Siegmund and Hunding die: Sieglinde
also dies but is revived to give birth to Siegfried and dies
soon after that. In Lawrence both Helena and Beatrice
survive Siegmund. It is perhaps with reference to the myth
of BSiegmund and Sieglinde that Byrne teases Helena for
keeping alive after her lover's death, contrary to Sieglinde
who dies with her lover:

'You cannot say you are dead with Siegmund!',
he cried brutally .... 'You are not dead
with Siegmund', he persisted, 'so you can't
say you live with him. You may live with
memory. But Siegmund is dead, and his
memory is not he ~ himself'. He made a
fierce gesture of impatience (p.10).

The story of Siegmund and Helena has parallels in the
story of the mythical Siegfried and Brunhilde. In a way
both are guilty of infidelity to a woman to whom they are
supposed to be loyal. In Norse mythology, as reflected in
4

Wagner, Siegfried vows love and loyalty to Brunhilde.

After drinking the potion prepared by Guitrune Siegfried falls

“Richard Wagner, The Dusk of the Gods (London: Schott &
Cos ned.), First Act, p.25.
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in love with her and demands that she become his wife.
Furthermore Siegfried and Guither promise that Siegfried
will bring Brunhilde as bride to Culither who will give

his sister Gudrun as a bride to Siegfried. In one sense
both Siegfried and Siegmund McNair trespass against the
sanctity of marriage and convention. The scenes of quarrel
and disagreement between wife and a disloyal husband are

paralleled in the novel and in Wagner's The Dusk of the

Gods (p.153).

As a result of his disloyalty and sin Siegfried is
killed by Hagen at the instigation of Brunhide. Similarly
Siegmund dies as a result of his betrayal of Beatrice. In
one way or other Beatrice and Brunhildeare good examples
of the unmanageable wife; but neither Siegfried nor Siegmund
succeeds in taming his "shrew'.

The story of Siegmund and Helena also reminds us of
the medieval legend of Tristan and Isolda, the subject of

one of Wagner's dramas. In Wagner's Tristan and Isolds

Tristan becomes the illicit lover'of his uncle's bride Isolda.
As a result of this unlawful liaison Tristan has to suffer
remorse and finally dies from a mortal wound. Likewise
Siegmund McNair feels guilty for his actions: "I am a family
criminal. Beatrice might come round but the children's
insolent judgment is too much. I have nowhere to go. Why
did . I come back?"(p.153). Both Tristan and Siegmund

are ‘trapped between two conflicting responsibilities, two

18
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loyal ties, two desires which cannot be reconciled. Death,
therefore, is not only a kind of punishment for their dis~
loyalty but an inevitable result of their insoluble impasse.
But although Tristan and Isgolda, like Siegfried and Brunhilde,
are united in death, Helena refrains from an eternal union
with her lover in death.

Like Beatrice in Lawrence's novel King Mark in the
Trigtan legend is outraged at knowing about the secret love
between his bride and Tristan. Beatrice and King Mark
represent loyalty to marriage. King Mark, however, is less
stringent than Beatrice for he is finally willing to give up
Isolda to her lover.5

In the novel there are many allusions to Norse and
Celtic mythology. After forgetting about his wife and
children Siegmund feels he is living in a world of romance
reminiscent of Tristan: "How could it be Sunday! I+ was no
time; it was Romance, going back to Tristan" (p.20). This
reference ‘to Tristan ig not merely decorative; rather it is
functional for it immediately reminds us of the myth of
Tristan and Isolda and thus gives us a clue as to what Sieg-—
mund's and Helena's love relation is really like. HFrom the

beginning Siegmund is doomed. The reference to timelessness

2Richard Wagner, Tristan and Isolda, (trans) H. and F.
Corder {London: Brussels: New York: Breitkope & Hartel, n.d.),
Third Act, Scene IV, p.93.




reminds us of mythology and impresses upon us the notion
that we are transported to a mythological world where time
stops and & return to a2 primordial period is possible.
Indeed this is exactly what Siegmund feels at one moment
later on: "The world had been filled with a new magic, a
wonderful, stately beauty which he had perceived for the
first time.” . .. For long hours he had been wandering in
another — a glamorous, primordial world" (p.??).

In fact the whole atmosphere of the novel suggests a
mythological world — that of Norse mythology and tradition.
The romantic love, the physical passion of the lovers, the
reference o the band playing "The Watch on the Rhine'
(p.55). The references to Wager (p.215))to Brunhilde being
surrounded by a halo of fire (p.78), to Wagner's Siegfried
and Tristan (p.91), to the land of Isolda (p.180), the
excerpts from German poetry (p.72), the presence of some
Germans in the carriage (p.l3l), the comparison of the sheep—
dogs to the giants Fafner and Fasolt (p.21l) in Norse myth~
ology and the references to Sieglinde's island (p.21), to
Wotan and Siegfried (p.23), the Rhine maidens (p.43), the
sagas (p.45), to Walhalla (p.l94) - all underline the import—
ant role of Norse mythology in the texture,; theme: imagery,
and. atmosphere of Lawrence's novel. TFurthermore the setting
of the novel on an igland and the sea-shore suggests the

. settings of Wagner's dramas. And as Billy James Pace

points out "Jiegmund's arrival on the Isle of Wight suggests

20
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Trigtan's arrival in Cornwall.”
Back in Cornwall, lelena watching Tintazel recalls
gcenes and stories from Horse mythology:
In the first place she found that the
cove was exactly, almost identically
the same as the lialhalla scene in
Walkures in the second place, Tristan
was here, in the tragic cowntry filled
with the flowers of a late Cornish
sunner, an everlasting reality (pe194).
Indeed the Tristan myth which Helena recalls ig more
or less a revealing comment on her relationship with Si1€z-
mund. Like Tristan and Isolda, Siegmund and Helensa are

divided lovers suffering anguish from being sevarated.

Turther parallels between Lawrence's The Tregpascer

and Wagner's Ring have been pointed out by Billy James Pace.
These parellels include erotic love,T the theme of flighﬁ,a
the sense of fate and d.oom,9 the firelight surrounding

.. 10 . 11 .
Brunhide and Helena, the love poticn, and incestuous

Billy vames Pace, U.H. Lawrence's Use in His Hovels
of Germanic and Celtic iyth from the Music Dramas of Richard
Wagner, p.l06.

Trpid., .52,

aIbid.’ p-?G.

Ibide, DeTde

0rvid., p.68.

M1vida., p.106.
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love between mother and son.dl
As I mentioned before Lawrence in The Trespasser draws
upon mythology as a whole and not merely on Norse mythblogy.
As an example; he equates the Isle of Wight with the "Happy
Isle' of mythology. In a letter tc Edward Garnett he writes:
l For a title to that Ms. at present the
Bagay will Trespassers in Cythera or "The
Tresoasseg or something like that, do?
Or for Cythera what can one put ~ what

are the Isles of the Happy -~ 7 Evin,
Evna? — Help me out.13

In Greek mythology Cythera ié the name of the island where
Aphrodite is supposed to have risen from the sea and where
‘she and Ares had an illicit love affair and were caught by
Hephaestus who reported them to the gods and held'them do
ridicule before ‘the gods.14 Thug the love relationship of
Siegmund and Helens can be compared to that of Ares and
Aphrodite. Again illicit love brings with it dangerous
consequences.

The shory of the "Happy Isles" is common to world
mythology. Lawrence, however, is thinking of some particular
igles in Celtic mythologye. As his letter indicates he seems
12I'bid,.,p.65.
13D H. Lawrence, Letter to Bdward Garnett, 30 December

1911, The Collected letbers of D.H. Lavrencey(ed:) Harry T.
Moorey LML ™o ductvem g ya\ - I, peQe.

14Gertrude Jobes, Dictionary of lythology, Folklore
and Symbols (ew York: Scarecrow Press, Lnc., 1001), vol, I,

p.403.
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to have forgotten the exact name of the particular isles

he has in mind. WMy guess is that Lawrence is thinking of the
Celtic islands of Annwfn since the name is similar to his
"Evin'" or "Ewvna'.

Lawrence uses mythology to criticize the attitude of
modern woman towards man. The novel is a criticism of
romantic love that does not lead to real consummation and
fulfilment in the body: "When Helena drew away her lips
she was exhausted. She belonged to that class of 'dreaming
women' with whom passion exhausts itself at the mouth (p.36).
Thus instead of realising the 01ld Hermaphrodite in the flesh
she does it through a kiss: "It was the long, supreme kiss,
in which man and woman have one being. Two-in-one, the
only Hermaphrodite" (p«30).

Myth is used in this novel to criticize the tendency
of modern woman to isolate herself from man and to assert
her independence from him. Lawrence expresses this in terms
of the myth of the Great Mother and her Son:

As he lay helplessly looking up at her

some other consciousness insgide him

murmured: 'Hawwa — Eve — Mother!' She

stood compassiocnate over him. Without

touching him she seemed to be yearning

over him like a mother (p.74).
Lawrence, therefore, uses mythology to reject the idea of
spiritual love aund the tendency of women to dominate men

by considering themselves the source of life and the origin

of creation. The tragedy of Siegmund comes as a result of
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hig failure to find real fullilment with his beloved.
Helena's view of the ideal lover leads to Slegmund's

destruction. The Trespagger is erotic in & special way:

it is erotic in its attempt to restore Tros to a world
lacking physical tenderness. In his aspiration for physical

F i ¥

love Biegmund suggests Bros. In this sense The Trespasser

ig the forerunner of Lady Chatvterley's Lover.

The Trespasser demonsirates beyond doubt Lawrence's

good knowledge of orse mythology. The sources of Lawrence's
acguaintance with Norse mythology have been discugsed by
Billy James Pace. He points out that Lawrence's lknowledge
of Wagnerian myths come through three main channels: Pthe
Wagnerisnism in Bngland, the literary Wasgnerites, the stace
s 1 ] J 1!15
perfermance of Wegher's music dramas themselves. tHe
arsues that Lawrence lived in a period in which Wagnerism
. . s 16
was an important element of its cultural milieu, and that
Lawrence read such wagnerites as Bennett, Yoore, Thomas Hann
o 17 ™ma o} KN
and Shaw. Billy James Pace slso asseris that Lawrence
attended stage performances of Wagner's dramas in

(o]

15, . . . C s

)Bllly Jameg Pace, D.ll. Lgwrence's use in his Novels
of Germenic and Celtic myth from the Music Dramas of Richard
Harner, pe22.

6rpid., pal.

17Ibid., Ppe 4510,



Nottingham and London.18 He also suggests that "on at least
three occasions Lawrence hints that he might have read some
of the old heroic Germsnic and Celtic literaturef 12

As is well-known Lawrence changed the title of Helen

Corke’s manuscript. Thus her Neutral Ground: A Chronicle

became The Trespasser. While he was writing the novel he was

wondering about a suitable title for it, and almost invariably

he seemg to have had the Icelandic Sagas and Norse mythology
in the back of his mind. In a letter to Helen Corke he asgks
her whether "The Saga' might be a good title.eo In another
letter he refers to it as "The B. of S."21 or The Saga of

Siegmund. Several other letters also refer to the novel as

"The Saga“.22 Although Lawrence claimed that '"This Saga «.. .

is based on brief notes made from actualiﬁy"23 there is no
doubt that Norse mythology pervades the whole texture and

structure of the novel and that Lawrence's knowledge of

®rvia,,pp. 18, 19, 20.
91vid,, p.17

QOLetter to Helen Corke, 1 June 1910, The Collected
Letters of D.H. Lawrence, Vol. I, p.62.

2ILetter to Sydney S. Pawling, 18 October 1912, p.66.

2QSee Letter to Edward Garnett, 3 January 1912, The
Collected Letters of D.H. Lawrence, Vol. I, p.91, and letter
to Helen Corke, 1 January 1912, p.97.

23

Letter to Edward Garnett, 4 December 1911, p.86.

25



26

Norse mythology . . is most amply shown in The Trespasser.

Indeed Billy James Pace concludes that "Lawrence is solely

responsible Zi.e. not Helen Cork§7 for the Wagnerian elements

24

in his novell'.

24Billy James Pace, D.H. Lawrence's Use in His Novels

of Germanic and Celtic Myth From the Music Dramas of Richard
Wagner, p.l6.



Chapter Three

. The Use of Mythology in Sons and Lovers

Although Lawrence ugsesg autobiographical material as the

basis of Sons and Lovers nevertheless it ig possibly the

greatest modern dramatization of the Oedipal myth. The

. Cedipus complex has been recognigzed as a universal archetype
existing, according to psychologists and jo Lawrence himself,
in every age and everywhere. Freud asserted that the Oedipal
myth is an expression of a permanent and universal pSyGﬁiCﬁJ
attitude and Jung saw it as a universal archetype. Harry T.
Moore tells us that "Lawrence wrote in an unpublished foreword
that was meant only for Garnett's eyes, w/the old son-lover was
QOedipus. TheAname of ‘the new one is 1egion?21 Clyde Kluukhohn
mentions that Rank and Raglan have collected about forty-eight
Oedipal myths from different parts of the world.2

Generally speaking, the Oedipal myth symboliges the

eternal child and sgignifies the old primordial condition

where the relations between father and son, and mother and son

1Harry T. Hoore, The Life and Works of D.H. Lawrence
(London: Unwin Books, 1963), D«T4e

201yde Kluukhohn "Recurrent Themes in Myth and Myth-
m@M@UIWﬂlmﬁgyﬂm%mm(em)HmwyA.Hmmw}intrdeC»
Tien )P.B 3. N

“ |
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were not clearly defined. In its category as an Oedipal

myth Sons and Lovers contains most of the elements that can

be found in this universal myth. There is first the anta—
gonism between father and mother, culminating in the father
becoming a stranger or a mere outsider. This is followed
by the mother turning her love from her husband to her
children. Tt is with Paul that Gertrude Morel achieves her
deepest and most = . . profound emotional relationship

and it is Paul who is most affected by the Oedipal relation-
ship with his mother.

A further element of the myth can be seen in the jealousy
that develops between father and sons with the sons being
jealous of the father for monopolizing the love of the mother,
and the father jealous of the sons because of his fear of
being displaced by them. Such jealousy occurs in the novel.
But the theme of incest characteristic of the Oedipal myth

is not explicitly stated in Sons and Lovers. And although

in some Oedipal myths the son is the cause of his father's

death, in Sons and Lovers the father does not suffer death.

Another element in this myth is the suffering and death
of the hero. In the novel Paul undergoes a great deal of
suffering and self-exploration in such a way and such a degree
that he becomes very close to death as a result of his
relationship with his mother, though he does not die in the
end.

Although one might be tempted to interpret Sons and
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Lovers as Freudian psychology, the novel has its deep roots
in classical mythoclogye There are outstanding similarities

between the Oedipus myth in Sophocles's King Oedipus and

Lawrence's Sons and Lovers. There is perhaps an unconscious

attempt on the part of both Jocasta and Gertrude to sub~
gtitute the son for the father and to forget about the Ffather.

There is also a great deal of suffering in Sons and Lovers

comparable to that in King Oedipus, and the conflict within

Paul between life and death is similar to that within Oedipus:

So the weeks went on. Always alone, his

soul oscillated, first on the side of

death, then on the side of life, doggedly.

The real agony was that he had nowhere to

go, nothing to do, nothing to say and was

nothing himself.3
Although the hero of Lawrence's novel does not die as does
the hero of Sophocles's play, Paul virtually stands on the
verge of death before he finally turns away from the drift
towards death to life: "But no, he would not give in. Turning
sharply, he walked towards the city's gold phosphorescence"

(pe511).

Sons and Lovers, like King Oedipus, is the product of

a great intuitive faculty and knowledge rather than the
result of a clinical or laboratory research. What Freud
arrived at by experiment and study, Lawrence realised by

3D.H. Lawrence, Sons and Lovers (Penguin Books, 1974),

p.501. Subsequent references to this edition will be indicated
by page number in my text.
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intuition and experience. Lawrence's novel is conceived on
the most intuitive and primitive but permanent and universal
level where the conception of fatherhood is hardly known.
Degpite its modernity, the novel deals with a universal theme
that is part of the human subconscious in every age and
everywhere. The novel can be seen as a recreation or a
revival of the ancient mythmaking faculty rather than a
treatize on the Oedipus complex. Mythically, the novel is
concerned with the universal dream of a return to one's
origin, to the womb, Ho the mother. Indeed the mother
fixation in this novel corresponds to the mythical return

to the security of mother earth. The son having an incestuous
relationship with his mother is characteristic of the vegeta—
tion goddess and her son such as Cybele and Attis, Aphrodite
and Dionysus, etc. And even the theme of the jealousy between
father and son is typical not only of the primitive condition
where the concept of parenthood is not well established but
also of Greek mythology where Kronos revolted against his
father Uranus, and Zeus replaced his father Kronos. In

this way, Lawrence's mythmaking faculty can be related to
world mythology in general and to Greek mythology in particular
rather than to Preud's clinical experiments and psychological
theories.

As a matter of fact Sons and Lovers as well as Lawrence's

"foreword" to Sons and Lovers show Lawrence's conception of

the myth of the father being replaced by the Son. As
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Bvelyn J. Hinz has pointed out:

the original 'Foreword' to Sons and

Lovers ... demonstrates first, that
Lawrence was familiar with the usurpation -
matriarchy implications of the original
Oedipus legend; second that he viewed
Christianity as the perfect historical
example of the Son usurping from the Father,
and that he saw excessive formalism and
individualism, and specifically the puri-
tanical subordination of the sensual as
later recurrence of the Word usurping the
Flesho4

In his foreword to Sons and Lovers Lawrence views the Father

as representing the Flesh and the Son as standing for the
Worde He believes that the Son has usurped the Father by

becoming the Word.5 Similarly in Sons and Lovers he views

the modern situation as a replacement of the powers of the
Flesh by the forces of the word. As Evelyn J. Hinz puts it:
"The Oedipal situation is used to explain the contemporary
situation, the usurpation of control by the forces of the
puritanical and the industrialN,6

Lawrence's relation to Freud has been dealt with by
several critics, all of whom seem to agree that as far as

the Oedipus theme is concerned, Freud had no direct influence

4Evelyn J. Hing, "Sons and Lovers: The Archetypal Dim-
ensions of Lawrence's Oedipal Tragedgg'; The D.H. Lawrence
Review, 5 (Spring 1972), p.33.

5D.H. Lawrence, Letter to Edward Garnett, January 1913,
The Letters of D.H. Lawrence (ed.) Aldous Huxley (London:
William Hienemann, 1932), p.97.

6Eve1yn J. Hinz, pe33.



on Lawrence. JI¥rederick J. Hoffman asserits thot Sons and Lovers

"was written before Lawrence had any real acquaintance with
Freudl! 7 William York Tindall argues that "Lawrence first
heard of Freud from Frieda at their first meeting, after he

had written a draft of Sons and Lovers'.'.8 Graham Hough

asserts that in the first version of Sons and Lovers (1910)

the mother-son relationship "was there in actuality, and was

'-9 He adds that "at

recognized for what it was at the timel
this time (1910) the general diffusion of Freudian ideas was
of course far distant, and it is exceedingly unlikely that
Lawrence had ever heard Freud's nameﬂ‘1o Harry To Moore
also asserts that Yby 1912 many of the British intellectuals
were reading Freud ..... Lawrence is not supposed to have
read him until somewhat laterd 1 But a more cautious
statement comes from Julian Moynaham who writes:

We do not know whether Lawrence had read

Freud before he wrote the final draft of

Song and Lovers, but it is definitely

known that Frieda had read Freud and dis—
cussed psychoanalytic ideas with Lawrence

7Frederick J. Hoffman, Ireudianism and the Literary
Mind (New York: Grove Press, Inc., 1959), p.l51.

8William York Tindall, D.H. Lawrence and Susan Hig Cow
(New York: Columbia University Press, 1939), p.38.

Ytraham Hough, The Dark Sun (London: Gerald Duckworth &
Co. Ltd., 1968, p.39.

1

OIbidqﬂ po93 .

11Harry T. Moore, The Life and Works of D.H. Lawrence,

Pel4e
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on numerous occasions while he was working
on the final draft of the novel.l?2

Ag for Lawrence, he said at the time that he never read Freud

13

hut he heard of him. Later in 1914 he wrote: "I am not

Freudian and never Was¥u14

What can be added to what these critics have said is that
Lawrence's awareness of the Oedipus complex might have
started perhaps as early as 1901 or a few years later during
the period of his friendship with Jessie Chambers. E.T. claims
in her book that "whatever apprcach Lawrence made Lo me
inevitably involved him in a sense of dislcyalty to his
mothen! 15 But we do not exactly know when Lawrence became
aware of the Oedipal relation to his mother. What we kunow,
however, is that Lawrence's interest in the over intensity
of some parent-child relationship is evident in The White
Peacock where Cyril who is a Lawrence-—like figure is in love
with his mother:

'"You might have had a father -'

"We're thankful we h%dn't mother.
You spared us that?1

13
DeT4e

14Letter to Gordon Campbell, 21 September 1914, The
Collected Letters of D.H. Lawrence, Vol. I, p.291.

See Harry T. Moore, The Life and Works of D.H. Lawrence,

15E.'I’. D.H. Lawrence: A Personal Record, p.200.
16

The White Peacock, p.58.
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And in another place we are told: "In the marital duel Meg
is winning. Woman generally does; she has the children on
her side’ ! Moreover, in 1910 Lawrence writes:

I was born hating my father e....

This has been a kind of bond between me

and my mother. We have loved each other,

almost with a husband and wife, as well

as filial and maternal. We knew each

other by instinct. !

In summary we can say that Freud's psychological theories had

no direct influence on the writing of Sons and Lovers, but

the discussions with Frieda about Freud's theories added a
new dimension to Lawrence's own intuitive awareness of the
Oedipus complex.

In Sons and Lovers Lawrence draws upon mythology for the

portrayal/women. He uses myth to present Clara as a Magna /of

Mater and Miriam as a virgin mother. As far as Clara is

concerned mythical images are used to depict her as a giantess.

She is compared to an Amazon (p.305). This comparison is

perhaps intended to suggest her largeness as well as her

liveliness and determination. Paul sees his figure as very

little compared to her large stature. He sees his hands as

"small and vigorous" but hers as "large to match her limbs"

(pe333). When he is sitting beside her in the theatre he
17Ibid,)p.342°

1
8Letter to Rachel Annand Taylor, 3 December 1910,
The Collected Letters of D.H, Lawrence, Vol. I, p.69.




Wfelt himgelf small and helpless, her towering in her force
above him" (p.403). His mother also "looked so small, and
sallow, and done-for beside the luxurient Clara'" (p.291).
Clara reminds Paul of the goddess Juno because of her "stature
and bearing" (v.320). When Paul is watching her he remembers
Penelope (p.320). She is also identified by her friends and
colleagues with the Queen of Sheba for her authority and
dominance (p.403). When Paul is sitting beside her in the
theatre "a kind of eternal look about her, as if she were a
wistful sphinx, made it necessary for him to kiss her (p.352).
On the sea~shore Paul compares her to the unsatisfied sea~
foam (p.435), and even sees her as "'magnificent, and even
bigger than the morning and the sea'" (p.436).

All the above mentioned comparisons point $o Clara's
giant figure which can be compared to the figure of the Magna
Mater of mythology. Her comparison with some mythological
women and goddesses gives her a touch of archetypal womanhood,
This is emphasised by her comparison to the sea~foam and the
sea itself., The first comparison recalls the image of Greek
Aphrodite rising from the sea. Indeed Lawrence himself
usually assoclates Aphrodite with the sea in the sense that
she was born of the sea—foam.19 In myth the sea or water is

usually considered the origin of life; and so the association

19D.H. Lawrence, Twilight in Ttaly (Penguin Books, 1969),
p-42-
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of Clara with the sea gives her yet another touch of archetypal
womanhood. By and large Lawrence's poritrayal of Clara is
rooted in mythology. It is also worth noticing that this
kind of character poritrayal recalls the early childhood of
humanity which, as psychologists have explained, gave man
his mythmaking faculty and led him to conceive mythical figures
bigger than himselfﬂ.zo The conclusion that can be drawn
from what I have said is that Clara's character is based to
a large extent on the attributes of ithe mythical Great Mother
and that Lawrence's conception of her character is remini-
scent of the mythic view of ancient man.

Miriam represents the Virgin Mary or the virgin mother
of mythology. As Charles Rossman points out, her name is a
variation of "Mary" and she keeps a picture of the Virgin
Mary herself.21 In gome scenes Miriam is identified with s
nune These lines, we are told, were like herself., "'It is
a beauteous evening, calm and free,/The holy time is quiet as
a nun'" (p.257). Later, Paul discloses to her that "I have
given you what I would give a holy nun -~ ag a mystic monk to
a mystic nun'" (p.307). Although she is Paul's friend her

relation with him is like that of & nun rather than a lover.

2ODaniel A. Weiss, "The Mother in the Mind," D.H. Lawrence:
ArtistcﬂﬂRebel1(ed.) T.W. Tedlock (Albuqureque: The University
of New Mexico Press, 1963), p.129.

21Charles Rossman, "The Cospel According to D.H. Lawrence:
Religion in Sonsg and Lovers," The D.H. Lawrence Review ;
3 (8pring 1970), ps32.
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"But, Lord, if it is Thy will that I

should love him, make me love him - as

Christ would, who died for the souls

of men. Make me love him splendidly,

because he is thy son'(p.212).
Here Miriam identifies herself with Christ to express her
gpiritual and sacrificial love to Paul. MNiriam's religiosity
and her spiritual love suggest the figure of the Virgin Mary.
This is very much borne out by her evident and persistent
concern about her virginity. According to Paul: "there seemed
an eternal maidenhood about her™ (p.341).

However, Miriam's fear of defloration and sin recalls
not only the Bible but also the mythic outlook where there is
great restriction imposed on sex in the shape of taboo.
Miriam's abstention from sex may be inspired by a belief in
God's retribution against his sinning creatures and by her
desire to observe God's laws but it is also reminiscent of
the primitive man's fear of defloration and his view of the
sanctity of marriage.

As is usually the case in Lawrence's novels the Bible

constitutes an important part in the form and substance of

Sons and Lovers. Charles Rogssman asserts that Lawrence's

"Foreword" to Song and Lovers "suggests that Sons and Lovers

hags a profound religious significance, and that Lawrence had

. .o . . . _ 22
consclousg religious intentions in writing the novell. In

22Char1es Rosgaman, "The Gospel According to D.H. Lawrence:
Religion in Sons and Lovers", The D.H. Lawrence Review, p.33.




his opinion the conflict in the novel is between the Word
and the Flesh.23 Thus for him Paul lives his youth in a
24

world where "the Word has denied the Flesh"; the successful

marriage of Gertrude and Walter Morel during its early months

25

ig "a genuine communion of the Flesh': Por him also,
Miriam's spiritual love makes her remein "on the level of
the Word";26 and with Clara Paul discovers the Flesh'ignofed
- by his mother and Miris .2

Turthermore Charles Rossman asseris that "Paul's nick-
name 'postle’ ... reminds uve of his namesake St. Paul,
and of the spiritualized love he advocated and Paul llorel
struggles against)' 28 He also suggests, as I mentioned before,
that Miriam's name is a variation of “Mary”029 In addition he
suggeste that the forlty references or so to eating food
indicate a Holy Gommunion but instead of bringing people
‘together;eating food in this novel estranges people from one
another and does nolt contribute to fulfilment¢3o

23Ibid,,p.32.
24'1bii.,p.33a
#Ihid, , pe33.

26... .
Ibidy ,Pe34e

“Trvia,,p.34.

281bid,,,p. 36-
Db P36

Orvid,,pp. 36-37.
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Song and Lovers has also been treated, like almost 211

Lawrence's novéls, in terms of the classical myth of Perse~
phone and Pluto. In his book on D.H. Lawrence George H. Ford
agserts that there are parallels between the relation of

man to woman in Lawrence's novels and the myth of Pluto and
Persephone: "In the novels the woman is CGeritrude Coppard and
the man Walter Morel, or Anns Lensky and Will Brangwen,

Alvina Houghton and an Italian named Cicio, or Kate Leslie

31

and Cipriano On Bons and Lovers he writes:

It ig the tale of a dark man emerging
from a cavern in the earth who dig-
covered a fair princess gathering flowers
in a field and persuaded her to be
cerried off to the underworld where he
was a King and where she would reign as
his Queen. TFor many months the fair
woman was happy in the realms of dark-—
ness, but after a time she began to feel
she had been taken out of one state of
trance only to enter another. And she
yearned to return to the land of light
where there was white-~walled temples, and
books, aad learned priesls. Bewildered
by the dissatisfaction of his wife the
dark King fought hard to prevent her from
brooding, but he had to give in and allow
her and their children to return to the
land of light above the underground dark-
ness.

My opinion is that this is a perceptive comment, but it is

only one way of looking at a complex work as Sons and Lovers
o

really is,

31George H. Ford, Double lleasure, pp. 3C-31.

32?“35(1 ) F._ 30 "
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Animism or the mythic concept of a living universe is

used in Sons and Lovers as a touchstone of the characters!

vitality and their chance of success or not. In this novel
Lawrence 1s trying to establish as a standard the ability to
respond to the rhythms of nature and the characters are judged
by the reaction they make. When we are told that Miriam
enjoys this description of nature: "'It is a beauteous evening,
calm and free,/The holy time is quiet as a mmn'" (p.257), we
know that this is a telling comment on her character and on
her relation with Paul. Wiriam's spiritualism can reduce
" nature to a lifeless nun, something that upsets Paul, who
views nature as a vital, living entity. In another scene
Paul is distressed by Miriam's fondling of flowers, for to
him this shows a desire to possess them and even to pull
the heart out of them”" (p.268). What is wrong with Miriam's
approach to nature is that she does wot see them alive as
living things with an existence apart from herself. In
Lawrence's view if Miriam were able to see all things in
nature and recognize their "otherness'", she would have main-—
tained a balanced relationship with them, for her realization
of a living universe would have led her to accept them as
living objects and hence refrain from secking a spiritual
communion with them.

Miriam is also a failure in her relation with animals.
Unlike Paul she is not willing to let the hen peck from her

hand (p.158). When she finally attempts to do that "she
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gave a little cry — fear, and pain because of fear ~ rather
pathetic! (pel59.

A1l these examples indicate that Miriam is not capable
of maintaining a living relation between herself and her
circumabient universe. Her limited outlook is seen as faulty
and inadequate.

Through the use of Miriam's reaction to nature Lawrence
suggests the need of the modern man for an attempt to reconcile
himself with nature, since a real life involves all nature
or a view that sees all nature alive. The deeper and the more
religious view of the universe that Lawrence seems to be advo-
cating is very much akin to the animistic vision of the early

period of man's life on earth. Sons and Lovers contains

evidence of Lawrence's belief in the continuity of life and
creation. The novel expresses the need for man's instinctive
awareness of a living universe and suggests that a feeling of
at~oneness with everything can be achieved through the sexual
relationship. This is apparent in Paul's sexual experience
with Clara: "They had met, and included in their meeting the
thrust of the manifold grass—stems, the cry of the peewit,
the wheel of the stars" (p.430). And it can be more clearly
seen in the following description:

If so great a magnificent power could

overwhelm them, identify them altogether

with itself, so that they knew they were

only grains in the tremendous heave that

lifted every grass—blade its 1little

height, and every tree, and living thing,

then why fret about themselves? They
could let themselves be carried by life,



and they felt a sort of peace ecach in the
other (pp. 430-431).

The feeling of continuity of life and creation that we can
discern in these lines bears a great resemblance to the
mythic view under which man in the past lived in immediate
relationship with plants and animals and all nature. The
mythic view of the universe envigioned man's relation to
nature interms of continuity rather than separation, and it
is that kind of vision and rapport that Lawrence is trying
to regain in this novel.

Sons and Lovers containsg evidence of Lawrence's rejection

of 2 fod in heaven in fawvour of God on earth present in every
living object: "'God doesn't know things, He is things'"

(pe307). During the time he was writing Song and Lovers

Lawrence seems to have already given up his orthodox creed
as being "brought up a Protestant, and among Protestants, a
Nonconformis+t, and among Nonconformists, a Congregationalistﬂ~33
In this autobiographical novel Paul begins to question the
orthodox creed at the age of twenty-one (p.237). Paul's
rejection of the orthodox doctrine leads him not only to

take up Agnosticism but makes him revert to the beliefs of

the common people. His new religion is not a religion of

the spirit or the mind but a religion of .. 1life and the

33

D.H. Lawrence, "Hymns in & Man's Life", Phoenix I,
(ed.) Warren Roberts and Harry T. Moore (London: Heinemann
Lbde, 1968), p.600.

42



body (p.313). The new religion involves some sort of dni-
mism that Lawrence was to develop in the later novels. This
can be seen in Paul's relation to nature and in his disa—
ppointment at Miriam's inability to respond to it in the same
way. Indeed during his acquaintance with Jessie Chambers
Lawrence seems to have been living according to the animistic
vision he deals with in the novel: "With all thingg,flowers
and birds .... a living vibration passed between him and themV
There are indications in the novel that the biblical view of
the world, by emphasizing the spirit and the mind, has hampered
a living relation with the universe and even resulted in the
death of the universe ag the mythic view envisioned it.
Orthodox religion, we are made to conclude, has resulted in

the conception of a personal God separate from other objects;
but in Lawrence's view, which is based on the pagan view of

the universe, God is everywhere and in every object and +there
is no separation between God and nature.

Lawrence's reading in anthropology and religion contributed
to the development of his religious doctrine. David Waterlow
Norton has dealt with the development of Lawrence's religious
thought, especially in the early period of his literary career.
Among the influences that contributed to Lawrence's religious

experience are R.J. Campbell's The New Theology (1907) and

Ernest Renan's The Life of Jesus (1898). T believe that

34E.T. D.H. Lawrence: A Personal Record, p.223,

34
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these two boocks might have exercised the greatest influence

on Lawrence's thought in Sons and Lovers. As David Waterlow

Norton puts it Campbell's "Separation of Christianity and
dogma is evidently one of the literary positions Lawrence

found in Campbell. A second is his denial of the absolute

35

authority of the Bible! And as he writes about Renan's

contribution: "Renan was a man in reaction against the church,
n 36

and the nature of his reaction is similar to that of Lawrence's!

The whole action of Sons and Lovers can be seen in the

light of the mythic cycle of birth, 1ife, death and rebirth.
The novel is structured arcund the birth and childhcod of Paul,
his suffering which brings him very close to death and on his
finalrebirthe Indeed it is difficult to imagine how Lawrence
could have reversed the tragic end that Paul was heading fory
if he did not draw upon the mythic pattern of death and re-
birth to effect a different ending. In mythology as well as
in the novel the return te the womb or the mother fixation
signifies a return to mother earth, to the pristine state of
existence. Going down into the womb, desiruciive though it
is, symbolizes the possibility of rebirth and renswal. It

is only in myth that the hero does not die but dies and

35David Waterlow Norton, "Culture" and Individual Ex~
perience: The Development of D.H. Lawrence's Thought and Art
to 1916, Ph. D. thesis, University of Cambridge, 1974, p.85.
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rises again. As Joseph Campbell pointed out, "the idea of
death~and-rebirth .... 18 an extremely ancient one in the
history of cultureﬂn37 Anthropologists have pointed out that
primitive man saw death as a natural phase of life just as
the seeds are buried in the ground before they rise again.
Death~and~resurrection, therefore, basically belong to the
mythioc views It is on this mythic paradox of death—and—rebirth
that the story of Paul seems to be based. ¥Xven the reunion
of Clara and her husband after a period of separation and
after what looks t0 be an unpatchable rift in their relation
is perhaps built on the mythic pattern of death—and-rebirth
or the mythic concept that destruction precedes creation.
However, this theme will appear more obviously in ‘the novels

0 come.

37Joseph Campbell, The Masgks of God: Primitive Myth~
ology, p.66.




Chapter Four
The Use of Mythology in The Rainbow

The themes and structure of The Rainbow are nearly
dependent on a mythic framework. BSeveral mythologies are
drawn upon, the most important being primitive, Jewish, and
Christiane.

The early parts of the novel are presented through an
animistic vision. The life of the Brangwens is depicted as
being in tune with the changing rhythms of nature and the
correspondence and the harmony between man and nature is
strikingly presented. The Brangwens work instinctually y
dependent on and in close sensuous contact with earth. For
them the earth is like a living body that becomes smooth and
open to their furrow and hard and unresponsive when the crops
are shorn e.wa;y.1 On the mythic level the Brangwens see in
the sky and earth two parents from whose intercourse comes
creation and productivity (p.8). They see everything alive
(pe8)s. Theirlife is regulated by nature. In the movement
of the birds they see the arrival of the winter season and
when winter comes they stay at home, feeling the pulse of

the cattle and vegetation (p.8).

1D.H. Lawrence, The Rainbow (Penguin Book, 1968), p.8.
Subsequent references to this edition will be indicated by
page number in my text.
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Gradually the life of the Brangwens changes but the
change does not mean the end of their animistic life, though
it certainly involves a weakening of it. At school Tom's
development as far as feelings and instinct are concerned is
tremendous but his mental development continu€S to lag
behind (p.16). BEven after he meets Lydia Lensky his life
seems to be in tune with nature, for he feels tense and de-
jected in winter nights and happy and active in bright days
when the feeling of being at one with his surroundings makes
him alive and teeming with life and energy (p.73). On one
occasion we witness him talking to the moon as if it were a
woman (pe27).

The animism which I have discussed above is character—
istic of primitive mythology. The cosmic awarencss of the
Brangwens as depicted in the novel is similar tothe religious
view of nature as primitive man conceived it. Their feeling
of being at one with it, their view of the sky and earth as
a father and a mother, thelir mystic union with the moon and
their worship of the sun as the source of creation are all
reminiscent of the mythic view of primitive societies.

Obviously this animistic vision is endorsed by Lawrence
whose aim is to make modern man see nature alive as the man
in the past saw it, to draw forth from the sun the power and
the strength that ancient man drew from it, to be aware of
the mystery of the moon and its connection with the human

body, the mystery of fertility and sex. As he wroie later:



48

There is an eternal vital correspondence
between our blood and the sun: there is
an eternal vital correspondence bhetween
our nerves and the moon. If we get out
of harmony with the sun and moon, then
both turn into great dragons of destruc—
tion against us.

According to Lawrence the view that saw the cosmos as a
living body and man as part of it was once a universal rel-
igion before the idea of a'moral" God emerged. As he wrote
in Apocalypse: '"The old religions were cults of vitality,
potency, power e..e. Only the Hebrews were moralf~3 In
the novel Ursula and Winifred come to the conclusion that
"religions were local and religion universal" (pp. 341-342).

However, the life of the Brangwen family on the farm
can also be seen as a sort of Eden on earth, or as a Golden
Ages Their life on the Marsh Farm suggests the story of
Adam and Eve living a happy and perfect life in the garden
of Eden. And so the Eden image pervades the first parts of
The Rainbow. As Grady J. Walker has obgerved Alfred Brangwen
can be equated with Adame. "Like Adam', Walker says "he is

King and absolute authority in his secluded world?~4 The

Brangwens live in a kind of antediluvian world similar to

2
D.H. Lawrence, Apocalypse (Florence: G. Orioli, 1931),
P72

3D.H. Lawrence, Apocalypse, p.97

Y4rady 3. Walker, The Influence of the Bible on D.H.
Lawrence as seen in his Novels; p.49.
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the early epoch of man's life as revealed in the Book of
Genesis. Their innocence and their harmony with their
surroundings meke Alfred and his wife look like Adam and
Eve., But as in the biblical myth a conflict starts between
the two extremes of instinctual and spontaneous response on
the other, with men representing tﬂe first extreme and women
the second one. Unlike the men, the women on the Marsh
Farm want a new kind of knowledge and awareness that can
take them far beyond the blood intimacy of the men. Their
role as knowledge~seekers is not much different from the
story of Eve trying to taste the apple that grew on the Tree
of Knowledge. Indeed their attempts to go beyond their
present condition and to gain some new knowledge and their
desire to educate the children in the new knowledge and to
live a different way of life give the women the role of the
temptress similar to that of Eve when she tempted her husband
with the fruit of knowledge.

As a result of the women's desire for a higher and more
conscious knowledge the story of the Brangwen family for the
next two or three generations can be seen as a fall similar
to the biblical Fall. The first fall in the novel is best
reflected in the fall of Tom Brangwen when he loses his
innocence with a prostitute at a public house. As Grady
J. Walker has pointed out

Tom in his youth is the Adam figure the
man of the earth and of feeling, who deoes

not get on well when he is pushed into
attenpts at education and who tries to
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shrink back into a shell of innocence
after the experience with the prosti~
tute.”

If the parallels that I have pointed out between the
novel and the Bible are accepted then it is possible to
assert that the plot of The Rainbow is hased on the Bible.
Indeed George H. Ford has asserted that "The Rainbow is a
great confused Bible?6 Moreover, Grady J. Walker argues
An his thesis on Lawrence that the three generations in the
novel (i.e. Tom and Lydia, Will and Anna, and Ursula and
Skrebensky) correspond to the three generations in the Bible,
roughly: the antediluvian age before Noah's Flood, the Old
Covenant period from the Flood to the birth of Christ, and
the New Testament period from Christ's birth to the end of
timelt. |

Many of the novel's themes, symbols and struciural
elements are derived from the Bible. As in the Biblical
Myth the gaining of knowledge entails some degree of suffering,
for suffering is the price of knowledge. As a result of ac~
quiring a higher knowledge the perfect life that preceded
conscious knowledge is lost and the characters have to worry
about their iivelihood and to prepare for their future life.

The life of perfect accord with nature hag to come to an end

and hardship and toil must follow.

5Grady Je Walker, The Influence of the Bible on D.H. Lawrence
as Seen in His Novels, p.4l.

6George H. Ford, Double Measure, p.l34.
T

Grady J. Walker, p.36.
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The sort of 1ife that follows the end of the first
generation is a fall from a higher to a lower state of
being. It is perhaps with reference to this notion that
Lawrence thought of the novel ag '"a destructive work and
gave it the title of "The Rainbow'" +to indicate thé better
life that will follow later: "I knew I was writing a dest—
ructive work, otherwise I couldn't have called it The Rain-
bow - in reference to the Floodff8 Lawrence's words indicate
that after a period of destruction following the loss of
man's paradisal innocence and perfect happiness a period
of regtoration of that paradisal past will follow.

In fact it is the rainbow symbol which makes us view
the novel in the above mentioned way. In the period of
destruction that follows the rainbow is a symbol of hope and
the better 1ife to come. The significance of the rainbow
symbol in this novel is that of the biblical bow in the
cloud which was the gign of the Covenant between Noah and
God.9 Similarly the rainbow in Lawrence's novel is a sign
of the coming of a new era aflter the destruction of the
older period by the floods The rainbow is also connected
with the pillar of c¢loud which, according to the Biblical

myth, God sent to guide the Jews on their journey in Sinaljo

8Letter to Waldo Fronk, 27 July 1917, The Letters of
D.H. Lawrence, Vol. I, p.519.

The 01d Testament, Genesis 9, 13-14.

10 pid., Exodus 13, 21-22,



As in Noah's story, the flood is a symbol of destruce
tion in fhe Bréngwen Saga. The flood in the novel bears a
greal resemblance to Noah's Flood, as several critics have
observed.11 Tom Brangwen, as head of tliec Brangwen family,
represents the patriarchal Noah. Like Nozh who became drunk
and was seen naked by his sons12 Tom Brangwen gets drunk
(p.95) and is exposéd to the family. As in the biblical
story, the flood on the Marsh Farm marks the end of the old
generagtion -of the Brangwens, the end of their era, that is,
and the start of a new generation of the Brangwens, a new
world and a new way of life. But unlike Moah, Tom does not
survive the flood to witness the new creation. Instead it
ig Ursula who has to undergo many troubles and hardships
before she finally glimpses the rainbow, the egquivalent of
Noah's Covenant with God.

The rainbow appearing after the floocd or the destruction
of the old world is the token.of the coming reconciliation
between the old world and the new one. Xach generation of
the Brangwens is made to search for the rainbow and to follow
it wherever they can see it. In the novel as in the Bible,

the rainbow funciions as a guide for its followers on their

11See Julian loynahan, The Deed of Life, p.69; Harry
T. Moore, The Life and Vorks of D.7. Lauwrence; Frank Kermode,
"Lawrence and the Apocalyptic Types', Critical Zuarierly X
(8pring-Summer 1968), p.2l.

12‘}?he 0ld Testament, Genesis 9, 20-23.
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journey to the unknown. The fact thal the rainbow assumes
such a significance in the novel gives it its importance as

a structural principle in the novel. The action unfolds as
if it were tracing the journey of the Brangwens towards their
unknown destination. Anna's life is to some extent guided
by her expectations that something will come from the unknown.
When she looks in the distance and sees the rainbow in the
faint, gleaming horizon she feels almost fulfilled (p.195).
For her, as in the Bible, the rainbow remains a symbol of
salvation: "Dawn and Sunset were the feet of the rainbow
that spanned the day and she saw the hope, the promise. Why
should she travel any further?" (pp. 195-196).

Like her mother's, Ursula's life is also a kind of
discovery or a connected series of adventure. The wandering
Ursula has to follow the rainbow before she can find any
salvation. The rainbow embodies her transfigured self, her
perfected marriage and even a new life for her and her society.
It becomes a kind of '"Morning Star", a '"Holy Ghost" or a "Crown"
-~ symbols that Lawrence was to use later 4o represent the union
of two worlds usually the embodiments of the two principles
of "Law" and "Love" or the 0ld Testament and the New Testament
and bthe two epochs of life they stand for.

Ursula runs through many difficulties before she is
finally sure of her salvation and the arrival of a new way
of life. Like mythic heroes she stumbles on many false ideals
and embarks on some adventures before she finally reaches her

cherished destination. She makes a disappointing relation-—



ship with her perverted school mistress and a futile love
relationship with Anton Skrebensky.

Since the Brangwens are following the rainbow, the
action of the novel develops inthe shape of a quest, an
adventure or a Jjourney into the future. Indeed the use of
the rainbow gives the novel the features of the archetypal
journey of the mythic hero. The missdventures of Ursula
and her final success to see the rainbow make Ursula's life
a kind of quest for salvation — a theme that underlies the
archetypal journey of the mythic hero, be it Odysseus, Aeneas,
Moses, etc., George H. Ford correctly writes:

It can be said that The Rainbow is the

story of the ancestry, birth, develop—~

ment, suffering, trials and triumphs

of a prophet, or, more accurately, a

prophetess, Ursula Brangwen, whose

mission it will be to show the way outb

of a wilderness into a promiged land.3
Ursula, therefore, is on an epic quest and her temporary
failures endorse that notion. Like mythic heroes she has to
pass many trials before she can finally achieve success.
Thus The Rainbow has a touch of the epic form. Indeed it is
the epic not only of the Brangwen family but of man's life
as a whole, as the Bible is the epic of mankind. Grady J.
Walker is perhaps right in his assertion that "Lawrence either

consciously or uncongciously intended that his epic of man,

hig 'parable of the human race', should be structured like

13George T. Ford, Double Measure, p.130.
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the Bible with its three great e'pochs”°14 At the end of the
novel the rainbow is extended to symbolize not only the re—
generation of the Brangwen family but the regeneration of
the world as a whole:

And the rainbow stood on the earth. She
knew that the sordid people who crept
hard—scaled and separate on the surface
of the world's corruption were living
still, that the rainbow was arched in
their blood and would quiver to life in
their spirit, that they would cast off
their horny covering of disintegration,
that new, c¢lean, naked bodies would issue
to a new generation, to a new growth,
rising to the light and the wind and the
clean rain of heaven (pp. 495-496).

However, the rainbow symbol is not restricted to Jewish

mythology. In Greek mythology the rainbow is the symbol
of the connection between heaven and earth. Hermes (in Latin
Iris) as a god of the rainbow and the messenger of the gods
descends from heaven to earth through the stairway of +the
rainbow. In The Aeneid the cloud or the rainbow is the sign
for the hero to continue the quest:

Immediately the Father Almighty thundered

thrise from a clear sky above them, and

displayed from the high air a cloud

burning with rays of golden light, set

quivering by his own hand, the rumour now

rapidly spread along the Trojan lines

that the day had come for them to found
the promised city walls. 15

14Grady Je Walker, The Influence of the Bible on D.H. Lawrence
as seen in his Novels, pe.47.

15Virgil, The Aeneid, (trans) W.F. Jackson (Penguin books,

1956), p+179.
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In Morse mythology the rainbow is represented by a bridge 16
- a metaphor that implies some sort of connection - or hope.
And to p;imitive thought "a rainbow was clearly a bridgel 1
And so Lawrence's use of the rainbow belongs not only to the
biblical tradition but rather to weorld myfhology,_for the
rainbow, as the above examples demonstrate, is an archetypal
gymbol common ﬁo the various mythologies of the world. Lit-—
erature seems to borrow much of its symbols from myths and
the rainbdﬁ is one of those mythological symbols or universal
archetypes that works of art borrow from mythology or have
the same things in common.

Nor are the references to the flood merely biblical.
Rather they can be associated with the world-wide flood

archetype. The world's mythologies contain references to a

universal flood of one sort or another. In Ovid we read that

the corruption that took place during the Iron Age made Jupiter

submerge the earth with water. IPew people survived but
the earth was eventually restored.18 In Imdian mythology

. s . 1 .
there is a deluge every four million years. 9 According to

16

Richard Christiensen, "lUiyth, Metaphor, and Sinile}
Hyth: A Symcosium, (ed.) Thomzs A. Sebkeok ¥ TNt e J oe tiom o
Pygyqa T o

1(Frederiok Clarke Prescott, Poetry and Ivth (Few York:
The Haciiillan Company, 1927), p.28.
18 ‘ . I
Cvid, Metammorvhoses, (trans) Ilary M. Innes (Penguin

Books, 1955}, ppe 4C-4l.

1 , . o .
9Joseph Cenrbell, Myths to Live 3v (London: Souvenir
Press,‘1973), DeTse
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Aztec mythology one epoch of the world's cycles was destroyed
by a flood.

Destruction by water is mythically significant. In many
myths water is the origin of creation as well as destruction.
Most myths of creation state that the world was created out of
the primeeval watery chaos. In myth also water is a symbol of
regeneration and renewal. In Babylonian mythology, gods
emerged from the chaos of primaeval waters. According to
Egyptian mythology the creation of the world started with

. . 2
the emergence of the sun-god from primordial waters. © Thus,

in mythology, water -~ despite i1ts tremendous destructive power -

is a life-giving force. And as an archetypal symbol, water
represents purity and a new life. Perhaps that iz why water
is usually used in rituals as a symbol of purification from
all defilements. All this shows that Lawrence's use of the
flood as a means to bring the old world to an end can be
linked with mythology and that there is a great connection
between literature and mythology. Moreover the fact that the
old world is destroyed by water raises great expectations
about the coming of a new life. As Lawrence once observed:
"Plood and fire and convulsions and ice-arrest intervene

21

between the great glamorous civilizations of mankind}'.

Structurally, the use of water as a means of destruction

2

Op.m. Blackman, ''Myth and Ritual in Ancient Egypty
Myth and Ritual, (ed.) S.H. Hooke (London: Oxford University
Press, 1933), pp. 15-16,

21D.H. Lawrence, Fantasia of the Unconscious and Psycho-
analysig and the Unconscious, p.O.
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automatically makes the events that follow the destruction

a natural result of the earlier events. Thus myth assumes a
great structural importance in the novel, and The Rainbow
can be justly called a mythological novel.

To come back to the Bible. By and large the Bible
penetrates almost every part of The Rainbow. Reference is made
to the Bible in various ways. Besides the fall, the flood,
the rainbow, the three generations, the epic quest for a
promised land as the major borrowings from the Bible there
are the church symbol and some ritualistic scenes. The
church's arches seem to symboli®e the unity of creation or
the link between the innermost and the universe. Will Brangwen
is absorbed in the symbolism of the church. To him it is a
symbol of creation, the beginning and the end, the womb or
the origin of life:

His soul leapt, soared up into the great

church. His body stood still, absorbed

by the height. His soul leapt up into

the gloom, into possession it reeled, it

swooned with a great escape, it quivered

in the womb, in the hush and gloom of

fecundity, like seed of procreation in

ecstasy (p.201).
To Will Brangwen the church symbolizes eternal time. It is
the absolute symbol of creation, life and death combined.
"Here in the church, 'before! and 'after' were folded together,
all was contained in oneness. Brangwen came to his consummation'
(p.202) - The stonmes rising up wntil they culminated in the
apex of the church represent to Will Brangwen an absolute

fulfilment and consummation, the end of creation (p.202).

Indeed the phallic symbolism of the church is implied in
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Will's view of the church.

Again he gathered himself together, in

transit, every jet of him stained and

leaped clear into the darkness above,

to the fecundity of the unique mystery,

to the church, the clasp, the consumma—

tion, the climax of eternity, the apex

of the arch (p.202).
Julian Moynahan has suggested that the "pointed stone arch
of the Gothic cathedral symbolizes a mystic mergence with
Godhead'.'.22 This state of fulfilment and union recalls the
primordial oneness between man and God before man attained
his mental consciousness in the garden of Eden. Will's
mystic union with the Godhead is a sort of return to that
primordial oneness. But again it is the woman who drives
him away from thelt paradisal state. His wife Anna does
not accept mystic union, and instead insists on conscious
knowledge:

His souvl would have liked it to be so:

here, here is all, complete, elternal:

motion, meeting, ecstasy, and no illu-

sion of time, of night and day passing

by, but only perfectly proporticned

space and movement clinching and

renewing eees:

Her soul too was carried to the
altar, to the threshold of eternity eee.
But ever she hung back in the transit,

mistrusting the culmination of the altar
(p.203).

Indeed Anna is presented as the serpent in Will's Eden.
"Brangwen looked unwillingly. This was the voice of the
gserpent in his Hden" (p.204). Anna, however, seems to have
succeeded in detracting Will from his mysterious union with
the Godhead and from hig paradisal fulfilment: '"He was

disillusioned. That which had been his absolute, containing
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all heaven and earth, has become to him as to her, a
shapely heap of dead matter (p.205).

It is the destruction of this state of at—oneness with
the deity, the shattering and fall of man's beliefs and
myths under the blow of mental and scientific knowledge
that Lawrence is presenting in the sitory of Anna and Will
Brangwen in the church. The worry that is expressed in the
novel is intended to reflect the condition of modern man
without his myths and beliefs.

His mouth was full of ash, his soul
was furious. He hated her for having
destroyed another of his vital illu-
siongs. Soon he would be stark, stark

without one place wherein to stand,
without one belief in which to rest

(p+205).

These lines indicate Lawrence's worry about modern man losing
hig beliefs and myths and as a result finding himself without
roots, without anything to connect him to his origin or to
give him a feeling of fulfilment and satisfaction.

Lawrence seems to have admiration for the mythic view
or the primitive man's conception of the universe, and, to
a less extent, to the period of the early Catholic church,
for it kept God as a mystery and thus preserved a mystic
relationship between man and God. This is obvious in the
religious beliefs of Lydia, who ig a Catholic: "It was as
if she worshipped God as a mystery, never seeking in the
least to define what be was" (p.103). She and her husband
seem to embody the kind of life that Lawrence associgted

with the early Catholic Church: "There, on the farm with
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her, he lived through a mystery of life and death and creation,
strange, profound ecstasies and incommunicable satisfactions"
(p.280). The traditional cycle of Christian festivals has
alsgo a word of praise. Will Brangwen thinks of Chrigtmas as

a day different from every other day in the passion and joy
that accompany it (p.280). But the real essence of Christian—
ity seems to him to reside in its cycle of festivals which

can make a change in people's life as they move along with
them {p.380). Later Lawrence denounced Christianity that
preaches crucifixion and neglects the festival cycles:

To preach Christ crucified is to preach
half the truth. It is the business of
the church to preach Christ born among
men — which is Christmas; Christ cruci-
fied, which is Good Friday; and Christ
Risen, which is Easter. And after Easter,
t1ill November and All Saints, and till
Annunciation, the year belongs to the
Risen Lord: that is, all the full-flower-
ing spring, all summer, and the autumn of
wheat and fruit, all belong to Christ
Risen.23

And that is what Lawrence is trying to do in this novel: to
purify Christisnity of its dogmas and to restore to it the
importance of the Christian festivals. The joy of the
Brangwen family is greater when they feel themselves connected
with the cycle of the Christian year:

So the children lived the year of Chrigt-

ianity, the epic of the soul of mankind.

Year by year, the inneér, unknown dramag

went on in them, their hearts were born
and came to fulness, suffered on the
cross, gave up the ghost, and rose again

2
3D.H. Lawrence, Assorted Articles (Martin Seeker, 1930),
P.105.
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Yo unnumbered days, vwntired, having at

lagt this rhythm of eternity in a ragged

inconsequential life (p.380).

lythology plays an important role in the characters!
life. Characterization in the novel is .connected with myth-
ology in the sense that mythology is used to distinguish
character. The older generation of the Brangwens is different
from the second which in turn is different from the third
generation because of the thought~system or mythology
each generation follows. The difference between some
characters belonging to the same generation is pointed out
by the contrast in their religious or mythic beliefs. The
rationalism of Anna is in sharp contrast with the mysticism
of Will. Will is interested in mystic beliefs as much as
Anna is concerned with the didactic preaching of the church
(p.158). Myth figures more prominently in the life of Will
than in the life of Anna. His attitude to life, to hig wife
and children and to sex is connected with his mythic beliefs.
Will, under the influence of his mythic beliefs, can find in
his relation with Anna some kind of conswmmation and fulfil-
ment, similar to his ecstatic experience with the church
symbolism (p.237).
In Ursula's life the Bible forms an essential part.

Grady Joe VWalker has suggested that if Ursula is not
definitely a Christ figure "one thing is certain: she is

a New Testament figure in her pre-occuvation with Mew Testa—
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24

ment symbols and in her attempts at reconciliationl
Her development from childhood to womanhood is inseperable
from her attitude towards her religious or mythic beliefs.
Like Lawrence, Ursula has been brought up on the Bible.
Like her father she has some kind of mystical passion for
the unseen God (p.75). The myth of the Sons of God taking
to wife the daughiers of men holds some truth for her that
surpasses the facts of daily life: "So utterly did she
desire the Sons of God should come to the daughters of men;
and she believed more in her desire and its fulfilment than
in the obvious facts of life" (p.277). Ursula's attitude
reflects both Lawrence's as well as her mythic vision.
They both see in mythic perception a claim to reality as
much as the scientific has. Like Lawrence, Ursula accepts
the absolutes of myth as truths that have deep and profound
meanings that can never be rationally explained: "What
sort of needless eye, what sort of a rich man, what sort
of heaven? Who knows? It means the Absolute World, and
can never be more than half interpreted in terms of the
relative world (p.276). Ursula's view of myth is similar
to if neot identical with Lawrence's view:

Myth is never an argument, it never has

a didactic or moral purpose, you can

draw no conclusion from it. Myth is an

attempt to narrate a whole human experi-
ence, of which the purpose is too deep,

24Grady Joe Walker, The Influence of the Bible on
D.H. Lawrence as Seen in His Novels, p.59.
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going %too deep in the blood and soul,
for mental explanation or description.

25
Like Lawrence, Ursula prefers to interpret myths symbolically
and not literally. Finding the literal interpretation of
the Christian myths absurd, Ursula reverts "to the non-—
literal application of the scriptures" (p.278).

Ursula, reflecting the view of Lawrence himself, sees
a correspondence beiween man and his religious festivals.
Christmas seems to suggest to her, as it does to Lawrence,
the return of life to nature, a new creation and a new
life (p.279). In this way Lawrence seems ‘to equate Christ—
mas withthe ancient pagan fertility rituals devised to
celebrate the return of life to nature. In this novel
Lawrence is expressing the need for the revival of ancient
rituals. He wants man to participate in the rituals of
day and night, summer and winter, and so become at one with
nature. He is demanding that Christmas as well as all
Christian festivals should bring about a change in man's
life: "Alas, that Christmas was only a domestic feast, a
feast of sweetmeats and toys! Why did not the grown—ups
also change their everyday hearts, and give way to ecstasy?"
(p.280). Later Lawrence wrote that the way to restore the
ancient mythic view and man's connection with nature is

through the practice of certain rituals:

We must get back into relation, wvivid
and nourishing relation to the cosmos

25D.H. Lawrence, Phoenix, p.296.



65

and the universe. The way is through
daily ritual, and the re-awakening.

For Lawrence, the Christian cycle should involve every human,
for it embodies the cycle of creation: "3+till it Z%he
ecstasm7 was there, even if it were faint and inadequate.
The cycle of creation still wheeled in the Church year"
(p.280).

To Ursule, as well as to Lawrence, Resurrection is
more important than the Cross and the death of Christ. At
one point Lawrence becomes too much involved with the
gpiritual epic he is creating and directly expresses his
grievances at the modern attitude to Resurrection:

Alas that a risen Christ has no place

with us! Alas, that the memory of the

passion of Sorrow and Death and the

Grave holds triumph over the pale fact

of Resurrection! (p.251).
Both Ursula and Lawrence attach great importance to the
resurrection of Christ in the flesh. Consequently a
connection is made beitween the myth of resurrection and
the acceptance of the blood and the body as well as sexual
fulfilment as the way 1o salvation. From now on, Ursula's
main struggle is to realize God in the flesh, to make God
part of her sensuous, physical experience.

As a reflection of Lawrence's thinking Ursula believes
that myth or religion is something universal and eternal,

though gods can be local:

CGradually it dawned upon Ursula that
all religion she knew was but a parti-—

26D.I—I. Lawrence, Phoenix IT, p.510-
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cular clothing to a human aspiration.

The aspiration was the real thing, - the

clothing was a matter of taste or need.

The Greeks had a naked Apolle, the Christ-

iansg a white-robed Christ, the Buddhists

a royal prince, the Egyptians their

Osiris. Religions were local and rel-

igion was universal (pp. 341-342).
Through Ursula, Lawrence is expressing his idea that each
country should choose its own god or gods to look after its
own needs, and that the religious or mythic faculty is
common to every race and to every man. As he wrote later:
"The true religious faculty is the most powerful and the
highest faculty in man, once he exercises i1t: And by the
religious faculty we mean the inward worship of the creat—

27

ive life-mysteryd It is obvious from what Ursula is
saying that Lawrence is supporting the idea of a polythe-
istic rather than a monotheistic religion, though he believes
there is only one God or what he calls the "creative life-
mystery"s. Ursula also realizes that God is not only love
but fear as well: "In religion there were two great

motives of fear and love" (p.341). This seems to point to
Lawrence's concept of ﬁhe dualism of God, but as yet he

doesg not develop thisg conception any further.

Ursula's life has been a search for God, for salvation
and redemption. She finds God in nature, in man and in the
invisible. ©She is aware of the annual cycle of nature and
its ritualistic movement. The moon and the stars are alive
for her. She is searching for a man who will realize her

27

D.H. Lawrence, Phoenix, p.608.



idea of a God inseparable from the flegh and the blood.

As yet she cannot find real fulfilment. ©She believes in an
invisible, undefinable God and is seeking a connection with
that creative force., Still she has not yet reached the end
and so she has to travel a long way before ghe can reach
her goal. Her spiritual journey, together with the story
of the spiritual development of the Brangwen family as a
whole, makes the novel look like a spiritual epice.

Lawrence saw his art as inseparable from his religious
experience: "Primarily I am a passionately religious man,
and my novels must be written from the depth of my reli-
gious experienceﬂ.28 He also believed that man is destined
to search for God: "As a thinking being, man is destined
to seek Godi! 29 loreover, for Lawrence, the novel enables
man to seek God and realize one's religious vision:

God is the flame — life in all the

universe; multifarious flames, all

colours and beanties and pains and

sombreness, whichever the flame flames

in your manhood, don't make water on

it, says the novel .30
Myth, therefore, constitutes an important part in Lawrence's
thought and art. The Rainbow is perhaps the work where

Lawrence's best use of mythology occurs. In The Rainbow

Lawrence's aims and purposes are almost submerged. Elisco

28 .

o g .+« .. Letter to Edward Garnett,
22 Aprll 1914, The ‘Collected Letters of D.H. Lawrence,
Vol. I, pe273.

29D.H. Lawrence, Phoenix II, p.628.
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Vivas is right when he asserts that in this novel Lawrence's

religious experience is transmuied into art.31 Indeed,
Lawrence's ideas in this novel,; far from being preached,
are very successfully and artistically dramgtized and
presented. Lawrence's mythopoeic doctrine is integrated
with plot and character in a way that does not distort the
action and in a manner that Lawrence, whether before or
after this novel, never managed to match or to surpass.
Indeed, The Rainbow represents the peak of Lawrence's

use of mythology.

The novel also makes use of ritual in the making of
some of its most memorable and effective scenes. There is
firet the ritual corn harvest scene during which Will is
depicted courting Anna (pp- 122-132). Will and Anna
collecting the corn are more or less participating in a
ritualistic action. It has been suggested that:

the corn sheaves, lying in the 'hoary
gilver' of the moonlight reinforce the
notion of the mythical union of sun and
moon, and, by extension, of heaven and
earth. The corn is symbolic of the
fertility of the earth, while its golden
color is congidered an attribute of the
SUIIOB

If that interpretation is accepted it is possible to add

that the union of the moon and the sun reflects the pros—

31Elisco Vivas, D.H. Lawrence: The Failure and the
Triumph of Art (Evanston: Northwestern University Press,

1960), p.98.

32Rose Gallo, Mythic Concepts in D.H. Lawrence.
Ph. D. thesis, Rutgers University, The State University of
New Jersey, 1974, p.l08.
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pected agreement between Will and Anne who symbolically
speaking, represent the sun and the moon on the mythological
level. This hypothesis is borne out by the fact that Anna's
and Will's decision to marry comes at the close of the scene.
In other words, the ritual has; in a way, contributed to
the union of Will and Anna. Moreover, the ritusl gives
the scene some archetypal or universal significance. As
Rose Gallo writes: "As participants in the sheaf-gathering,
Anna and Will become the human counterparts of the universal
antithetical forces that generate all activityﬂ.33

The ritualistic nature of the sheaf-gathering scene
has been emphasized by A.M. Brandbur who argues that "Will
ig an artist and he participates in the ritual dance of
the corn~harvest with Anna, not as a farmer, but with the

34

self—consciousness of the artist! Thus the scene is
intended to be ritualistic and not just the narration of
an ordinary sheaf-gathering.

Another important ritualistic scene is the one that
pictures WrsultSmystical union with the moon (pp. 319-323).
This ritualistic action occurs twice in the novel. In the
first scene Ursula is depicted having her communion and

even conswmmation with the moon: "She stood filled with

the moon, offering herself +... She wanted the moon to

33Rose Gallo, p.108.
34

AM, Brandbur, "The Ritual Corn Harves Scene in
The Rainbow", The D.H. Lawrence Review,6 (fall 1973), p.286.
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fill in to her, she wanted more, more communion with the
moon, consummation" (p.321). Through this union, Ursula
hecomes identified with the moon and is, mythically speaking,
transmuted into a moon goddess. Thus she becomes more power—
ful, dominant and terrifying than before. Anton Skrebensky
can no longer assume dominance over her and she becomes the
power controlling the situation:

Her hands and wrists felt immesurably

hard and strong, like blades. He waited

there beside her like a shadow which she

wanted to dissipate, destroy as the

moonlight destroys a darkness, annihilate,

have done with (p.320).
The s€énereveals Ursula's dissatisfaction with Skrebensky,
probably because she considers him as inferior to her or because
she does not like some qualities in him. As Rose Gallo observes:

The moon and the girl Zg.e. Ursula/ represent

those purgative forces that must expel

those agpects of Anton that are detri- 5

mental to Ursula's female individuality.

On ahother occasion Ursula and Skrebensky go to the sea-
side while the moon is shining bright in the night (pp. 477-48) «
The scene portrays Ursula's union not only with the moon but
also with the water of the sea: '"She gave her breast to the
moon, her belly to the flashing, heaving water" (p.479). The
union of Ursula with the moon and the sea suggests the mythic
moon goddess as well as the Greek goddess Aphrodite who rose
from the sea and was a moon goddess. Indeed Ursula's love
affair with Skrebensky during this scene is reminiscent of the

35Rose Gallo, p.126.
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sexuality of Aphrodite and her dominance over her lovers. The
scene as a whole reveals the release of Ursula's dark, sensucus
POWETS

Another ritualistic scene is the naked dance of Anna
in pregnancy (pp. 183=184). Anna dances while the rain is
falling down. This might suggest some kind of fertility
ritual, especially because she is big with child. TFurthermore,
her naked dance, the novel makes it clear, is similar to that
of David dancing naked before his Creator: "She liked the
story of David, who danced before the Lord, and uncovered
himgelf exultingly (p.183). The aim of Anna's dance seems to
be similar not only to that of David but also to the Dionysil.
dance and even te the ritualistic dance devised by man in the
past to géin gome power or to help him achieve some of his
purposes. Similarly, in the novel, Anna dances with the aim
of gaining power so that her husband does not dominate her:
"She walked in her pride. And her battle was her own Lord's,
her husband was delivered over" (p.183). As David, Anna is

KX

trying to assert her . individuality: "David dancing

naked before the Ark asserting the oneness, his oneness ...

the egoistic God, I amV 36 Moreover, the dance seemg to be

intended; as in the case of Ursula, to release Anna's sensuous,

Rphrodéic powers and ecstasy. As Scott Sanders has observed:
In The Rainbow Lawrence has celebrated

the release of 'the dark sensual or
Dionysic or Aphrodisic ecstasy, within

36

D.H. Lawrence, Phoenix, p.380.



the individual - one thinks of Anna's
dance in pregnancy or Ursula's violenti
trances in the moonlight.37
One of the most important books that affected Lawrence's

thinking and art during the period he was writing The Rainbow

is JaneYs Harrison's Ancient Art and Ritual. Her emphasis on

the death and revival of nature,38 the collective life of

primitive communities,39 the connection between primitive

40

man's life and the cycle of the seasons, the sense of con—

tinuity that asncient man felt between himself and his surrounding,41
2
the ancient ritualistic dance,4 the pagan spring festivals

43

deviged to promote the fertility of nature ™ might have had
some effect on the writing of the novel. Almost all these

elements or something similar to them are used in the novel.
However, all these things are adapted or incorporated with a
remarkable success to Lawrence's purposes and are transmuted

into art, for what we find in the novel is not anthropology

but an artistic dramatization of it.

37Scott Sanders, D.H. Lawrence: The World of the
Major Novels (London: Vision Press Lid., 1973), p.106.

38Jane Ellen Harrison, Ancient Art and Ritual (London:
Williams and Morgate, 1913), p.26.

PThid, p.37.

1114, p.s1.

M1pia, p.54.

421114, pe30.

43Ibid, p.6l.



But more important than these elements in Jane Harri-
son's book is the world-wide phenomenon of the dying and
resurrected god which she deals with in her book. "Osiris®,
she writes "stands for the prototype of the great class of
resurrection gods who die that they may live againy 44 She
also points out how the death and resurrection of those gods

45

was connected with the death and revival of nature. -~ Perhaps
it is after he had read Jane Harrison's book that Lawrence
became more interested in the life-and-death pattern character—
igtic of mythic culture. The possibility of the influence

of her book on Lewrence may become more easily accepted when

we compare The Rainbow with The White Peacock, and Song and

Lovers. When such a comparison is made the reader can notice
almost a new trend in Lawrence's animism and in his conception
of life—and-death pattern. In The Rainbow nature is not only
alive but the characters can draw power from it and their 1life
is closely connected withthe annual cycle. Moreover, one can
feel in The Rainbow that Lawrence is more conscious of the
pattern of death-and=life and is confident abovt its validity
that it constitutes for him a sort of falth., Lawrence singles

out Ancient Art and Ritual as one of the books from which he

learnt a great deal: "I got a fearful lot out of a scrubby

book Art and Ritual «e.- It is stupidly put, but it lets
546

one in for an idea that helps one immensely’

44

Jane Ellen Harrison, Ancient Art and Ritual, (London:
Williams and Morgate, 1913), p.l5

451bid,7p.23.
46

Letter to Henry Savage, 22 December 1913, The Collected

Letterg of D,H. Lawrence, Vol. I, p.259.

13
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Other books which might have had some influence on the
writing of The Rainbow are Gilbert Murray's translations of
Greek drama and some of his works on Greek tragedy, Nietzsche's

"The Birth of Tragedy, and Henry Jenner's Christian Symbolism.

Lawrence was fascinated by Greek drama and seems to

have read Gilbert Murray's Pive Stages of Greek Religion and

perhaps The Rise of the (Greek Epic. In a letter to Henry

Savage, Lawrence writes: '"When you lend me some books ahout
Greek religion and rise of Greek Drama or Egyptian influences -

or things like that - I love Jchem."zl'7

Perhaps Murray's books
and translations contributed to Lawrence's interest in ritual
and mythe

Nietzsche's influence on Lawrence is well known.

Lawrence read Nietzsche in his youth but Nielzsche's influence

on him continued throughout Lawrence's literary career.

In The Rainbow some of the ideas expressed as well as Christ-
ianity are almost certainly influenced by Nietzsche. To Niet-
zsche, Lawrence may have owed his conception of the Dionysic
myth and ritual. Nietzsche mentions how man could get back
into oneness with nature and even reach the maternal womb of
being, through the use of the Dionysic ecstasy. In the novel
the ecstasy of Will Brangwen in the church (p.201), the naked
dance of Anna (p.183), the ecstasy that Lawrence associates
with Christmas (p.280) and Ursula's violent trances in the

moonlight (pp. 319, 479) are perhaps allusions to the Dionysic

47Letter to Henry Savage, 2 December 1913, The Collected
Letters of D.H. Lawrence, Vol. I, p.250.




ritual and the great ecstasy that is supposed to accompany it.
These words of Lawrence may perhaps support my hypothesis:

And I knew, as I received the book, that
it was a kind of working up to the dark

or Dionysic or Aphrodisic ecstasy, which
does actually burst the world, burst the
world—-consciousness in every individual
sese: There is a great consummation in
death, or sensual ecstasy, as in The Rain-
bow.48

The Dionysic ecstasy in the novel is similar to what Nietzsche
said before Lawrence about the Dionysian myth and its relation
to modern life. Moreover, Lawrence's regret for the loss of
mystery and mythology from modern life {p.205) almost parallels
Nietzsche's words: 'Man, today, stripped of myth, stands
famished among all his pasts and must dig frantically for roots,
be it among the most remote antiquities."49
In a letter to Gordon Campbell, Lawrence writes:

We have been reading a book on Christian

Bymbolism, which I liked very much,

because it puts me into order. It is a

little half-crown vol. in the 'Little

Books on Art' series by Methuen. This is

written by Mrs. Henry Jenner.
In her book Mrs. Jenner discusses several Christian symbols
including the circle as representing (—:»ternif,y,TI the dove,
the shepherd, the lamb, the fish, etc. Her book includes a

48Leﬁter to Waldo Frank, 27 July 1917, The Collected

Letters of D.H, Lawrence, Vol. I, p.519.

49‘F‘I'eolerick Nietzsche, The Birth of Tragedy and the
Geneology of Morals, (trans% Francis Cloffing (New York:
Doubleday & Co. Inc., 1956), p+137.

5OLetter to Gordon Campbell, 19 December 1914, The
Collected Letters of D.H. Lawrence, Vol. I, p.304,

51Henry Jenner, Christian Symbolism (London: Methuen & Co.
Ltd., 1910), pe35.




chapter on the architecture of churches and some church synbols.
The symbolism of both the doom and the spire, she says, is
"Yhe same, reaching uwp and striving after heavenly things."52
She also discusses Gothic architeoture.53 In addition, she
points out that "the Apostolic Constitutions speak of the long
form of the church as symbolizing a ship, the ark of salvation."54
Generally speaking much of the symbolism she talks about is
echoed in Lawrence's novel in one way or another.

Despite the possible influence of the several sources I
have mentioned, there is no doubt that part of Lawrence's
great achievement in The Rainbow is his ability to absorbd his

large source-material and to transform it into literary art,

after recasting it to suit the requirements of his work.

52Henry Jenner, p.ll7.

231bid, ,pellTe

1116, ,p.135.
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Chapter Five

The Use of Mythology in Women in Love

In Women in Love Lawrence draws upon a wider range of

mythology than he does in The Rainbow. He uses in this novel
African and Norse myths and mythological symbols and shows a
growing interest in Fastern mythologies such as those of
Bgypt and Babylonia. By the time he revised and published

Women in Love Lawrence had read several books on anthropology

and his wide reading during the period he was working on this
novel is reflected in the large number of mythologies he
incorporates in it.

Biblical mythology isg drawn upon for the characterization
of some of the characters in the novel, especially in the case
of Gerald and Hermione. Gerald, who had accidentally killed
his brother and is involved in the death of his sister, is
frequently compared to Cain.1 The association of Gerald with
Cain is perhaps intended to remind the reader that Gerald's
attitudes and behaviour in the novel are as much sinful against
humanity and life as Cain's murder of his brother Abel.
Another aim achieved by this allusion is perhaps to underline
Gerald's isolation and to foreshadow his solitary death in the
Alps. Moreover, the failure of Gerald's relation with Gudrun

and his death in the Alps explained in terms of plot and

1]).H. Lawrence, Women in Love (Penguin Books, 1967),
pp. 28, 192, Subsequent references to this edition will be
indicated by page number in my text.
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character are nevertheless given a more universal reference
by the implication of the Biblical paraliel. By linking
Gerald with Céin we are made to conclude that CGerald is a
doomed character and that his material succesg is just
temporary and ineffectual. Throughout the novel Gerald's
life 1s depicted as a gradual procesg from death to life
until he is finally frozen in the snow.

Hermion®s quest for knowledge is seen in terms of biblical
mythology. In the Bible Adam and Eve had to suffer as a
price of their newly acquired knowledge. Before they became
congcious everything was in perfect condition; but after they
became conscious their life became full of toil and hardships.
Similarly, in the novel Hermione and Gerald bring upon them-—
gelves the curse of Adam and Bve, as it were, by their desire
for knowledge. Ag in the Biblical myth, Hermione's and Gerald's
lives become more difficult and less happy as a result of their
knowledge.

Lawrence draws upon biblical mythology to explain the
gituation of Hermione. Thus Hermione is presented with ref—
erence to the'Tree of Knowledge™: '"She was a leaf of the old
great tree of knowledge that was withering now (p.329). In the
Bible we read that God forbade man to eat from the "Tree of
Knowledge" or he will die.2 Lawrence is obviously drawing
upon this biblical myth when he makes Hermione's decay and
Gerald's fall the result of their excessive knowledge.

In Women in Love Lawrence uses the story and the chara-

2
The 014 Testament, Genesis 2, 17.
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cters to voice the warning that an increase in knowledge
increases the likelihood of corruption — a theme that is
characteristic not only of Hebrew mythology but of myth-
ology as a whole. Arthur C. Lovejoy and George Boas have
shown thet discontent with knowledge had been characteristic
of the human mind in antiquity.3 This is not to say that
Lawrence is repeating what writers have been saying over so
meny centuries. Lawrence's novel is not a mere nostalgia
for a golden age as were most of the writings in antiquity
dealing with this theme, though it includes, as indeed most
of Lawrence's works do, some praise for the original. What

Lawrence does in Women in Love is that he takes the myth of

the golden age or the paradisal past and uses it to create a
better or even an ideal life for the future. As in the case

of the works dealing with the glorious past or the myth of

the golden age, there is in Lawrence's novel an urge for
simplicity and a condemnation of excessive knowledge and
material advancement. Sir Johua's intellectualism is made

fun of (p.101) as much as Hermione's and Gerald's knowledge

is condemned by showing it as a total failure. Gerald's
mechanical system is shown as a devastating and ant-life
factor. Hermione's sex in the head leads to the failure of
her relation with Birkin. Indeed, for Lawrence it is conscious
knowledge which is the cause of man's misery as it was the cause
of his overthrow from the garden of Eden: "Why were we driven

3

Arthur O. Lovejoy and George Boas, Primitivism and
Related Ideas in Antiquity (New York: Octagon Boolk, 1965).




out of Paradise? +... Not because we sinned, but because
we got our sex into our head."4 He even views excessive
consciousness as the cause of man's destruction:

Bvery race which has become sgelf-

conscious and idea—bound in the past

has perished. We are really, far,

far more life—stupid than the dead

Greeks or the lost Etruscans.)

On the other hand, life and simplicity are praised.
Birkin and Ursula who represent the "tree of life" as
much as Gerald and Hermione represent the "tree of know-
ledge' are able to achieve fulfilment and happiness.
Birkin and Ursula seem to be aspiring for a kind of life
gimilar to that associated with the Golden Age. In the
Golden Age man did not care about property. Similarly,
Birkin and Ursula renounce property and posession when they
decide to give away the chair they had bought (p.406). They
also condemn luxury and private ownership.

'T don't want to inherit the earth,!
she said. 'I don't want to inherit
anything."'
He closed his hands over hers.
'Weither do I. I want to be diginher—
ited.' (p.408).
Barlier Birkin and Ursula had decided they do not want a

house or a permanent heme, preferring to be free and able

to live anywhere:

4D.H. Lawrence, Fantasia of the Unconscious and
Psychoenalysis and the Unconscious, p.8l.

2Tbid,, peB2.
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'The truth is, we don't want things at

all,' he replied. 'The thought of a

house and furniture of my own is hate-—

ful ‘to me.'

Thig startled her for a moment. Then

she replied:

'So it is to me. But one must live

somewhere.'

'Not somewhere - anywhere,' he replied.

(p.401).
While Birkin is speculating on his life in the future he
remembers what Gudrun called '"Rupert's Blessed Isles."
(ped94). Several mythologies including Greek, Babylonian
and Celtic speak of something like the "Isles of the
Blest" or the "Fortunate Isles" inhabited by some blessed
mortals, who do not die. Plato told of "Atlantis" or the
submerged continent of which the Y"Igles of the Blest®
were the surviving isles. The conclusion that might be
drawn from the reference in the novel fto the "Blessed
Isles" ig that Lawrence was perhaps thinking of Atlantis
when he was writing the novel. As a mattier of fact,
Lawrence believed there existed a world before our own
until it was destroyed by a flood. His theory was that
the world before the flood had a.different kind of knowledge,"

. . . 6

a sclence in terms of life.” In that world people wandered
freely.7 Lawrence adds that the wisdom of the ancient
world is necessary for life in the future: '"The spark is
from dead wisdom, but the fire is life."8 It is possible,

6

D.H. Lawrence, Fantasia of the Unconscious and
Psychoanalysis and the Unconscious, peT.

Tbid, ,p.6.

8Ibld,.,’ pn8.
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then, to suppose that Birkin is dreaming of a world that
will have a science of life similar to that which dominated
guch continents as Atlantis and the Polynesian Continent,
as Lawrence believed.

Thus Birkin's imagination takes him back to the period
before the mythical flood. In the same way, it carries
him into the future where a better life can be established.
The mythical past should be the point from which any fresh
start could begine. The future, therefore, will be a combin-
ation of the mythical past and the present, and roughly
corresponds to what Lawrence was referring to in his letters
as "Rananim".

Lawrence started to think about "Rananim" nearly six
months after the outbreak of the war. "Rananim" represented
the kind of ideal life that Lawrence wanted. His search for
myths and for lost continents was part of his desire to
create an ideal world or at least a small area which could be

the the nucleus of the new world. In Women in Love Birkin's

"Blessed Isles" correspond to "Rananim". Lawrence's and
Birkin'es "Rananim" reminds us of the utopias that most
mythologies of the world talk about. There is a world-wide
myth that a golden age or a paradisal past existed in the
beginning. Utopias are, perhaps, attempts to recreate that
past. Similarly, Birkin's concern with some imaginary
isles suggests Lawrence's attempt Lo restore that golden

age or paradisal past. As in the golden age myths,
Lawrence's "Rananim" is perhaps the result of an unconscious

desire to return to a primordial stage where man can be at



one with God and the universe. In the new society proposed
by Birkin money and property would disappear, and so this
might indicate thatBirkin's society is a way to the perfected
life with which paradisal myths are concerned.

As a mythological novel Women in Love attributes the

loss of a golden age to man's increasing consciousness and
growing knowledge. And as a mythological work again,
Lawrence's novel attempts to restore man to his paradisal
past through the weakening of his mental coansciousness and
the increase of his instinctive feelings. That the novel
envisions the end of one world to be replaced by a new and
better one associates the novel with the myih of the cosmo—
logical cycles, according to which the world is continually
destroyed and re-~created. Periodic destruction and re-—
creation of the universe is characteristic of world mythology.
Lawrence himgelf believed in the cyclical destruction and
regeneration of the world: “Myself I don't believe in
evolution eeoss I prefer to believe in what the Aztecs
called Suns: +that is, worlds successively created and
destroyed."9 Barlier he wrote: "I do not believe in
evolution, but in the strangeness and rainhow-change of
ever-renewed creative oivilizations."qo

Several critics have pointed out the apocalyptic

vigion of Women in Love. For Scott Sanders, the novel

9D.H. Lawrence, Mornings in Mexico and Etruscan
Places (Melbourne: London: Toronto: William Hienemann Ltd.,

1956), peds

10D.H. Lawrence, PFantasia of the Unconscious and
Psychoanalysis and the Unconscious, p.O.
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"fairly teems with apocalyptic imagery. Gudrun and Loerke
envision the world ending by a cataclysmic explosidn,

or by war, or by glaciation e.... Birkin also imagines
miversal annihila%ion."11 For Frank Kermode: 'The apo—
calyptic climax of the .... Zﬁovgl7 reflects the struciure
of the New Testament.”12 Indeed, the ideas, the language
and the imagery of Lawrence's novel bear great resemblance
to the Book of Revelation. The novel indicates that the
worid has almost reached an end and that it needs a new
start. It also sees a corrupl and decaying world.

Images of dissolution, disintegration and corruption fill
the novel. Hermicne is pictured as a dead leaf or a rotten
frulits Gerald and his father undergo a gradual process of
dissolution before their final death; the African statuette
as well as Loerke's art represent a decaying period and

are concrete images of decay; humanity is compared to a
butterfly that will never get beyond the caterpillar stage
but will rot in the chrysalis (p.143). Moreover, people
are pictured as dry-rotten fruits, withering leaves, apples
of Sodom, Dead Sea Fruit and gall-apples (p.140). 1In
Birkin's view modern life springs fromthe'dark river of
dissolutioﬂ’(p.143) and Gerald and Gudrun are born from

the river of corruption (p.193). In one of his letters

11Scott Sanders, D.H, Lawrence: The World of the
Major Novels, p.95.

TZFrank Kermode, "Lawrence and the Apocalyptic Types',
Critical Quarterly,X (1968), p.20.
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to Halliday, Birkin expresses "a desire for the reduction~
process in oneself, a reducing back to the origin, a return
along the Flux of Corruption, tothe original rudimentary
conditions of being" (p.431). Halliday and the other members
of his tipsy party compare Birkin to Jesus (p.431), and his
words to the scriptures (p. 432).

However, Lawrence's apocalyptic vision is not a
slavish imitation of the Bible. In the Bible, apocalypse
ig generally the result of people's corruption. In
Lawrence's novel corruption is not only condemned as in
the Bible; it is condemned and praised at the same time,
for without corruption, as the novel indicates, there can
be no creation. The problem, however, is only with those
people who do not accept corruption as a necessity and
as an essential part of creation and hold on in the face
of the process of corruption without accepting it, and so
prevent themselves from undergoing any process of regener-
ation. This tendency is evident in the case of Hermione
who would rather remain as a withering ieaf not allowing
herself to be regenerated and of 01d Crich who does not
accept the process of death as part of the cycle of 1ife
and so drags on instead of accepting reduction as part
of renewal. Gerald, who represents the mechanical system,
is not in a position to accept organic life with its
process of decay and rebirith. Birkin and Ursula, on the
other hand, accept disintegration and reduction as an

integral part of life and so they are capable of renewal



and regeneration. On the mythological level this process
of decay and regeneration may be either a kind of death
and rebirth or some sort of metamorphosis. Both of these
two themes are common to world mythology. Lawrence is,
therefore, drawing upon this mythological aspect for his
OWN PUTrPOSES.
Lawrence's accepbance of corruption as part of re—~

creation is connected with his cyclical view of life.
For him the creative principle at the beginning of a
period is the means of its destruction at the end of that
period:

What was a creation God, Quranos, Kronos,

becomes at the end of the time-pericd

our destroyer and devourer. The god of

the beginning of an era is the evil

principle at the end of that era. For

time still moves in circles.3
As a matter offact Lawrence's vision is not completely
apocalyptic in the biblical sense of the word. According
to the biblical tradition the world will be destroyed
but paradisal life will be restored for ever. In Lawrence's
view the world does not stop at the end of one cycle;
rather it is a permanent process of cyclical destruction
and creation. As evident from his conception of a gradual
deterioration in every era, the beginning of an era is the
best part of it, the rest being a gradual decline from that
perfect state. However, this idea is basically mythical,

13D.H. Lawrence, Apocalypse, p.229.



for, according to the mythic view, man's history has always
been a decline from a state of perfection and complete
happiness.

Myth, therefore, underlies Lawrence's concepts and
the structural principles of his art. The meaning of the
novel as well as its general framework are rooted in myth.
Indeed the plot can be better understood if the underlying
mythic substructure is more or less explored. It is almost
solely within a mythic context that Lawrence's insistence
on digintegration as a prerequisite st€p for regeneration
can be fully understood and willingly accepted. Thus from
the mythic view-point Birkin's dictum that "'When we really
want to go for something better;, we shall smash the old'™
can be more fully appreciated.

In Women in Love Lawrence takes up again the biblical

myth of the Scons of God getting married to the daughters of
men. He adapts the myth to express the separateness or the
wonderful and mystical relationship that exists between
Birkin and Ursula. At one point Ursula recognizes that
Birkin is treating her as if they were two saparate indi-—
viduals. ©She immediately recalls the biblical story of

the sons of God and the daughters of men:

He seemed still so separate eee..

Bhe saw a strange creature from
another world in him. Tt was asg if

she were enchanted, and everything

was metamorphosed. She recalled again
the old magic of the Book of Genesis,
where the sons of God saw the daughters
of men, that they were fair. And he
was one of these (p.352).
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On another occasion she realigzes that Birkin's passion is
noct an ordinary thing and that only a son of God could
possess that passion.

It was the strange reality of his being,

the very stuff of being, there in the

straight downflow of the thighs. Tt

was here she discovered him one of the

sons of God such as were in the begin-

ning of the world, nol a man, scmething

other, something more (p.353).

Lawrence's use of the myth of the song of God achieves
several purposes. First, it underlines the magic and the
sense of wonder that Lawrence envisioned in the relation
between a man and a woman. Second, it gives the relation
a touch of religiosity and sacredness. And third, it
suggests the phallic consciousness which Lawrence associated
with ancient cultures which were not as yet contaminated
by excessive mental consciousness:

He stood there in his strange, whole

body, that had its marvellous fountains,

like the bodies of the sons of God who

were in the beginning e.... She had

thought there was no source deeper than

the phallic source (p«354).
Lawrence, in other words, wants to go back to the origins
to the days when the relation between a man and a woman was
a mystery. He also lreats marriage as a sacred archetype,
gomething modelled on the marriage of the gods.

Through phallic or blood consciocusness Lawrence wants
to revive the cult of Eros or something similar to that.

In this novel phallic consciousness seems to be Lawrence's

new religion of love. Although Lawrence couches his ideas
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in biblical terminology and atmosphere, the basic root
of his phallic consciousness can be found in ancient phallic
cults and myths. It is, to a large extent, a re—creation
of the ancient cults of fecundity and fertility and a
revival of the old myth about the intelligence of the
heart. As Lawrence once observeds:

In the blood we have our strongest

self-knowledge +...:V.he ancients said

that the heart was the seat of under—

standing. And so it is: it is the

geat of the primal sensual understand-

ing, the seat of the passional self-

consciousness, '4

In his"Foreword to Women in Love' in 1920 Lawrence defended

the novel against accusations of Broticism:
In America the chief accusation seems
to be one of Eroticism. This is odd,
rather puzzling to my mind. Which
Eros? Eros of the jaunty 'amours',
or Birog of the sacred mysteries? And

if the latter, why accuse, why not
respect, even venerate.

Thus Lawrence draws upon ancient phallic cults to establish
a respectéble religion of love that can be as sacred as
spiritual religions. Later Lawrence wrote: "Let us
hesitate no longer to announce that the sensual passions
and mysteries are equally sacred withthe spiritual mysteries

. 1
and passions."”

p. 1. Lawrence, Phoenix II, p.236.

OTbidgy p.275.

161bid,7p.2750



It is through this mysterious phallic consciousness
in a man or a woman that they can become the gquivalent of
a god or a goddess. In Apocalypse Lawrence asserts that
the Greeks called the mysterious or the dragon in man his
"eod". Thus it is through the presence of phallic consci-
ousness or the dragon in him that Birkin becomes a "god"
or a hero:

Man 'worshipped' the dragon. A hero
was a hero, in the great past, when he
conquered the hostile dragon, when he
bad ﬁhe power of the dra§§n with him
in his limbs and breast.

The new phallic religion would enable one to achieve
union with God or to realize the divine through the sexual
union between a man and a woman. As Lawrence once observed:
"Il can become one with God, consummated into eternity, by
taking the rodddown the senses into the utter darkness of
power, till I am one with the darkness and the initial
power,"19 Through the sexual union a new rebirth is
achieved: "'I want love that is like sleep, like being
born again, vulnerable as a baby that just comes into the
world'" (p.208). Thus the sexual union becomes some kind
of ritualistic death, death that is part of the ritual
of initiation and rebirth. As Lawrence puts it: ¥Death
is a great consummation, a consummating experience. It is
a development from life" (p.214)w The sexual act is a kind

18D.I-I. Lawrence, Apocalypse, p.222,

19D.I~I. Lawrence, Phoenix II, p.377.
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of return to the womﬁ; hence it entails a new rebirth:
"It ig like death ~ I do not wanlt to die from this life —
and yet’it is more than life. One is delivered over like
a naked infant from the womb' (p.2C8).

It is evident from what has been said that Lawrence
models the gexual union on some archetypal rituals especially
initiation rituals. &g Hircea Eliade writes: "The majority
of initiatory ordeals more or less clearly imply a ritual
death followed by resurrection or a new birthn”zo Lavrence's
insistence on '"death'" in the sexuzl act aé a step.towards
re~creation can also be linked with rituals. According to
Mircea Eliade, in ritual, "in order to be created anew, the
old world must first be annihilated.”21 Even the'references
to darkness in general and the darkness of the womb in
particular also suggest some connection with initistion
rituals: "Initiatory death often symbolized ... by dark~
nesé, by cosmic night, by the telluric womb, the hut, the
beliy of a monster.”22 Thus the "death" {that Lawrence
insists upon whether in ordinary life or in the sexual act
cen be linlked with the initiatory death which, as Zliade

. . 2
puts it, is a Yrecommencement, never an end." 3 In both

20, . . . . .
lircea ZEliade, "Introduction," Birth and Zebirth:
The Relirious Meanin~g of Initiation in Human Culture,
(trans) R. Tresk (London: Harvill Fress, 1361), DaXile

Tors L
Ibld.yp-xlll- , 1:6].)’ p.Kl

22, . .
Ibid.spexive

23..
BLiTcea Tlisde, TTotke, Drarna and

Philin oirety Introductiond p. 227y




cases death belongs to the mimic death of the initiation
ceremonies, the primary purpose of which is to effect a
mimic resurrection. And as in primitive rituals24 the
purpose of the sexual act is the furtherance or the
conservation of life, for in every time a sexual union
takes place there follows a new rebirth.

Lawrence's idea of replacing traditional lowé& and
sex by some mystic blood or phallic consciousness is
closely connected with his conception of the relation
between man and woman in our modern world which he saw wag
gsimilar to the old situation when woman was looked upon as
a great mother or mother earth. In mythology the earth is
usually associlated with the female principle and the sky
with the male principle. Most mythologies of the world
animate heaven and earith and consider them as equivalent
to a man and a woman. The marriage of heaven, therefore,
became some kind of a mythological archetype. Woman or
earth became the mother of gll things, the origin of
creations A return to the womb therefore is, mythically
speaking, a return to mother-earth, to the source of all
life — a new creation. As a mythological writer or a
myth-maker Lawrence must have realized all this and recog-
nized that to make the sexual union a kind of return to the
womb or mother—earth would make him look as if he were an
advocator of the old myth which enabled woman to gain some

2 . .
4Jane Harrison, Epilegomena to the Study of Greek

Religion (Cambridge: The University Press, 1921) p.29.
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ascendancy over man and with which he did not agree. And
go it is perhaps because of his awareness of all thisg that
he puts great emphasis on that polarity and the balance
between a men and a woman:

He believed in sex marriage. But
beyond this, he wanted a further con-
junction, where man had being and
woman had being, two pure beings, each
congtituting the freedom of the other,
balancing each other like two poles of
one force, like two angels, or two
demons (p.224).

Lawrence saw that since the present cycle of human
life began sexual separation and polarity between a man and
a woman have not been complete. It is time, therefore, for
a new era to come where the polarization of the sexes can be
achieved.

In the old age, before sex was, we
were mirxed, each one a mixture. The
process of singling into individuality
resulted into the great polarization
of sex. The womanly drew to one side,
the manly to the other. But the sepa-
ration was imperfect even then. And
so our world—cycle passes. There is
now to come the new day, when we are
beings each of us, fulfilled it diff-
erence. The man is pure man, the
woman pure woman, they are perfectly
polariged (p.225).

It is worth noticing here that Lawrence's view of creation
and sexual relationship is recoted in mythology. The
concept of mixed sex implies a reference to the legend in
Plato's Symposium according to which man was originally

made of male and female joined together but were separated
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by Zeus and Apollo, thus creating man and woman.
Moreover, the reference to imperfect polarization contains
an ¢llusion to the myth of the great mother which, Lawrence
. L . 2

believed, has beenthe guiding principle in our ers. 6 It
ig this traditional concept that Lawrence seems to be
ingistent upon bringing to an end:

It filled him with almeost insane fury,

this calm assumption of the Magna

Mater, that all was hers, because she

has borne it. Man was hers because

she had borne him «.... He had a

horror of the Magna Mater, she was

detestable (p.224).

It is obvious that Lawrence borrows some mythic terms
and concepts to describe modern woman ag being possessive
and domineering. Such is Ursula before she learns the
principles of the new phallic religion from Birkin: "She
too was the awful, arrogant queen of life as if she were a
queen bee on whom a1l the rest depended. He knew the
unthinkable overweening assumption of primacy in her"

(pp. 224~225). Gudrun and Hermione also behave as if
they were the Magna Mater. They conslder man as being
fragments that belong to them, and they want man to wor-

ship them and to belong to them like their infants. Hermione

tries to bully Birkin (p.ll}). She is volupituous and

2
5Joseph Campbell, Myths to Live By, p.79. See also
Plato, The ¥Myths of Plato (trans.) J.A. Stewart (London:
MacMillan & Co. Ltd., 1905), ppe. 401-403.
26D.H. Lawrence, Fantasia of the Unconscious and
Psychoanalysisg and the Unconscious, p.925.
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possessive (p.117). She also assumes the role of a superior
mother (p.336) and desires 1o he worshipped as a great
mother (p.346).

Gudrun and Gerzld are almost a replica of the arche-—
typal model of the mother-goddess and her son-lover: "And
she, she was the great bath of life, he - worshipped her.
Mother and substance of all life she was. And he, child and
man, received her and was made whole™ (p.389). Thus CGudruva's
attitude is based on the myth of the goddess who uses her
youthful attendant as her tool. Part of Lawrence's purpose
in the use of this myth as the basis of the relation between
Gudrun and Gerald is perhaps to suggest how the great indus—
trial magnate whose power hes been established solely on an
inorganic mechanical system can become a dependent child.
Although Gerald triumphs over the machine and almost
enslaves his workers he behaves with Gudrun like an infant
expecting to be nursed and as an attendant ready to worship
her. The result is that he cannot find fulfilment and a
total failure is inevitable.

Blood consciousness is also connected with man—to-man
relationship. The blood relationship which Birkin is
trying teo establish between himself and Gerald is verhaps
based on the old myth that the mizxing of blood gives
sacredness to the oath taken by two men who hawve pledged
friendship to each other. When Gerald and Birkin are

tallking about their eternal friendship they recall the
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old story of the German Knights who used the mingling of
blood as a way of pledging to be true to each other (p.232).
More specifically, this scene might have been based on
Wagner's music dramas where Biegfried and Guﬂther pledge
blood~brotherhood by cutting a wound in the arm and mixing
it with wine.27 Thus Lawrence draws upon mythology in
general and upon Norse mythology in particular for his
treatment of the blood brotherhood and friendship bhetween
Birkin and Gerald.

The wrestling geeneis perhaps an imitation of the
rubbing of the arms against each other as was practised

among the characters of the Icelandic Sagas and Eddas as

a sign of friendship. Thus the wrestling scene is prim-—
arily ritualistic. Indeed at the end of their wrestling
Birkin asks Gerald whether their wrestling has pledged
anything (p.308) ags if it were a ritual carried oui to
achieve a certain purpose as rituals usually are.

Although the ritualistic nature of the wrestling scene
may give the friendship of Birkin and Gerald a sense of
sacredness and religiosity the ironic nature of the scene
may be discerned from the allusion to the pledge in Norse
mythology between Siegfried and Gunther whose pledge was
broken after a short period of its taking.

Lawrence's interest in Norse mythology, as T pointed

out in the chapter on The Trespasser, goes back to his

27Richard Wagner, The Dusks of the Gods, Act 1, p.25.




early years as a writer. Apart from the myth which I
have just mentioned Lawrence's deblt to Norse mythology
can be recognized in his depiction of some of the
-Characters in the novel. In his thesis on D.H. Lawrence,
Billy James Pace points out that Gudrun's name is derived
from Norse mythology: "The character Gudrun," he says,

"appears in the Eddas and in the Volsung Sagas, sources

for Wagner's Ring, where she also appears."28 He also
asserts that "the name Loerke ... suggests the god Loki."29
However, F.R. Leavis was perhaps the first critic to draw
attention to the resemblance between Loerke and the god
Loki in Norse mythology.3o Like Leavis, Harry T. Moore
saw a connection between Loerke and Loki. "This gnomish
figure with full, mouse-like eyes," he writesj''seems to
have much in common with Loki, the evil one of Scandin-—

131

avian mythology. Neither Leavis nor Moore elaborates

on those things which Loerke hag in common with Loki.
Billy James Pace also says very little about the similar—
ity between these two figures. A more detailed discussion

of the subject isg, therefore, justified.

8Billy James Pace, D.H. Lawrence's Use in His Novels
of Germanic and Celtic Myth from the Music Dramas of
Richard Wagner, p.120.
2
9Ibid{,9 p0126o
Op. g, Leavis, D.H. Lawrence: Novelist (Penguin Books,
1968), p.176.
31

Pel27s

Harry T. Moore, The Life and Works of D.H., Lawrence,

97



There is a great resemblance belween the character
Loerke and the mythological figure Loki. Norse mythology
presents Loki as a small, agile, cunning, malicious,
mischievous figure who can easily disguise or change

. . . 32
himself into a woman or an animal. In Norse mythology
Loki is associagted with dwarfs and is presented as a

33

He is also a thief, a raper and a

34

Satanic figure.

deceiver and a homosexual. He is known 1to have seduced

35

Wotan's wife. He is "an ambivalent character, neither

wholly good nor wholly bad, although in Snori's tales
36

the bad side predominates." He 1s also the companion
of the gods, espscially Balder.37 He is Y"fair and beauti-
38

ful of face, but evil in disposition.™

In the novel we read that "Herr Loerke was the little

3%p, Grappin, "Germanic Lands: The Mortal Gods,"
World Mythology (ed.) Pierre Grimal (London: Paul Hamlyn,
1963), p.378.

33 Thida,p.380.

34.E.O.G. Turvill-Peter, Myth and Religion of the North:
The Religion of Scandinavia (London: Weidenfield and
Nicolson, 1964), p.l27.

PIpid,, pal3le

36H.R. Ellis Davidson, Gods and myths of Northern Europe
(Penguin Books, 1971), p.176.

37

Tbidmy pe3Te

8Snorre, The Younger Edda}<ed.) Rasmus B. Anderson
(London: Trubner & Co., 1880), p.9l.




man with the boyish figure" (p.456). He is 'a maker of
migchievous work—jokes, that were sometimes very clever,
but which often were not® (p.474). Loerke entertains his
cogpipanions as Loki entertains the gods but like Loki his
humour can beccme sardonic and mocking (p.456). There are
many references to Loerke as an animal: He ig compared to
a mouse (p.456), a rabbit (p.475), a troll (p.475 (a word
originally derived from Norse mythology), a bat (p.480) and
a rat (p.481). Loerke's hands look like talons (p.476).

He has a dwarfish figure (p.474) and looks as devilish

as Loki. His relation with Gerald andGudrun shows him

as a cunning trickster who, by his craftiness and deceit,
tries to seduce Gudrun perhaps as Loki seduced Thor's wife.
Indeed he carries out his attempt to seduce Gudrun under
the illusion that she might be Gerald's wife. Loerke seems
to be a homosexual as his mythological model is (p.530).
Like Loki who accompanies Balder, the youthful god in Norse
mythology, Loerke accompanies Leitner who "was a great
sportsman, very handsome with his big limbs and his blue
eyes" (p.479). The ambivalence of Loerke's character is

as obvious as that of his mythological counterpart. For
Gudrun he ig "so attractive, and so repukive at once"
(p.464) and "his licentiousness was repulsively attractive’
(pe511). If Gudrun finds him occasionally attractive

Gerald finds him ubtterly repulsive (p.510). Like Loki
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who plays a part in the destruction of the world,39 Loerke
lives in a decadent and corrupt period of man's history and
is involved in the symbolic death of Gerald in the snows of
the Arctic region whose cold and atmosphere are not
different from the cold winter during which, according to
Norse mythology, the world will come to an end. Like Loki »
he is finally punished for his wickedness when Gerald
knocks him down (p.530), before he makes his last drift
towards the deadly snow.

Billy James Pace has traced some parallels between
gseme figures in Norse mythology and Gerald and Gudrun in
Lawrence's novel. He asserts that Gudrun's "primary function

is to wreak vengeance upon Gerald Crich."4o

He then goes
on to say that Gudrun's desire for revenge parallels that
of Brunhilde in Norse mythology: "Lawrence models his
Gudrun - at least in her character as avenger — on Wagner's
Brunhilde who tragically takes revenge on Hiegfried whom
she believes hag tricked and betrayed her.”41
Furthermore Billy James Pace compares Gerald to
Alberich, "CGerald's physical and mental characteristics
sometimes suggest Alberich, surrounded by Rhinemaidens,

39I-I.R. Ellis Davidson, Gods and Myths of Northern

Burope, pel77.

40Billy James Pace, p.199.

41

Tbidy)pe199.
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ﬂ42

diving for gold in the Rhine. Another parallel between

43

these two figures is their inability to love. Pace also
suggests parallels between Gerald's interest in money and
his treatment of hig workers and Alberich's desire to

get more gold and his enslaving of his men.44 Ag Gerald
kills his brother, claims Pace, Alberich subdues his

45

brother Mime. Like Alberich, CGerald introduces new
techniques to get more gold from the ground.46
Most of these parallels sound sensible but the

problem with Pace's comparisons is that he finds similar—

ities not only between Gerald and Alberich but also

47 48

between Gerald and Wotan ' and Gerald and Siegfried
who are completely different from Alberich and Gerald as
well. This may well lead us to believe that some of the
parallels that Pace draws between Gerald and some figures

in Norse mythology are somewhat far-fetched and possibly

arbitrary.

42Billy James Pace, p.l27.
A3 bide pal2].
41bid.ypa133e
45

46

Ibidwy 138,
Tbidey p138.
41101 60 pe124.

48113:16,,, p.139.



Women in Love shows Lawrence's acquaintance with

African mythology. The African statue in Halliday's
house is a kind of fetish and the scene shows that the
statue might have been worshipped as a fetish by the
tribe for whom it was first created. Perhaps the statue
represents some old African cult devoted to physical and
sensual worship. After looking at the carved figure of
the African woman Birkin comments: "She had thousands
of years of purely sensual, purely unspirifual knowledge
behind her" (p.285). He also concludes that among the
people to whom this woman belonged there must have occurred
a periodd decay in which a separation beltween physical
or gensual knowledge and mental knowledge took place:

It must have been thousands of years

since her race had died, mystically:

that 1s, since the relation between

+the senses and the outspoken mind

had broken, leaving the experience

all in one sort, mystically sensual

(p.285).
Here Lawrence is talking about two periods: +he period
before the statueywhich was a synthesis of sensual and
mental knowledge and the pericd in which a separation took
place and knowledge became completely sensual and sensual
knowledge was worshipped as reflected in the fetish. The

first period seems to belong to the pagan world which

Lawrence talks about in his Foreword to Fantasia of the

Uncongcious and Psychoanalysis and the Unconscious:

I honestly think that the great pagan
world of which Egypt and Greece were
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the last living terms, the greal pagan
world which preceded our own era, once
had a vast and perhaps perfect science
of its own, a science in terms of life.

49
What 1s mythological about that pre-—statue period is that
its knowledge was "erotic, invested in a large priesthood,"BO
like the knowledge of the pagan world that Lawrence talks
about. Moresover, since the origin of the statue is West
Africa it is possible that the period hefore sensual
knowledge started belongs to Atlantis, the mythical
continent which Lawrence read about in Leo Frobenius.
As Lawrence tells us: ”Zﬁrobeniqg7 says there was a greal
West African-—Zomban (?)—civilization, which preceded Egypt
and Carthage, and gave rise to the Atlantic myth."51
The statue as an image of sensual worship is perhaps a
relic of some lost knowledge which had degenerated in the
form of myth and symbol. As Lawrence puts it, after the
flood

some degenerated naturally into cave

MEN sse and some wandered savage in

Africa, and some like Druids or Etruscans

or Chaldeans or Amerindians or Chinese,

refused to forget, but taught the old
wisdom, only in its half-forgotten,

49D.H. Lawrence, Fantasia of the Unconscious and
Psychoanalysis and the Unconscious, p.6.

50

51Letter to Cecil Gray, 18 April 1918, The Collected
Letters of D.H. Lawrence, Vol. I, p.550.

Ibideyp.6.




gymbolic forms. More or less forgot—
ten, as knowledge: remembered as ritual,
gesture and myth~story.52
Sensual worship, however, is not restricted to West Africa.
The mystical sensualism of the African statue recalls the
myth of pygmalion where the statue can be seen as an
embodiment of sensuality.

The African woman, because her face looks like a
beetle's, reminds Birkin of the bull-rolling scarad that
the old Egyptians worshipped because of their belief in
"the principle of knowledge in dissolution and corruption®
(p.286). By and large, the African statue, like the
Egyptian scarab, reveals, according fto Birkin, some
mystery, the mystery of corruption and decay that can he
worshipped as a cult, especially afiter a fall from the
principle of creative knowledge has taken place.

The character of the statue, with its prominent
features and its nakedness together with the emphasis on
female nakedness to the exclusion of any male nakedness
lead us to associate the statue with the mythic period
of human history. As Joseph Campbell tells us: "In the
earliest ritual art naked female form is extremely prom-
inent, whereas the male is usually ornamented or masked?53

A Central scene in the novel where the theme of myth—

ology is of paramount importance is the moon scene. In

52D.H. Lawrence, FPantasia of the Unconscious and
Psychoanalysis and the Unconscious, p.7.

-
)3Joseph Campbell, The Masks of God: Primitive
Mythology, pe59.




this scene Birkin throws some dead flower-husks on to the
water and curses Cybele, the Brbylonian deity (p.238).
Then he throws a stone at the pond and immediately the
bright moon in the water is distorted except for a narrow
area on the gurface of the water where the moon persists
in gathering itself. Birkin stones the moon repeatedly.
In the meantime Ursuls has been watching with amazement
until she gets diszy. When she is able to talk she tells
Birkin to stop stoning the moon because it has not done
him any harm.

The moon scene is deeply rooted in myth. Birkin's
cursing of the goddess Cybele after throwing some flower—
husks on to the water seems to be a symbolic expression
of his fear of the old moon goddess. Uybele of Babylon,
who was later identified with Aphrodite in Greece and Venus
in Rome, was a moon goddess and a nature and fertility
deity asg well. Such goddesses as Artemis, Diana, Juno,
Astarte, Isis were also goddesses of the moon and nature.
In Mexican mythology Metzli was the moon-goddess whose

54

anger usually caused maladies. In myth all these
goddesses appear to have had a possessive and assertive
character besides their prodigious power and great prestige

on the grounds of their identification with "mother earth.”

54Lewis Spence, The Civilization of Ancient Mexico
(Cambridge: The University Press, 1912), p.75.




As Bliseo Vivas writes, Cybele "was a terrible goddess,
for she destroyed the sacred King who mated with her on

f!55

a mountain top by tearing out his sexual organs. Astarte,
we are told, superseded the male deity of Baal and became
the supreme deity in Babylon.56 I have also pointed out
in the firgt chapter of this thesis that moon goddesges
geem to have had power over their lovers be it Tammuz,
Attis, Adonis, Eros, Cupid, Endymion, Osiris, etc., and
that the moon was usually associated with women.

Bearing all this in mind it is easy to understand
why Birkin stones the moon and to realize the sirmifi-
cance of hig stoning. DBirkin hasg been dissatisfied with
traditional love which is based on female superiority as
1aid down by the story of the moon-goddess and her sub-
servient lover, and to which Ursula's love belongs,
especially in the beginning. In stoning the moon Birkin
ig expressing hie anger at women's insistence on their
superiority over their lovers and his fear of their self-
assertion and egotism. Later in the scene he makes his
message very clear when he tells Ursula: "I want you to

drop your assertive will" (p.283>. By trying to make

55ﬂliseo Vivasg, D.d. Lawrence: The Failure and the
Triumph of Art, p.260.

56Zelia Nuttall, The Fundamental Principles of 0ld
and New World Civilizations (Cambridee, Mass: Peabody
Museum of American Archeology and Bthnology, Harvard, 1901),

Pe345.
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the moon disappear from the pond altogether Birkin is

rejecting the tendency of women to assume superiority

over men as the female deities tended {o do with their
youthful lovers.

A further peint worth mentioning in connection with
the moon ig that it is depicted as a fearful and & hard
object. Hven to Ursuls the moon "seemed =o mysgterious,
with its white and deathly smile ess.. She hurried on,
cowering from the white planet" (p,276), Like Birkin,
Ursula dislikes the moon: "For some reason she disliked
it" (p.277). For Ursula also the moon remains a symbol
of sterility and abstraction: "8he wished for something
else out of the night, she wanted another night, not this
moon~brilliant hardness® (p.277). Urgula's attitude
containg the mythical terror of the moon. And so Lawrence's
Treatment of the moon as an object of terror is by no
means arbitrary or personal. In mythology, the moon,
as T.He Hobinson tells ws, was considered either as kindly
and beneficient or as dangerous and terrifying."57
Lawrence is, therefore, following the lines of mythology
when he associates the moon with terror, abstraction and

hardness in Women in Love and elsewhere. Lawrence once

wrote: '"Oh, open silently the deep that has no end, and

57T.H, Robingon, "Hebrew Myths," Myth and Ritual
(ed.) S,H. Hooke, pp. 190~191.
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do not turn the horns of the moon against me."

Lawrence conceived Women in Love as, more or less,

a sequel to The Rainbow and thought of calling it Noah's

2159

- a reference to the rainbow as the sign of the
covenant between God and Noah during the Flood and to
Noah's ark which survived the Ilood and was the refuge

in which life was preserved. In other words, if The

Rainbow is a novel about destruction, Women in Love
is a novel about redemption and salvabtion; if The Rain-
bow contains the dream and the hope for a new life to

come, Women in Love translates these hopes and dreams

inte reality. Ursula who has been running through many
herdships in the first novel and has shown much dissatds —
FﬂCftiOiﬂf with her world while dreaming about the sons
of God but finding only false gods as Skrebensky, finally
finds her dreams come true in the form of her saviour
Rupert Birkin who, like other prophets, will lay down
the new principles and the guidelines for the new era.
Lawrence's words about the ark as the refuge of life and
the source of a new life are enlightening:

And that is what it is, the Ark, the

Ary, the womb. The womb of all the

world, that brought forth all the
world, that brought forth all the

58

D.H. Lawrence, Phoenix, p.l3l.

‘ 59Letter to Joseph Mannsel, 18 November 1917, The
Collected Letters of D.H. Lawrence, Vol. I, p.533.
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creatures. The womb, the arx, where
life retreats in the last refuge. The
womb, the ark of the covenant, in which
lies the mystery of eternal life, the
manna and the mysteries.00

The anthropological study of myth established firmly
by Tylor and Frazer had a considerable influence on ‘the

writing: of Women in Love. Lawrence knew about Frazer

indirectly through his reading of Jane Harrison's Ancient

Art and Ritusl which reflects a large part of Frazer's

views. But his first direct knowledge of Frazer came
towards the end of 1915: "I have been reading Frazer's

Golden Bough and Totemism and Exogamy,”61 writes Lawrence

in one of his letters. After his reading of IFrazer Lawrence

ascerted:

Now I am convinced of what I believed
when I was about twenty ~ that there
is another seat of consciousness than
the brain and the nerve system: there
is s blood—~consciousness which exists
in us independently of the ordinary
mental consciousness.

Thus Lawrence has blood consciousness in common
with FPrazer. Allowing that Lawrence knew about blood
consciousness before he read Frazer, he never used it

before so openly and so larsely as/Women in Love. Blood /bﬂ

60

D.He Lawrence, Mornings in Mexico and Btruscan

Places, p.1l4.

61Letter to Bertrand Russell, 8 December 1915, The
Collected Letters of D.H. Lawrence, Vol. I, p.393.

62
Thids,p.393.
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consciousness or the capacity for knowledge in the blood
includes blood brotherhood as well as phallic knowledge,
itsgelf similar to the phallic cults and mystery sex
rituals of ancient man, as explained in Frazer's book.

Perhaps Frazer gave Lawrence some assurance and
encouragement in the use of myth, especially the myth of
the ever—dying, ever-resurrected vegetative gods and the
myth of the mother—goddess and her son-lover. From
Frazer Lawrence might have added to his knowledge of
Eoyptian phardOhs to whom he refers in the novel (p.358).
From him also Lawrence might have derived knowledge of
fetishism and totemism, and the African statue might
be a good evidence. By and large Frazer's influence on
Lawrence is that, besides suggesting to him some new
ideas and assuring him over the use of some others, made
Lawrence more interested in myth and ritual.

Another book which Lawrence seemed to have borrowed

from is Bdward Tylor's Primitive Culture. "It is a very

good gound substantial book, I had rather read it than The

Golden Bough or Gilbert Murray,“63 writes Lawrence about

Tylor's books. Lawrence might have liked Tylor's book

more than Frazer's because it treats the animistic vision

83 ctter to Lady Ottoline Morrell, T April 1916,
The Collected Letters of D.H. Lawrence, Vol., I, p.466.




and myths of ancient man with a more sympathetic attitude.

Tn Women in Love Birkin's going out to nature completely

naked and his becoming at one with nature (pp. ll9~120)
may resemble the kind of animism that Tylor deals with in
his book. Another correspondence between the novel and
Tylor's book is the feeling of continuity that some of
the characters like Birkin feel between themselves and
animals. Birkin, for example, sees in the behaviour of
the cat an example of keeping the female into z pure and
stable eguilibrium with the male and compares it to the
equilibrium which he believes Adam kept between himself
and Eve in Paradise (p.167).

Tylor's theory of the degeneration of culture from

64

g, higher 10 a lower level ' bears some resemblance to
Lawrence's ideas about dissolution and corruption. Apart
from thisg,Tylor's discussion of fetishism and his asser—
. , . 65 .
tion that West Africa ig a world of feiishes. might
have enhanced Lawrence's interest in the subject and
added some new information to Lawrence's knowledge of

fetishism.

By the time Women in Love was revised and published

64Edward B. Tylor, Primitive Culture (London: John
Murray, 1929), Vol. I, p.38.

65

Ibid,,Vols II, p.l158.
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in 1920 Lawrence had read John Burnet's larly Greek phil-

QEQEQX,66 James Henry Breasted's A History of Egypt,67

some books on the Druids,68 H.P. Blavatsky's Lsig Unveiled

and. The Secret Dootrine,69 William James's varieties of

11

.. . 70 s
Religious Experience some of C.G. Jung's writings
) s 7 > (]

and many other books and magazines on literature, history,
occultism and other subjects.
In Burnet's book Lawrence found the idea of a divine
cosmos reflected in Anaximander's divine Boundless and
L I .12 R
Anaxime's divine air. Perhaps Lawrence's knowledge
of these (reek philosophers encouraged him to beceme more
and more antagonistic towards traditional Christian

doctrine: ™I have been wrong, much too christian in my

66Letter to Dollie Radford, 5 September 1916, The
Collected Letters of D.H. Lawrence, Vol. I, pp.473-474.

67Letter to Lady Ottoline Morrell, 15 February 1916,
Thid, p.426.

68Letter to Lady Ottoline Morrell, 21 January 1916,
p-416.

69Wi11iam York Tindall, D.H. Lawrence and Sugan His
Cow, p.133. See also Letter to Cecil Cray, 18 April 1916,
VO].. I’ p-550'

7OLet‘ber to B.5. Koteliansky, 9 May 1919, Vol. I,
Pe58T.

Mietter o Katherine Mansfield, 21 November 1918,
Vol. I, p.565. See also William York Tindall, D.H. Lawrence

and Susan His Cow, p.40.

2
7 John Burnet, Barly Greek Philosophy (London and
Edinburgh: Adam and Charles Black, 1892), pp.60, 82,
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philosophy. The early Greecks have clerified my soul. I
mist drop all about God.”73
Trom Breagted's book Lawrence could have derived
some knowledge about the religicus beliefe of ancient
Lgypt, particularly the position of the pharaoh in
ancient Egyptian priesthood. o this knowledee he added

some information from his other readings on history such

as Gibbon's The Decline and Fall of theBoman Empire and

Niccolao Manucci's books on the East.
H.P. Blavatsky's esoteric doctrine that history
unfolds itself in cycles74 bears great resemblance to

Lawrence's apocalyptic vigion in Women in Love and to

his view of dissolution as an essential vart of life
and creation. DBlavatsky's views on magic, occultism,

75

ritual and myth, her preaching of a universal God, her
idea of death—and-rebirth pattern,76 her belief in deg-
eneration from a higher to a lower level in human culture

have much in common with Lawrence's views and beliefs

73

Letter to Bertrand Russell, T July 1915, The Collected

Letters of D.H. Lawrence, Vol. I, p.350,

74H.P. Blavatsky, Isis Unveiled: A Master—Key to the
Mysteries of fncient and Modern Science and Theology

(London: The Theosophical Publishing House, 1923) Vol. II,

Pe 123

-
"S1pid, Vol. I, p.56.
76

[

Tbid.,p.462.

IThide,pabT5.
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expressed in Women in Love. Herideas about the impossibility

‘of explaining the Bver Unknowable,78 the universality of
the law of periodicity,79 her emphasis on darkness as the
origin and raot of 1ife,80 her belief in divine races of
human beings which preceded our human race81 are, more or
less, echoed in one way or another in Lawrence's novel.
Degpite all this Blavetsky's influence should not be
pushed toc far. Her ideas might have interested Lawrence
or agreed with his own, bult surely he does not follow in
her footsteps as a more devoted disciple, William Butler
Yeats, had done before him. There is much truth in
Lawrence's assertion: "I am not a theosophist, though
the esoteric doctrines are marvellously illuminating,
historically. I hate the esoteric forms. Magic also has
interested me a good deal. PBut it was all of the past."
Like Jung, Lawrence maintained that the unconscious

ig basically healthy and creative. In Women in Love

Lawrence tries to do what Jung had tried in his writing

on the unconscious, namely to reconcile such opposites as

8 ;

O,p. Blavateky, The Secret Doctrine: The Synthesis
of Science, Religion, and Philosophy (The Philosophical
Publishing Company, Ltd., 1888), Vol. I, p.l4.

Prvia,, p.a71.

SOIbid,9p°70.

81Ibid,9vol. TT, Dpel94.

82Letter to Waldo Frank, 27 July 1917, The Collected
Letters of D.H. Lawrence, Vol. I, p.519.
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the conscious and the unconscious, the civilized and the
primitive, the Dicnysic and the Apollonian, the mythic and
the factual. In their different ways they voiced the

same warning, namely that any failure to reconcile these
cpposites will lead to disastrous results.83 Jung's
writings on the unconscious and his view of it as the
regservoir of myths and instinct384 might have contributed

to Lawrence's view of the importance of myth.

83C.G. Jung, The Collected Works of C.G. Jung,(ed.)
8ir Herbert Read et al (London: Routledge & Kegan Paul,
19 ) Vol. 10, p.21.

8411)15..)1\7'01 . 8 9 p.152-



Chapter Six

The Use of Mvthology in The Lost Girl

The story of The Lost Girl is, to a large extent,

based on the myth of Persephone who, according to Greek

mythology, was carried off by Hades, King of the underworld,

to be the queen of his Kingdom.

Alvina Houghton, the lost girl of the novel, is seduced

by the dark man of the underworld, Cicio, who eventually
gucceeds in bringing her down to his dark world as Hades
did with Persephone. That Cicio is the Hades of The Lost
Girl can be seen from the way he is treated in the novel.
His qualities are those usually associated with the
creatures of the underworld. To Alvina he looks more
animal than human: ""He turned like a gquick—eared animal
glancing as he a,p]_aroached.Jj He also looks "a little bit
repellent and brutal, inverted" (p,EOQ), I'requently he is
described as an animal (pp. 160, 185, 186, 192, 323, 331,
334).

Cicio's dark, sensuous nature is also reminiscent of
Hades. In the novel, Cicio is associated with darkness:
his eyes and skin are dark (p.196). His dark nature is

equated with sensuality, that sensuality which Lawrence

1D.H. Lawrence, The Lost Girl (Penguin Books, 1968),
pP.2C0. Subsequent references to this edition will be
indicated by page number in my texb.
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invariably associates with darkness and the dark gods,
There is also something remote and passionate about him

a
”bicio was handsome now: without

and his dark sensuality:
war—paint, and roused, fearless and at the same time
suggestive, a dark, mysterious glamour on his face, passion-
ate and remote® (p.l97). His sensuality is perhaps as
compulsive and mysterious as that of the dark god Hades:
"She felt his heavy, muscular predominance. So he toock
her in both arms, powerful, mysterious, horrible in the
bitch dark" (p.244). His sensual power which always seems
to pull Alving downward recalls Hades forcing Persephone
to go down to his realm: “'The sense of the unknown beauty
of him weighed her down like some force' (p.244). The
mysteriousg spell which Cicio seems to be casting on
Alvina is suggestive of the story of Hades and Persephone.
Cicio's ability to force Alvina to submit to his will is
algo reminiscent of the same story. Indeed Alvina seems
on one occasion to have descended to s mythic realm similar
to that of Hades:

Now Alvina felt herself swept away -

she knew not whither - but into a

dusky region where men had dark faces

and translucent yellow eyes, where

all speech was foreign, and life was

not her life. IT% was as if she had

fallen from her world on to another,

darker star, where meanings were

changed (p.279).

The fact that Cicio's eyes have "a demon gquality of

yearning compulsion (p.340) and his smile looks like a
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demon's" (p.340) reminds us of Hades abducting Persephone.
His attempts to persuade Alvina, indeed {o force her, to
go with him to his remote, cut off and primitive rural
area in Italy are parallel to the relentless attempts of
Hades to pull Alvina down to his Kingdom in the Underworld.
In both cases the cultured girl has to submit to the will
of her dark lover and to his dark sensuality which leaves
her unfree and hypnotized.

Alvina's descent into the Hades of Cicio is fore-
shadowed by several experiences in which she is involved
with darkness and some kind of descent into the underworld.
Her first experience with descent comes from the fact
that she comes from a family whose fortunes have heen
rapidly declining. James Houghton's business is losing
money, and when he dies his debts far exceed his assets
(p.282). This, of course, means Alvina's downfall.

Alvina's life in Manchester House is like living in
a grave or a small underworld. "1 can't bear it. I'm
buried alive'” (pe4l). There are also many references to
the house being empty, dark and lifeless. We are told
that "visitors were out of place in the dark sombreness
of Manchester House" (p.63). We also read: ‘'Dark,
empty feeling, it seemed all the time like a house Jjust
before a sale" (p.70). Later Alvina sees Woodhouse, the
village where she had spent most of her life as the centre

of a great coffin:
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England, like a long, ash-grey coffin
slowly submerging. She watched it,
fascinated and terrified. It seemed to
repudiate the sunshine, to remsin un-
illuminated, long and ash-grey and dead,
with streaks of snow like cerements.
Thet was Ingland! Her thoughts flew

to Woodhouse, the grey centre of it

all, Home! (p.347).

Manchester House is also assoclated with descent and
the underworld because of the neurotic mother living in
it: "For more than twenty years she cherished, tended and
protected the Young Alvina, shielding the child alike
from a neurotic mother and a father such as James" (p.24).
The mother's neurosis is a kind of descent to a level
beyond her normal, congcious level. The frequent deaths in
the family also suggest some sort of descent.

Alvina's descent into the mines can also be equated
with the descent to the mythical realm of Hades, Down
the mine Alvina feels as if "she were in the tomb for ever,
like the dead and everlasting Bgyptians' (p.54). The
miner who guides her in the mine -~ something that recalls
the guide who attends the mythic hero on his journey to
the underworld - looks like a creature of the underworld
rather than a human being:

And still her voice went on clapping
in her ear, and still his presence
edged near her, and seemed Ho impinge
on her -~ a smallish, semi-grotesque,
grey—obscure figure with a naked
brandished forearm: not human: a

creature of subterranean world, melted
out like a bat, fluid (p.64).
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Before Alvina meets Cicio, the novel's arch creature
éf darkness and the underworld, she falls in love with
Alexander Graham who is also "dark in colouring, with
dark eyes" (pe36). Alexander is better known as "the
darkie” (p.37). Like Cicio, his darkness secems to be a
gign of his sensuality. Alvina's relsotionship with
Alexander Graham involves some sort of descent not only
because he suggests through his dark sensuality a creature
of the underworld but also because Alvina has to descend
to a lower level since she considers him her inferior:
"She felt him a terrible outsider, an inferior, to tell
the truth"” (p.38). Like Cicio who insists on taking
Alvina to his home village in Italy, Alexander persistently
tries to drag her with him to Australia.

Alvina's career as a materniiy nurse also involvesg
some kind of descent, since it isg a profession that seems
1o her father to be below the level of her middle class
upbringing: "'I can't understand that any young girl of
any — any upbringing, any upbringing whatever, should
want tc choose such a — such an ~ occupation'" (p.44).

In the hospital, we are told, Alvina sees many "infernos™:

But the dreadful things she saw in the

lying—-in hospitel, and afterwards, went

deep, and finished her youth and her

tutelage for ever. How many infernos

deeper than Miss Forst could ever know,

did she not travel? the inferno of the

human organism in ite convulsions, the

human social beast in its @bjection and
its degredation (pa47).



Alvina's occupation as a maternity nurse implies a return
to the womb and its darkness which in the Laurentian

canon means a return to the origin and a descent to the
source. Iloreover, Alvina's profession as a nurse involves
a descent from her high mindedness as a woman of middle
class background, since her profession includes visits

to very poor slum areas and because she is forced to

deal with her patients in ways contrary to her ideals
(p.48).

Alvina's relation with Natcha-Kee-Tawra troupe
regults in her degredation and the lowering of her social
status, especially because of her special liaison with one
member of the group:

She had lost her class altogether. The

other dauvghters of respeciable trades—

men avoided her now, or spoke to her

only from a distance. She was supposed

to be 'carrying on' with Mr. May (p.146).
By associating herself with such rootless and odd people,
Alvina uproots herself from her original background and
descends to a lower world:

0dd, eccentric people they were, these

entertainers soe. Most of them had

an abstracted manner; in ordinary life,

they seemed left aside, somehow. 0dd,

extraneous creatures (p.147).

As a result of her joining the Natcha—Kee~Tawra troupe
Alving becomes involved in the secret hunt for the members

of the troupe carried out by the secret police, The whole

operation suggests an underground activiiy th~t makes it

14,1



and those involved in it belong tc the underworld rather
than to the bright life of day. Alvina and all the members
of the troupe are considered by the police as mischievous
beasts while Alvina sees the police as "low-down" dogs.

Twvery minute of these weeks was a horror

0 her: the sense of the low-down dogs

of detectives hanging round e... All

the repulsive secrecy seee.: The feeling

that they, the Watcha—Kee-Tawras, herself

included, must be monsters of hideous

vice, to have provoked all this (p.293).

Alvina's final descent can be seen in her visit to
Cicio's old and almost aboriginal villape. Now she des-—
cends to a very low level of human culture: "She had
gone beyond the world into the pre-world, she had re-opened
on the old eternity (p.392). The local villagers there
seem not to belong to this world and are, more or less,
lost creatures: "They all seemed lost, forlorn aborigines,
and they treated Alvina as 1f she were a higher being"
(p.373). Cn the mythological level this is no more than
the cultured princess descending to a strange underworld.
In the village Alvina feels as 1f she were living in a
mythic region. Its mountains stir her nostalgia for the
pagan past (p.381), its animones remind her of Venus and
Adonis (p.393), the mysterious place reminds her of the
Furies (pe394) and the hyacinths remind her of "the many—
breasted Artemis (p.393). In that place pigs are "slmost

an object of veneration" (p.373), and the vine is given

gpecial attention that amounts to some sort of worship
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(p.395). Thus the spirit of place together with the animals
and the flowers and plants make the whole area lock for
Alvina ag 1if 1t were part of the pagan world, indeed a
kind of pre-world, a world more pristine and more ancient
than ours.

Darkness, descent to the underworld, loss and suffering
which fill the novel are popular themes in world mythology.
The descent of Persephone to the underworld to which the
plot of the novel bears a great resemblance is but one
of the many mythic stories in the world's mythelogies
dealing with the descent of goddesser as well as gods and
heroes to the underworld and their return from it. Gods
such as Attis, Adonis,; Osiris, Dionysus, Krishna aund Jesus,
etc, descended to the realm of the dead and rose to life
again. Heroes such as Odysseus, Herakles end Aeneas and
many others also descended to the underworld and returned
from it. In those myths the descent to the underworld is
not the end of life but the beginning of it.

Similarly, Alvina descends to the underworld but
eventually returns to the upper world with many indications
to suggest that she will start a new and better life. If
that hypothesis is accepiable then it is true to say that
the story of Alvina, her descent and return or her loss and
revival is based on the myth of the descent of a god, a
goddess or a hero to the underworld and their return from

ite In fact stories such as that of The Lost Girl abound
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in world literature. As Meyer Reinhold observes: "The
visit of a living person to the underworld is ons of the
recurrent themes of world 1iterature.”2
In myths the underworld has some heneficial effects

on whoever goes there. In the underworld the god or
the hero encounters darkness and has to undergo a great
deal of suffering, but through this experience he learns
wisdom and even conguers death. Likewise, Alvina's ex—
perience with darkness and hardships leads to a new turn in
her life. ®odeedbhe DIapgest part of Mvins's Life bedorgs
te demknese and hardshhipy Leage bo & npor tapn im hex DbdRe
Indeed the largest part of Alvina's life belongs to dark-—
ness and the underworld. She rejects her traditional
background and descends into a darker world until she
becomes a "lost girl' {p.260), as Miss Pinneger calls
her. Darknese and the underworld, suffering and hard-—
ships, the novel suggests, are attractive and vital,
though they may seem repulgive and worthless. Alvina's
communication with darkness dowm the mine openg her eyes
to the beauty of the upper worlcd:

When she was up on the earth again

she blinked and peered at the world

in amazement. What a pretty, luminous

place it was, carved in substantial

luminosity. What a strange and lovely

place, blubbing iridescent—golden on
the surface of the underworld (p.64).

ZMeyer Reinhold, Past and Present: The Continuity of
Classical myths (Toronto: Haklert, 1972), p.31l.
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It alsc makes her more aware of the darl elements of life
and the need for a god to control them: '"The puerile
world went on crying out for a new Jesusg, snother Saviour
from the sky, another heavenly superman. When what was
wanted was a Dark Naster from the underworld" (p.65).
Through her relationship with Cicio, the grestest repres—
entative of darkness in the novel, Alvina finds fulfilment:
"In all the passion of her lover she had found a loneliness,
beautiful, cool, like a shadow she wrapped round herself
and which gave her a sweetness of perfection. I was a
moment of gtillness and completeness® (p.27@. Although
Cicio seems repellent and brutal to the conventional Alvina
he is attractive and fascinating to the less conventional
girl who is looking for the darker elements of life:

She clung to Cicio's dark, despised

foreign nature. She worshipped it,

she defied all the other world. Dark,

he set beside her, drawn into himself,

overcast by his presumed inferiority

among these northern industrial

people (p.258).
Alvina's reaction to derkness continues to be a mixture
of attraction @nd repulsion until she finally appears to
appreciate its value and its necessity as a step towards
her regeneration.

Alvina accepts suffering, sacrifice and destruction

as a prereguisite for renewal and rebirth. Again Lawrence

draws upon the mythic concept of sacrifice as a way to

salvation in order to effect Alvina's revival after



becoming a lost girl. Anthropologists have found out that
in order to ensure the continuity of life ancient man
invented the idea of sacrifices. In the same way Alvina
hag to make many sacrifices before she can build up her
new life. She loses her family, her fortune, her friends
and practically everything before she is able to start a
new and better life. She also loses her conscious will
and submits to a man whom she considers inferior to her
before she can find a way out. Alvina sees her submission
to Cicio as a kind of sacred prostitution (p.341), the
beautiful maid sacrificing herself for the pleasure of the
priest. Despite all this Alvina seems 1o be confident
that her suffering and ruin are but temporary measures on
the way to salvation. Instead of regretting her fortunes
Alvina seems to be rejoicing over them:

'"Tou're & lost girl!l' cried Miss

Pinnegar. 'Am I really?' laughed

Alvina. It sounded funny.

Yes, you're a lost girl,' sobbed

Migs Pinnegar, on a final note of

despairs.

'T like being lost,! said Alvina

(p.266).

In fact Alvina is not a lost girl after all. Paradoxically,

her loss and her ruin are her means of redemption and

revival. Her rebirth after her loss shows, as in myths,

that death can be conguered and that a transcendental life

after death can be better than the one before it. Alvina
is not the victim of Fate, as people were according to

Greek mythology. Instead she is the master of her own fate
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(ppe 49, 54, 290). She is perfectly aware of the mythic
paradoxical concepi that she will not gain anything

unless she loses everything.
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Chapter Seven

The Use of Mythology in Aaron's Rod

Azron's Rod is based primarily on the myth of the
divine mother or mother-earth snd on the myth of the god—
king or the divine hero. The action and the structure of
the novel are largely modelled upon these two archetypal
mythe.

Up to the writing of Aaron's Rod Lawrence has been
greatly concerned with the mvth of the divine mother as
the model on which the image of the modern woman has bheen
based. Prom this novel onward Lawrence's attention is
concentrated more on the image of the modern man and how
it should ideally exist in relation to the modern woman.
To do this Lawrence draws upon the mythology of the divine
king. He conceives the leader of people in the modern
world in terms of the mythic hero in his societly, and in-
stead of giving the leading role to women he gives it to
men.

Lawrence has been rejecting in his novels the -domiu-

ance of women based on the myth of the divine mother.

However, in The Rainbow and in Women in Love he smeems to
satisfy himself with the establishment of & balanced and
polarized relationship between men and women. In Aaron's

Rod he explores the guestion in a very different way.



Instead of just rejecting the role of woman as divine
mother and the origin of creation together with all the
values that such a concept includesyhe proposes the idea
of a god-King, thus substituting the image of the divine
mother with the image of the divine hero.

The relation of Aaron and his wife is a kind of
conflict for mastery, with Lottie insisting on her higher
position on the grounds that she is the originator of
life, the source of creation:

Under all her whimsicalness and fret-

fulness was a conviction as firm as

steel: that she, as woman, was the

centre of creation, the man was but

an adjunct. $She, as woman, and parti-

cularly as mother, was the first great

gource of life and being, and also of

culture. The man was but the insiru-

ment and the finisher.
Aaron refuses to submit to his wife on this basis which
he considers to be typical of all women in the modern
world: '"She did but inevitably represent what the whole
world arcund her asserted: the life—centrality of woman.
Woman, the life—bearer, the life-source" (p.192). Asron's
determination to fight against the desire of the modern
woman for dominance singles him out as a leading pioneer

in this activity, for almost all men seem to accept as a

sacred belief the priority of woman and so tend to worship

'D.H. Lawrence, Aaron's Rod (Penguin Books, 1968),

pel142. Subsgequent references to this edifion will be indicated

by page number in my text.
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her as the image of the sacred mother: "Practically all
men, even while demanding their selfish rights as superior
males, tacitly agree to the fact of fhe sacred life-
bearing priority of woman" (p.192).

Aaron's refusal to accept the divine role that his
wife insists upon sparks off the main action of the novel,
and it is around this nucleus that the whole novel turns.
It is significant that the action of the novel starts with
Chrigtmas Bve and with this a new era in the life of the
Sigsons takes place. From now Aaron is going to become
the lonely wanderer and Lottie the lonely housewife. It
ig as if the coming to an end of the annual cycle coincides
with the end of a cycle in the life of the Sissons and the
start of a new one.

Thus Lawrence uses the myth of the divine mother +to
depict character and to shape action, for the behaviour
of Lottie as a woman and as a mother together with the
palttern of conflict that ensues between Lottie and Aaron
have their origin in myth. Lottie's disregard of her
hushand and her desire to treat him as her instrument, to
make him succumb to her wishes, to worship her as a
superior being are all bhased on the myth of the divine
mother or the Magna Mater. Aaron, of course, corresponds
to the man in this myth. But instead of playing the role
ag designed in the myth he determines to fight against it
andwefers to be independent, thus creating the pattern of

conflict on which the relstion of Lottie and Aaron is hased.
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in the hercic figure. The hero in this novel is based on
the god~King archetype. Although Aaron is the hero of the
novel as far as the action is concerned, it is Lilly who
represents Lawrence's conception of the ideal hero or the
god-King. L1lly's powers and position resemble those of
the mythic hero.. He sees himself as the undisputed master
and his will, like the heroes in Homer's epics and elsewhere,
is law. Aaron should submit to him and accept and even
venerate what Lilly tells hims

He remembered Lilly - and the saying

that one must possess oneself, and he

alone in possession of oneself. And

somehow, under the influence of Lilly,

he refused to follow the reflex of his

own passion (p.309).
Like the mythic hero Lilly is drawn as half man, half
god —~ a divine man. Like the heroic figure, Lilly is a
guperman but, unlike him, he does not possess any super—
natural powers and so he does not perform any miracles as
hig mythic counterpart usually dees. Although Aaron submits
to him and accepts his teachings, Lilly im not an incarnation

of a god as those figures in The Plumed Serpent are.

Although his actions are nearly divine and his words are
almost sacred law, Lilly is nct worshipped as a god.
Lawrence's conception of the herc is not an exact copy
of the mythic hero but a mixture of the mythic hero and
Lawrence's view of the ideal hero. The kind of obedience

that Aaron offers tc Lilly belongs to what is called in
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the novel "energetic slavery'” or "real committal of the
life—issue of inferior beings to the regponsibility of a
superior being! (p°327). Lawrence's hero isg a man with a
heroic soul but without the supernatural natural aura that
almost inveriably surrounds the mythic heroc. He is a man
whose “derk, living, fructifying power" (p.345) is greater
than that of any other man. Thus the new submigsion of
the ordinary man to the heroic figure will be a sort of
"life submission® (p.347) which, while demanding obedience
to a greater soul recognizes that "every man is a sacred
and holy individual, never to be isolated" (p.328). Al-
though Lawrence's hero is superhuman he basically possesses
a human form. However, the degree of submission that
Lawrence demands to his hero has 1ts parallel in myths
where submisgslon is urged to be made to a god-King or a
priest whose will and teachings are taken as uninfringible
and sacred laws.

Lawrence's quest for the hero is closgely connected
with his search for power and leadership. In this novel
Lawrence is loocking for a powerful and authoritarian but
responsible and beneficial ruler. Behind Lawrence's quest
for the hero is his desire fto make the ancient aristocratic
order replace the modern democratic chaos. In hig handling
of power the Laurentian hero is close to the authoritarian
but friendly and beneficisl god~King of the mythic period

and there ig no doubt that Lawrence's conception of the ideal



133

hero owes a great deal to this. Lawrence seems to be
fascinated by the kind of relstionship he believed to
have existed between the leader in the past and his
subjects. And that is why he shows a special admiration
for the Aztecs (p.119) and the ancient Beyptians (p«345)o
We know that the Aztecs and the ancient Egyptians con—
gidered their leaders as demi—gods upon whom depended the
welfare of the whole community.

Perhape the power-urge that Lawrence is looking for
might have been suggested to him from the beliefs of the
old Bgyptians with which he was well acquainted. In this
novel the ancient Rgypiians seem to be his model for
leadership:

We've got to accept the power motive,

accept it in deep responsibility, do

you understand me? It is a great life

motive. It was that great dark power—

urge which kept Egypt so intensely

living for so many centuries (p.345).
Alain Hus tells us that "the conception of the divine King,
protector of his subjects with the heavenly powers, was
foreign to the Greek mind. It was an Egyptian idea which
spread in the Bast and met with some success in Greece."2

In Bgyptian mythology, therefore, the King was considered

a god and even begotten by the god Ammon..3 The Hgyptians

2
Alain Hus, Greek and Romen Religion (London: Burns &
Qates, 1962), p.76.

3

James George Frazer, The Golden Bough, p.142.




worshipped their monarvchs zs gods nnd believed that the
gtate wag part of a divine plan with the ning beiung
regponsible for its wellebeing. Thus the pharach ruled
by divine rigutb. And Bo Lawru.co'. Jdesire to subnit the
life of ordinary people to th~ suthority of ¢ mmerior

leader endowe ™ —~ith o ereater horoic soul bears gront

regemblance te the o0ld - piian idea of a divine i

However, the idea of « uwivine Hing was not restricted

ke

o Tnote  In Babylony in lodds, in Hexdcoy, in Gresce and
Rome and elsewhere leaders and herces were regorded as
Vings or deified after their death. The Leurentian hero,
thereforve, belongs to the uwniver 1 myth of the divine
King or . oan born to be Kinge /And so the upge for

the rule of one superman and the antagonism shown ‘lbowards

democracy are reminiscent of the mythic view which mnde

the dndividual submit to hig socict;” d dte leadershipe

i the mythic hero is almost inveriably surrounded
by an elite of digciples Lilly ig surrounded by his disciple
Aaron Sisson. In myths there in on archebyr.. volatlion
between the hero and his discivle or disciples. The hero
is usually like o special bteacher whose words and teachings
are very much resgpected and vencrated. Obedience is made
to him by bis followers instead of to another anthority.
Aaren®s rolationship with Lilly belongs to that kind of
teactor-discinple archbetynal rol tionshivs

“"*You, ro., you too have the need to mubmite. You, too,



have the need livingly to submit to a more heroic soul,
to give your self'" (p.347).

However, because of the resemblance between Lawrence's
Aaron and the mythic Aaron in name and the rod or +the
staff, the relation of Aaro: and Lilly suggests the
relation between Aaron and Moses in the 0ld Testament.
Like Moses, Lilly is a prophet—like character who comes
to save society with a new social and spiriftual order.
Like the mythic Aaron, Lawrence's Aaron enacts and pro-—
mulgates the mission of the prophet Lilly by accepting
his teachings and by performing some wonders among the
people, wonders that can restore to people, such as the
Marchesa and himself, their individualism, singleness and
vitality. Aaron's flute, which is more often called red,
seems to have magical effects on those who listen to i%,
especially the Marchesa to whom it brings not only "a
natural relaxation in her soul, a peace" (p.297) but also
releasges her inner faculties making her burst with joy and
happiness and end up with her passions and love directed
not towards her husband but towards the wonder-maeker Aaron
Sission:

Manfredt knew that Asron had done what
he himself never could do, for this
woman., And yet the woman was his own
woman, not Aaron's. And so, he was
displaced .cs. And as in a dream the
woman sat, feeling what a joy it was
to float and move like a swan in the

high air (p.300).

What Asron does to himself is even greater than what he
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has done to the Marchesa, for '"the male godliness, the
male godhead" (p.301) which he restores to himself is
part of the power-urge that Lilly is preaching.

The resemblance between the rod of Lawrence's Aaron
and the rod of the Biblical Aaron is pretty obvious. Lilly
Toresees that Aaron's rod will "put forth" as the rod of
Moge® s brother "put ocut scarlet-runner flowers! (p.132)°
The power which Lilly attributes to Aaron's rod reminds
us of the magical rod in the hands of Moses which turned
into a serpent and in the desert oroduced water from the
rock, In the Bible, however, both Moges and Asron have
rods, and sc the miracles which Moses performed were also
done by his brother. In the novel, the rod seems to he
endowed with some magical powers usuvally attributed to the
mythic rod. The function of the rod in the novel is o
re-activate the old element in man as Moses's rod drew
out water from the rock in the desert. Indeed when Aaron
releases the old element in the Marchesa and himself by
playing the flute he thinks he has performed g miracle:
"Aaron, sitting there, glowed with a sort of triumph. He
had performed a little miracle, and felt himself a little
wonder-worker, to whom reverence was due" (p.300). The
Marchesa is also described as a budding flower: '"'The
woman looked wonderingly from one man to the other -
wondering. The glimmer of the open flower, the wonder-

look £till lasted" (p.300). Power rises in Aaron as water



rose out of the rock: "His manhood, or rather his male—
ness, rose powerfully in him" (pp. 300-301). Before this
new metamorphosis Aaron seems to have been living in a
sort of arid waste land where vital life hardly exists:

For such a long time he had been gripped

inside himself, and withheld o... e

had wanted néthing, his desire had kept

itself back, fast back. For such s long

time hisdesire for woman had withheld

itself, hard and resistant (p.301).
The revitalizing power of Asrron's rod is reminiscent of
the mythic rod which brought forth water in the desert.
Moreover, the rod seems 1o have turned into a serpent in
the sense that it re-—activates the power of the serpent
or the dragon inside Aaron (p.301). The "godhead" that
now exists inside Aaron is what Lawrence refers to in
Apocalypse as "the dragon" or the serpent. Lawrence
claims that the Greeks called the power of the dragon in
man as the "god" in him.4 By liberating the power of the
dragon in himself, Aaron becomes a hero in Lawrence's
definition of the word: "A hero was a hero, in the past,
when he had conguered the hostile dragon, when he had the
power of the dragon with him in his limbs and breast."5
The novel suggests that the rod is life-bringer, for it

is only when it stirs the power ofthe serpent inside

Aaron thet Aaron becomes really alive.

D.H, Lawrence, Apocalypse, p.220.

5Ibid.,p,222,
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Having achieved its purpose the rod is no longer
necessary. Not before long the rod is symbolically
broken in a bomb blast. But that does not mean the end
of it, for when Aaron drops the remaining half of the
broken flute Lilly assures him it will grow again: "W'It'll
grow again. It's a reed, a water-plant. You can't kill
it.'" (p.331).

The rod is not restricted to Jewish mythology;
rather it is a world-wide tradition. In Greek mythology
the wand was the distinctive symbol of Hermes, the mess—
enger of the gods.6 With his wand Hermes used to cast
some magilc spells,7 In the hands of Athene the wand had
magical powers:

As she spoke, Athene touched him /i.e.
Odysseug] with her golden wand, and
behold, a clean mantle and tunic hung
from his shoulders:; his stature was
increased _and his youthful vigour
restored.8
In Roman mythology the wand of Mercury was capable of
9

metamorphizing people from one condition to another.

Andrew Long tells us that "Cilcero speaks of a fabled wand

6 .
Meyer Reinhold, Past and Present, p.l13.

7Homer, The Odyssey, (trans) B.V. Rien (Penguin
Books, 1959), p.351.

SIbid,i '_pn 2490

9Virgi1, The Aeneid, p.1C4. BSee also Cvid, Neta—
morphoses, p.50.



. 10
by which wealth can be produced.” Aaron's rod may
also bear some resemblance to Virgil's golden bough in
that the bough, as Frazer sees it, is a rod or a staff
which the wandering and the forlorn Aeneas carried with

. . , . 11 .
him as his best companion. Thus in myths the wand or
the rod is the companion of forlorn travellers or heavenly
messengers. Usually the wand is connected with» fertility
and good luck: 'From time immemorial ... Z%he wand/ had
- L . w12

been a fertility symbol in the Agean and Near East.
The wand associates Aaron withthe archetypal wanderer
travelling from one place to another and performing some
wonders and miracles that are usually pleasing and bene—
ficial. The wand alsgo associates Aaron with the archetypal
wonder-maker, for as Andrew Lang pointed out: "In all
. ) L wl3
countries rods or wands ... have a magical power.

Bince the rod has such legendary powers it becomes
feasible to suggest that Lawrence uses the rod as a symbol
of salvation not only for Aaron but also for mankind. What

Lawrence is saying is that the modern world is in need of

a saviour who can redeem it from its aridity. Aaron's

10
Andrew Lang, Custom and Myth (London: Longmans,
Green, & Co., 1898), p.182.

1James George Frazer, The Golden Bough, p.T707.

2
! Meyer Reinhold, Pagt and Present, pp. 113-114.

13Andrew Lang, Custom and Myth, p.182.

13%
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rod with its magical powers is but a fictional way of
saying that such a salvation is possible. In the novel
there are several references to the blossoming or budding

14

rods. The idea is that the rod is identified with a
tree or a plant that can die and grow again. FPeople are
compared to these ever—dying, ever—growlng trees: ''And
I don't see why a race should be like an aloe tree, [{lower
once and die. Why should it? Why mot flower again? Why
not?'" (p.277). Later Lilly tells Aaron that the "Cod~
head" inside him is his own tree, his own Tree of Life,
or his rod.

'You are your own Tree of Life, roots

and limbs and trunk. Somewhere within

the wholeness of the tree lies the very

self, the quick: its own innate Holy

Ghost: puts forth new buds, and pushes

past old limits, and shakes off a whole

body of dying leaves (Dp.344).

The rod, therefore can be equated with or related to
the Tree of Life. In this sonse the rod is reminiscent
of the Cross which has also been identified with the Tree
of Life. As Joseph Campbell observes: !"throughout the
liddle Ages A?he croa§7 was equated with the tree of
w15

immortal life. Mircea lHliade also points out that

the symbols of the Cosmic Tree and the centre of the

world Lgr§7 incorporated into the symbolism of the Cross.”16
14

Aaron's Rod, pp.132, 251, 277, 33l.

1
5J‘oseph Campbell, Myths to Live By, p.29.

161‘fiircea Tlide, Birth and Rebirth, p.119.




Alan Y. Yatts also ascerts that Feses's rod came down to
Solomon, to Joseph, to Judas znd became the cross upon
which Jesus was crucified, and so the Cross became the
13 1 17 1 e . a1

Tree of %alvation. Like theCrosg, the rod shous the
turning of the cycle from death to life. Aaron's rod,
therefore, stands for the Tree of Life as well as for
salvation. It also symbolizes the everlesting cycle of
death and rebirth. In the novel, the rod heralds the
turning of the cycle from the exhausted period of "Love!
to the vital epoch of *'Power'.

We've exhausted our love-urge, for the

moment. fnd yet we try to force it to

continue working, So we get inevitably,

anarchy and murder. It's no good.

Welve got to accept the power motive

(p.345).
The fact that Asron's name is borrowed from the Bible indi-
cates that Lawrence is using the biblical myth to give
welght and support to his subject and to confirm his belicf
that a new revival of the old principle of vower and heroism
is possible.

T.. the novel the rod ig another nane for asrcn's
flute. aturally Aaron's flute recalls some stories obout
the flute in the worid's mythologies. Imn Indian mythology,
as Joseph Compbell obssrves:

7

Alan . Watts, Ilyth and Ritual in Christianity » Int -
?cauubwh;fg‘5wi,5g‘ . o
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there is the figure «... of the Lord
Krishna playing his flute at night

eseo. alt the sound of whose irresistible
straing young wives would slip from
their husbands' beds, and stealing to
the moonlight wood, dance the night
with their beautiful young god in tran—
scendent bliss.’

In Ovid we read that Orpheus made the wood and rocks follow
the sound of his music19 and that by his music he used to
lure away husbands from their wives.2o That Aaron's musgic
makes people stop to listen to it (p.21) and entices women
away Trom their husbands to fall in love with him suggests
a connection between Aaron's music and that of Krishna and
Orpheus. The music of all these players seems to have
magical effects on those who listen to it.

The structural pattern of Aaron's Rod largely derives
from ritual, particularly initiation ritual. Joseph
Campbell has outlined the stages which comprise initiation
rituals:

In any rite, or system of rites of
initiation the same three stages are
to be distinguished as in the rituals
of Ausitralias, namely: separation from
the community, transformation (usually

physical as well as psyohological), and 5
return to the community in the new rcle.

18Joseph Campbell, Myths to Live By, p.153.

19
“Ovid, Metamorphoses, p.268.

201bid,;p.268.

2
1Joseph Campbell, Primitive Mythology, p.118.
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Structurally the novel is made of three main movements
corregponding to those in the initiation ritual as pointed
out by Joseph Campbell, In the first movement Aaron is
geparated from his home, wife and children, in short from
the community to which he belongs. Thereafter Aaron's
life remains that of a wanderer cut off from society,
though he occasionally meets some people with whom he

does not have a lasting friendship.

In the second movement Asron becomes closely connected
with Lilly and it is durine this period of his acquaintance
with Lilly that his transformation begins. As in the
initiation rituals the second movement starts with Aaron's
retirement to a secluded vlace in Lilly's house., There he
seems to be completely isolated from people apart from his
initiator and his doctor. In initiation rituals the ini-
tiate soes through some difficult ordeals or a symbolic
death before he is reborn 1ater.22 Similarly Aaron under—
goes some sort of gymbolic death as shown by his falling
ill and becoming almogl completely dependent upon Lilly
who nurses him through this period of illness., Indeed at
one stage Aoron feels he is closer to death than to life:
“'Ttm only fit to be thrown underground, and made an
end of'" (p.115), he tells Lilly. At the end of this

ordeal faron is ritualistically anointed by Lilly.

ZZMircea Fliade, Birth and Rebirth, p.36. See also
William Simpson, The Jonah Lecend (London: Grant Richards,
1899), p.39; B.0. James, "Initiatory Rituals," yth and
Ritualg(ed.) S.H. Hooke, p.147.
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Anthropologists have pointed out that the second
stace of the initiation ritual includes a symbolic return
to the origin. Mircca Eliade writes: The initiatory
cabin represents nolt only the belly of the devouring monster
but also the womb., The novice's death signifies a return

n23

to the embryonic state. William Simpson also tellsg us

that: "in the Brahmanical initiatory rite .... the
novitiate becomes an embryo, in order to bhe born againn”24
Likewise Aaron seems to have returned to the period of
childhood during this second stage, for he is nursed by
Lilly as a child is nursed by his mother, and as Lilly
tells him: "I'm going to rub you as mothers do their
babies whose bowels don't work" (p.118).

The metaphoric return to childhood and the rubbing
with oil seem to be the preliminary step towards the
introduction of Aaron intc a new way of life. Anointment
occurs in some initiation rituals especially those in the
Bible. Moses, for example, anoints Aaron, installs and

25

consecrates him to become God's priest. Samuel anoints
26 . .

Saul to become King. The anointment of Aaron by Lilly

gseems to have some connection with the old ritualistic

23

Mircea Bliade, Birth and Rebirth, p.36.

24William Simpson, The Jonah Lesend, n.36.
25

2
6The 0ld Tesgtament, Samuel, 10, 1.

The Cld Testament, Exodus, 28, 41.



anoiniment and can be part of Ascren's initiation into the
new way of 1if§ and a sipn of his importance in the new
priesthood. That this anointment is part of faron's
rebirth can be recognized in the dhange‘that follows the
rubbing of A ron with oil: "He saw a change. The spark

had come back into the =ick eyes, and the faint trace of

a emile, faintly luminous, into the face. Awron was regain- -

ing himself."” (p.118). Lilly also sces the rubbing of
Aaron with oil as a way of rubbing life into him: *'I
suppose really I ought to have packed this Asrcen off to
the hospital. Instesd of which here am I rubbing him
with oil %o rub the life into him'™ (p.12C). .

As the novice in initiation rituals is instructed
. . . . L, 27
into some new beliefs belonging to his own community
so in the novel Azron leerns from Lilly about the futility
of the old system of love and the need for a new systen,
8 new power-urgsc. .

Mogt initiation rituals include the performance of

: 28 - . . . . .
some feats. Similarly beflore Laron's Ffinal eebirth is

achieved he has to perforn some miraculous feats. Aczron's

feat is the miraculous transformation he brings upon the

2 o _ s .

7Charles 1o Bckert, "Initiatory lofives in the
story of Telemachue,'" iyth and Literature (cd.) Jokn B,
Vickeryy Tntrodwetion s e v¢z. ‘

I3

28Ibid4;p.162.




Harchesa as well as upon himself. Having achieved this,
Aaron's rebirth is complete and now he lives in a new
order. In fact Aaron's behaviour after this rebirth
follows the principles of the ideology into which he has
been instructed.

In the third and final stage Aaron is restored to

society and to normal life. He is no lonser the obstina te-

enemy of women and is able to make some sort of relation-—
ship with the Marchesa. His friendship with Lilly has
now strengthened and his relation with other people has
now improved. Whether he will return to his wife or

not is not clear in the novel, but he tells the Marchesa
that he still loves his wife and can't help it (p.311).
Probably this might be a sign that he will eventually
return. But whether he returns or not it is obvious that
now Aaron's life has undergone a new transformation and

that he is finally established in society in the new role.
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Chapter Eight

The Use of Mythology in Kangaroo

In Kangaroo Lawrence continues his search for the dark
gods and the power-urge. Indeed this novel contains the
second largest treatment of the darkq/among all Lawrence's //30A5
novels. The contrast between the dark gods and the Judeo—
Christian God constitutes the major theme of th;s novel.

In Australia Somers comes to know two secret political
organigations in the country: a rightist organization
headed by Kangaroo and a leftist one under the leadership
of Struthers. Somers turns to the dark gods as an alterna-
tive to these two ideologies after he realimes their futility
to save the country. More emvhasis is laild in the novel on
Somers' relation with Kangarco who represents the Judeo—
Chrigtian God than on Struthers who stands for the "sacred"
power of the workers.

Lawrence takes pains to portray Kangaroo as a Jeho—
vaish character. Hig love of power and his desire to destroy
his enemies undoubtedly reveal his Jehovah-like gqualities.
Like Yahweh he is a powerful figure who lilkes to be held in
fear, although he shows some signs of ostentatious love,

Like Yahweh he seems to be kind but through his shrewdness
and subtlety can score a decisive victory over his oppo-

nents and enemies. Kangaroo is as authoritative as Yahawch
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and congiders his will and authority as law that ought

to be obeyed and respected. Like the Jewish deity Kangaroo
ig a protective figure who likes people to put their
affairs in the trust of his loving care. Kangaroo is an
incarnation of the deity who likes to rule people by the
power of the old Law or the Ten commnendments. He abstracts
himself from human beings by insisting that he is not a
man but a King of beasts and men - a claim that makes him
lock like the greatest Almighty. The fact that he is a
Jew together with his claim that he is Abrabam's bosom
suggest his connection with Jehovah more than with any
other god. His assumpbion that "!'the fire that is in my
heart is God'"1 recalls the appearance of God to Moses

"in the flame of a burning bushu"2 His desire to ''collect
all the fire in all the burning hearts in Australia'®
(p.137) is reminiscent of Jehovah who is "a devouring fire,
a jealous godo"3 As a Jehovah-like figure Kangaroo sees
his enemy in the demon or the dewvil inside Somers, or the
Yatanic power that resists Cod's will. His identification
with a "thunder—cloud" (p.148) recalls Yahweh who often

appears in the Bible in the form of a pillar of cloud.

b, Lawrence, Kangaroo (Penguin Books, 1968), p.l36.
Subsequent references to this edition will be indicated by
page number: in my texte.

2The 0ld Testament, Bxodus 2, 3, 2.

3The 01d Testament, Deuteronomy 4 , 24.
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Kangarco's fury at Somers' desire to worship other gods
than Kangaroo's God reninds us of Yahweh's anger with the
Jews when they turned to foreign gods, and so the jealousy
of Kangaroo suggests Yahweh whose "name is the jealous God,
and a jealous God he is.”4 Kangaroo's ‘lerrifying power
ig reminiscent of Yahweh who is a "great god and mighty
and terrible God.”5
In myths gods appear in the form of animals. In this
novel Xangaroo is used allegorically to stand for the
Jewish God. Physically, whalt connects the two is the
pouch or the belly which is used in the novel as a symbol
of domination and possession. In other words, the belly-
pouch of Kangaroo is a symbol of his desire to contain other
people and to make bthem submit to him as Jehovah did to his
people. Kangaroo's large belly enhances his physical large—
ness, thus suggesting a father-like god who wants to make
people subservient to his own will. More specifically
Kangaroo's belly-pouch is a symbol of his desire Lo save
Australia by carrying it in his belly., The belly-pouch
ig a symbol of Kangaroo's absolute, Jehovaish authority.
Kangaroo wants to make Australis a new Jerusalem under
his control. The press of the opvosition sees him as a

would-be "absolute, a Dictator" (p.205).

4
The 01d Testament, Bxodus, 34, 14.

SIbldup Pe 653.
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As T pointed out at the beginning of this chapter
Kangaroo stands for the Judeo-Christian God. Having shown
what is Jehovaish about him I now move on to explain what
makes him a Christ figure. Kangaroo is poritrayed in the
novel as the God of love. He appears as a loving father
who considers people as his children who need his fatherly
love: "'They are my children, I love them'" (p.147). For
Kangaroo love is ‘the only value that matiters: "'I believe
in the one fire of love. I believe it is the one inspi-
ration of all crestive activity," (p.148). Kangaroo is
ostensibly concerned with love and here we can recall that
in the Laurentian canon Christianity is eguated with the
principle of Love.6 That Kangaroo's love comes, as Somers
tells him, from the spirit and the head (p.151) suggests
the Christian God. That Kangaroo is simultancously a man
and a god, a father (p.126) and a son (p.151) reminds us
of Christ. As a Christ-like [igure Kangaroco wants to make
Somers accept his principle of love by exorcising the
demon in him (p.151)n Kangaroo's spirituslism ags revealed
in hig sexual ascebicism, his desire to establish a fath-
erly autbocracy, his role as a saviour and his preaching of
the principle of love suggest a Chrisi~like figure.

Although Kangaroo has much in common with Lawrence's
conception of Christianity Kangaroo is not intended to

6

D.H. Lawrence, Phoenix, p.453.
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be an accurate replica of Christ. Besides representing
Lawrence's basic conception of Christianity Kangaroo is
a reprcsentative of Christianity gone wrong. His love,
although it pretends to be Christian is far from being
so in actual fact. Instead of being the innccent lamb
as Christ is uswally represented Kangaroo is, as Lawrence
puts it, "the lamb of CGod growm into a sheep” (p.127).
Undoubtedly there is some cxaggeration in Lawrence's
portrayal of Kangaroo as a representative of the Judeo-
Christian God. But as a means of driving home to the
reader the meaning of the novel and the intention of the
author such an exaggeration can be justified.

In Kangarco Lawrence firmly reiterates his earlier
rejection of a monotheistic God as preached by the Jewish
and the Christian churches. Instead he advocates a poly-—
theistic principle which allows for the introduction of
various deities according to man's needg and aspirations:

The pagan way, the many gods, the

different service, the sacred moments

of Bacchus. Other sacred moments:

Zeus and Hera, for example, Ares and

Aphrodite, all the great moments of the

gods, from the major moment with Hera

to the swift short moments of Io or

Leda or Canymede (p.160).
Barly in his career Lawrence showed some dissatisfaction
with traditional religion. Here he starts to work out a
religion of his own. The new god or gods should not be

rationalized: '"The God must be unknown. Once you have

defined him or described him he is the most chummy of pals,

15
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as you'll know if you listen to preachers" (p.311).
Instead of an ideal, well-defined, mentally explsined
God Lawrence prefers his God or gods to remain dark or
unknown: the dark gods. And instead of a sky God who
enters people from the head snd the spirit the new CGods
should be on earth and enter from the below, frcm the
darls regions of the human body, to use one of Lawrence's
own phrases: “'Not through the snirit. Enter us from
the lower self, the dark self, the phallic self'" (p.150).
Thus the new religicn will allow for the gods of the
flesh and the blood ingtead of merely for those of the
mind and the spirit. In other words it is phallic cong--
ciousness rather than love which is the driving force in
the new religion: "WNot love — just weapon-like desire.
He knew it. The god Bacchus:™ (p.159).

In the new religion there is no separation between
God and his creatures asg in most monotheistic religions,
but rather an identification between God or gods and man »
in the sense that God is present inside man through some
sort of communion: "And every living human soul is a well-
head to this darkness of the living unutterable oo.- .
Into his unconscious surges a new flood of the God-darkness"
(p.294). Thus all people can be permeated by the deity to
varying degrees. The new religion contains no absolubism:
"The dark God, the forever unrevealed. The God who is

many gods to many men: all things to all men" (p.312).
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Thus God is not a fail accompli but a phenomenon capoble

of being imaginatively and creatively pursued. God is in
an ever-—changing process with the old conception being
superseded by a new one:

Alas, there is no lorse-code for

interpreting the new life~prompting,

the new God-urge. And there never

will be. T+t needs a new term of

speech invented each time. A whole

new concept of the uwniverse gradually

born, shedding the old concept (p.326).
lan is free to seek God or gods in the way he likes and %o
the degree he wants; but obedience should be made to those
in whom God is more manifest than in others: "Sacrifice
to the dark God, and to the men in whom the dark God is
manifest" (p.312).

According to the new religion the bhest period of life
is not in the afterlife but should be on this earth. Somers
objects to the despising of the material world as preached
by Christianity (p.111). While Christianity and Judaism
and some other mythologies loocked to the afterlife and
to a kingdom in heaven the new mythology is concerned with
establishing ite kingdom here on earth. The way is that
"the men with the resl passion for life, for truth, for
living and not for having ... . must seige control of the
material possessions' (p.111). This means that an elite
minority should be in control and the general public should
follow them. The leader or leaders in the new system should

have the greatest degree of communion with the dark God or

gods:



Before mankind would accaeot any man fop

a King, and before Harriet would ever

accept him, Richard Lovat, as a lord

and master, he, the self-same Richard

whe was so shrong on kingship, must open

the doors of hip soul and let in a dark

Lord and Master for himself (pe96).
Submission to a greater soul is ircovitable and the novel
ingists that this submigsion does not negate individuality,
for paradoxiocally enough, submission to the dark God is ‘the
real source of freedom: "The man by himself - thol & the
absolute - listening - that is the relativity - for the
influx of his fate, or doom” (pe310). Moreover, the sub-
mipeilon of one man to another includes some sort of polarity
that makes sach man a ligtener and an answerer ot the same
time (pe333). In short, this submission becomes a sort
of sacred conbact in the dark (p«361).

Lawrence's new religion hardly includes any animism,

the mythological system of ancient manj; rather, emphasis
igs put on the relation of man %o woman, men to God and man
to sooclety. The hero in the new system is the person who
can achieve a "living" relationship with these (p.182).
Like +4he relation of men with Cod and of men with other
men the relation of man with woman includes some sort of
submission. In thir case the amount of Godhead in the
individual as the decigive factor in the (question of who
ig going to submit to whom is of no imporlancas woman should
invapiably submit to man. Lawrence, however, gualifics

this submission by making it not bto the will of man but to



"the mystic men and male in him (pel33), and by insisting
that before any submission like this can be made man
ghould submit to the dark ..d (pe194). In this way sube
migplon would not he some kiand of slavery but a wmystic
submisslon very gimilar to the sulmiseion of man to mane.
It is aleo a sacred submisszion, for indivectly it is a
gubmigsion Lo the dark CGode

Having ocutlined the bhasic principles of Lawrencets
mythological system it now remains to explain the origine
ality of that system. The grecatest amount of this oprie
ginality comes from {the new terminology which Lawcence
almost invented to talk about his mythological sysbemns
Thig ‘erminology is so large and obviocus that a detailed
explenation of it is not necessary., Apert from this, the
second major contyibution by Lawrenoce is the ability to
assemble so many diverse elements from mo meny mythologies
and to assimilate them into one and almost coherent wholcs
Lawrence's rcligious cult of the dark gods includes
elements derived from the mighty and jealous Cod of ‘the
01d Testament as well as quolities CFrom the God of love
in the New Testament: "And the Unknown is a teryribly
jealous Cod, and vengeful"” (p.3L4),; "not that even now he
dared quite deny love. Love is perhaps an eternal part
of life. But it is only a part” (pe261).

From Greek, Roman, Egypbtian as well ag other mythow

logies Lawrence borrowed the phallicism of his dark gods:
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"The pagan way, the many gods, the different service,
the sacred moments of Bacchus” (0.160); “there was a down—
slope into Orcus, and a vast, phallic, sacred darkness,
where one was enveloped into the greater god as in an
Egyptian darkness"” (1.160). Lawrence once wrote that
the idea of a"God" who enters from below was recognized
by the mythologies of the ancient world: '"The old, dark
religions understood. 'God enters from below,' said the
Egyptians, and that is right.“7 Undoubtedly anthropolo-
gists would agree with Lawrence about the vhallicism of
ancient mythologies.

From Fgyptian, Babylonian and Indian mythologies
Lawrence derived the idea of mystic submigsgion to Cod and
the incarnation of God in man. Thus his principle of
lordship or the submission of one soul to a greater one
iz deeply rooted in these ancient mythologies: Y"Perhaps
the thing that the dark races know: that one can still
feel in India: the mystery of lordship” (p.12C). The
submission of woman to man bears great resemblance to her
gituation in theBible where man is the master, and to
Indian mythology where woman is supposed to accept her

hughand as her lord and masier.

7Letter to Willard Johnson, 12 Cctober 1922, The
Collected Letters of D.H. Lawrence, Vol. II, p.726.

8Joseph Campbell, Myths to Live By, p.l52.




The aristocratic principle according to which the differ—
entiation between people is made and the question of
leadership is decided has its origins in Indiag;Babylonian
and Bgyptian mythologies where Kings were considered as
gods incarnated. In the novel we read:

'0f course you can't go on with a soft,

oh-go~friendly life like this here.

You've got to have an awakening of the

old recognition of the aristocratic
principle, the innate difference between

peonle’ (p.305).
Lawrence's hero has as much power as the mythological herc
and the god-King. Like them he possesses spiritual and
temporal power.

In Kengaroo Lawrence is more or less a myth-maker.
He starts with the assumption that no new change can be
made without a new religious system and that men cannot go

on without having something to believe in. Thus the exigt~—

ence of a mythological system is both beneficial and necessary,

In this novel Lawrence feels that time has come for the
ancient gods to be revived again. He revives those ancient
gods and adapts them to his own purposes. loreover, he
manipulates them to support his ideas of male leadership
and phallic consciocusness asg the driving force or the nower-—
urge of the new era. Like the works of wmany mythological
writers, Lawrence's mythological system is a life—suggesting
force and his godsg are intended to he life-bringers. His
approach is one of expansion rather than reduction and the

multiplicity of his gods matches his religious and creative
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aspirations which found fulfilment not in one single myth-
ology but in world mythology as a whole: "It is not that
he is jealous of Thor or Zeus or Bacchus or Venus. The
great dark Cod outside the gate is all these gods™ (p.314).
Thus all the mythologies of the world have a common ground,
although gods are of different shapes and colours. Although
Lawrence does nol create a new mythology of his owm, there
is no doubt thut Lawrence's success in combining different
elements from various mythologies to make a mythological
system ig in itself a good achievement.

Structurally, the r@le of mythology can be seen in
the adventure as the major structural pattern of the novel.
It is not only a physical adventure like that of the mythic
hero but also a thought-adveniure,; that is gimilar to it.
Lawrence tells us that a novel is not merely a “record of
emotion-adventures, flounderings in feelings'" but that it
is also "a thought—adventure, if it ig to be anything at
all complete’ (p.308). Having arrived in Australia from
Europe Somers embarks on a series of adventures with some
unusual peovnle assuming the role of saviours. Somers' main
adventures are those in which he allows his imagination to
carry him from one thought to another, and each time dis-—
covering a new idea or a novel conception. The final
result of these thought-adventures is that the novel
becomes a sort of discovery, and the hero learns a great

deal from his experience as he moves along through the
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course of these adventures. Struthers and Xanraroo,

Liabour and Capital are pictured as the rocky Scylla and

the whirling Charybdis, with each side facing and threat—
ening the other and blocking the passage in the face of any
person who wants to cross between them. The hard line
policy and the obstinacy of Struthers remind us of +the
mythic Scylla and the big belly-pouch of Kangaroco recalls
the devouring whirlpool of the mythic Charybdis. OCn his
course of adventures Somers is metaphorically entangled
between these two straits, but like the mythic hero he manoges
to extricate himself from their dangerous power, and to
carry on witl. his mission of seeking the dark gods and
establighing a better order.

The thought—-adventure as the shaping pattern of the
novel makes it abound in ideas, arguments and deviations.
It is very likely that students who approach this novel
expecting a traditional pattern will immediately denounce
the novel as formless and lacking in action. However, T
bhelieve that we can do more justice to Lawrence by treating
this novel as a novel of ideas rather than of feelings and
emotions. In this way its digressionsg, bits, sermons, and
intellectual arguments and discussions can be more easily
appreciated.

Besides the thought—-adventure, Kangaroo contains the
pattern of the archetypal adventure or the journey of the

mythic hero as outlined by Joseph Campbell:

5%



A hereo veniures Torth from the world
of common day into & regilon of super—
natural wonder: fabhulous forces are
there encountered and a decisive
vietory is won: the hero comes bacl
from his mysterious adventure with

the power to bestow boon on his fellow
memn .’

Joseph Campbell recognizes three main stares common to all
mythic adventures:

Whether presented in the vast, almost
oceanic images of the Orient, in the
vigorous narr~tives of the Greeks, or
in the majestic legends of the Bible,
the adventure of the hero normally
follows the pattern of the nuclear unit
described above: a separation from the
world, a penetration to the source of
power and a life—enhancing return. 10

Joseph Campbell adds that usually there in a figure who
acts as a guide to the hero.11 The effect of the adventure,
he observes, is "the unlocking and release again of the flow
of life into the body of the world."12

In the novel we can recoguize the three stages of
the mythic adventure, namely separation -~ initiation -
return. Somers leaves Burope and comes to Lustralia

accompenied by his wife Harriet. Somers' real guide,

however, is not Harriet but a local character, Jack whose

9Joseph Campbell, The Hero with a Thousand Faces
(Yew York: Bloomington Foundation Ince., 1953), Ps30.

O,
9rpid, , p.35.

Mo
Thid,,pe55.

121bid.,p.4o.
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early acquaintance with Somers and whose briefing of Somers
aboutl the situation in Australis makes his role look siuilar
to the guide in the mythic journey. Jack gives Somers

some information about Kangarco and guides him (though not ih
a very friendly way) during his contacts with Kengaroo.
Having introduced Somers to Kangaroo and guided him through
Kangaroo's underworld Jack's role becomes of secondary
importance and so he is not frequently mentioned afterwards,
although he had figured prominently in the early chapters

of the novel.

The second stage marks Somers' descent into the under—
world of Kangaroc. The conflict between Somers and Kangaroo
may be linked with the archetypal fight between the menster
and the mythic hero. Benjamin Coolﬁﬂis presented as a
kangaroo who is the king of beasts in Australia. With
hig desire to dominate other people and to engulf them, so
to speak, and to carry Australia in his pouch, together
with his terrifying power Kangaroo suggests the monster in
myths. Joseph Campbell has pointed ocut some of the chara-
cteristics of the tyrant-monster common to the various
mythologies of the world:

self-terrorized, fear-haunted, aleri

at every hand to meet and battle bhack

the anticipated aggressions of his
environment, which are primarily the
reflection of the uncontrollable acgui~
gition within himself, the giant of self-
achieved independence is the world's

megsenger of disaster, even though in
his mind, he may entertain himself with



human intentions.1
Kangarco is a good example of the tyrant-monster described
above. Like the mythic hero Somers fights the monster till
the monster is defeated. However,; Somers' battle with
Kangaroo is a battle of tongues rather than a physical one,
with Somers winning a decisive victory in the end. Bven
before Somers wins his final victory there are many occa~
sions when Kangaroo seems to be losing and on his way to
defeat: "Without another word Somers went, leaving the
otner man sunk in a great heap in his chair, as if defeated.
Somers did not pity him' (p°153)a Kangaroo's death does
not come directly through a fight with Somers but as a
result of the fatal wound he receives in his belly during
the wviolent row between the two rivel political organiza—
tiong in Ausgtralia. Still Kangaroo continues to accuse
Somers of killing him: '"'You've killed me. You've killed
me, Lovat!i'" (p.368).

The death of Xangaroo reminds us of the monster in
myths by whose death people are saved. Affer Kangaroo has
been fatally wounded Somers becomes free to leave
Ausgtralia, and quite safely. On the mythological level
this means that Somers has emersed triumphant from the
monster's belly after spending some time in it. For a long
time in the novel the reader is given the impression that
Kangaroo is engulfing or swallowing Somers as well zs
other veople and =o the analogy between Somers' release

13

Joserh Cempbell, The Hero with a Thousand Faces,

Palbe
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after Kangaroo is wounded in his belly end the emergence of
the mythic hero from the monster's belly is not a for—
Fetched analogy. Symbolically Somers' entry and return
from it signifies, as in myths, the passage from chaos

to creation.14 And ag in the case of the mythic hero
Somers learns new wisdom through his ordeal ingide the
engulfing belly of the monster.

Thus the story of Somers and Kangaroo belongs to the
universzal myth of the hero and the tyrant-monster, like
the gtory of Jonah and the whale or the myth of Kronos who
swallowed his children to avoid their possible danger. The
game story also belongs to the myth of the descent of the
hero into the underworld and his return from it, if we
accept Mircea FEliade's claim that "the sea monster's belly
oso . represents the bowels of the earth, the realm of the
dead, Hella“15

The third stage of the hero's adventure in this novel
starts with Somers! release after the death of Kangaroco
and culminates with his departure from Australia. Somers,
however, does not return to Furope but goes straight to
America. But his adventure has been a life-enhancing one
like that of the mythic hero. Through this adventure

Somers has learnt a great deal and gained a large experi—

14.,. s \ .
4M1rcea Eliade, Myths, Dreams and lysteries, p.224.

itirces Eliade, Birth and Rebirth, pe64e
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ence. In addition to that, the death of Xangaroc seems
to have freed Australia from the harmful grip of its
monster masquerading in the form of a saviour.
Kangnroo's two—fold role as a tyrant-monster and as
a despotic god also suggests the myth of the hero who
revolts against a tyrant-god. Kangarco is, to a certain

extent, Lawrence's Prometheus -Bound. Like Prometheus

Somerg isg the champion of humanity fighting against the
absolutism of a despotic god. Metaphorically Somers is
tied like Prometheus until the god (Kangaroco) loses and
the human patriot {Somers) triumphs. Somers' fear and
terror before he is free to leave is tantamount to the
gsuffering of Prometheus before he is finally released.
Like PrometheusySomers is thirsty for knowledge and
thought adventure. Like him againsSomers is the patron
of a new age and the representative of energetic opposgition.
Structurally the pattern of revolt, suffering and release
characteristic of the Prometheus myth is also true of the
story of Somers and Kangaroo.

A further mythic element in Kangaroo can be seen in
the way the sea is treated in this novel. The sea figures
prominently in the mythologies of the world; and so 1%
does in Lawrence's novel. Frequently Somers wants to
plunge into the depths of the sea as a way of avoiding
Kangaroo and a humanity gone wrong,16 In the coldness of

the sea Somers seems to find a suitable outlet for hig

16Kanggggg, pp. 139, 14C, 154, 155, 163, 164, 365.



tendency towards isolation and his desire for independence
and individualism. Although the sea depths may well
suggest death the aim behind the plunge into the sea is

not to seek death butbt rather to find life and to achieve
renewal. By going down into the sea Somers reaches an
embryonic state where he is very close to the first origins
of life and creation: "To be an isolated swift fish in the
big seas that are bigger than the earth; fierce with cold,
cold life, in the watery twilight before sympathy was
created to clog us" (p.14C). In the depths of the sea
Somers hopes to gain the vigour of a fish end then to re-
emerge into a new life (p.154). By plunging into the

sea Somers hopes to encounter the darkness which he is
looking for and then learn to meet people in the comvlete
fulfilment of darkness (pa154)o In taking his imaginary

diveg into the sea Somers seems o have shed the past and

ite toils and fo have emerged as a new creature (pp.164, 315).

N

Lawrence's treatment of the sea is basically mytho~
logical. In myths the sea is usually considered cs the
source of life. William Simpson pointed out that in many
mythologies Mit apnears that the sea became a pgreat abyss

17

out of which everything came." Somers® return to the
sea, therefore, suggests a return to men's primordial
stage as well as achieving renewal. From the darkness of
the sgea Somers is reborn.

17

William Simpscn, The Jonah Legend, p.l43.
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The plunge into the sea iz a common feature in world
mythology. In Homer, Dionysus plunges into the sea,18
Christ is symbolized by a fish, Goliamesh undertakes a
journey below the waters of the sea, Jonah is swallowed by
the whale, and in Hindu mytheclogy the fish aprears as the
incarnation of the god Vishnun19 In all these myths the
plunge intc the sea is pert of a process of regregsion
and reapvecrance, symbolic death and new rebirth. Down
under the waters of the sea the mythic hero overcomes
death and emerges newly born. Thus Somers' imaginary
journey under the sea~waters and his return from there
gignify his passage frem decay to creation and renewal.

Finally the cyclone at the end of the novel reminds
us of the mythic typhoon, the sea monster or the mythic
flood. The cyclone creates a great deal of havoc and
destruction in Australia. The ferocity of the cyclone
malkes Somers think as if it were the end of the world
(p.384). Pericdic destruction of the world by a floeod,
ag I pointed out earlier in this thesis, is found in most
mythologies. Usually it occurs after a period of decadence.
The cyclone is manipulated as a destructive power that will
put an end to the old decaying world so that a new world
can be created. And since water is, mythically speaking,
the origin of life and a means of purification and renewal

there are good signs to indicate that Longaroo, despite the

18Gutherie, The Greeks and Their Gods (London: Methuen &
Cos, 195C), 1p.16l.

19William Simpson, The Jonah Legend, p.126,
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cyclone at the end, pins great hopes on the future by
making the symbolic destruction of the decadent past

the first step towards the creation of a better order.
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Chapter MNine

The Use of Mythology in The Boy in the Bush

The Boy in the Bush is an archetypal story of the

wandering hero. Jack, the hero of the novel, is leading

a wandering and an adventurous life in the bush. Although
the story of the wandering hero is common to world mythology
and literature it is particularly to the biblical tradition

that the story of the hero in The Boy in the Bugh offers

gsome striking similarities.

Jack finds hig ideal of the wandering hero in the
Bible. As a boy living an adventurous life in the bush
Jack feels himself as the opponent of civilization and
the advocate of a more natural and less temed life. Jack
wantg his life to be like that of Abraham:

He wanted to pitch his camp in the
wilderness: with the faithful Tom, and
Lennie, and his own wives. Wives,; not
wife. And the horses, and the element
of wilderness. Not to be tamed ossose
He wanted to go like Abraham under the
wild sky, speaking to a fierce, wild
Lord and having Angels stand in his
doorway.
Insgpired by the example of Abraham Jack wants to lead

a wild life in the bush. Once he is in the bush he reslizes

he cannot go bhack to civilized life to become part of it

1D.H. Lawrence and M.L, Skinner, The Boy in the Bush
(Penguin Books, 1963), 1374, Subsequent references to this
edition will be indicated by page number in my text.
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again: '"No, in the end he would go back to civilization.
But the thought of becoming a part of the civilized
outTit was deeply repugnant to him (p.38C). Jack's aim
is to introduce into modern life a dose of the wild
element in life: "He wanted the wild nature in people,
the unfathomed nature, to break into leaf again. The
real rebel, not the mere reactionary” (p.380).

Like mythic heroes and particularly like Abraham

Jack wants to marry more than one wife:

The legal marriage with Monica, his

own marriage with Hary e... The old

heroes, the old fathers of red earth,

like Abraham in the Bible, like David

even, they took wives they needed for

their completeness (p.370),
After getting married to Monica, Jack tries to persuade
Mary to marry him, and when he fails he tries Hilda with
whom he arranges to meet again and live a wild life in the
bush.

Jack's attempts to live a wild life in the bush
with his wives and his cattle indicates his desire to
create a new ntopia. It iz obvious that Lawrence draws
upor the mythic past for the creation of Jack's utopiac

What a fooll To think of Abraham,

ancd. the great men in the early days.
To think that I could take up land

in the Yorth, a big stretch of land,
and build my house and raise my cattle
and live as Abraham lived, at the beg—
inning of tinme, but myself at another,
late beginning (p.380).

Broadly spealking, Jack is a mythic wandcrer drezming of

establishing a new Kinesdom, of creatinge a new race of human



beings and a new way of life as well as a new approach to
God:

And nmy children growing like a new

race on the face of the earth, with a

new creed of courage and sensual pride

ves.. Hith my Lord as dark as death

splendid with lustrous doom, a sort of

spontaneous royslty, for the God of my

little world (p.38C).

In evoking the mythic past Lawrence is trying to
revive the aristocratic system of the ancient world where
a few elite people established themselves as heroes among
their fellow men and became what Lawrence conceived as a
natural aristocracy: "The spontaneous royalty of the
other overlord, giving me earth-royalty, like Abraham or
Baul, that can't be quenched and that means a perfection
in death™ (1.380). For Jack as well as for Lawrence, the
way to the restoration of thzot natural aristocracy lies in
picking up the wild element of life and integrating it into
modern life: ‘Jack wanted to make a place on earth for a
few aristocrats—to~the-bone. He wanted to convuer the
world™ (p.345).

Ag an opoonent of civilization Jack conceives himgelf
ag Cain: "Jack knew he would never get on well with the
world. He was a sinner" {p.10). Thus Lawrence views his
modern sinner in mythic terms: the everlasting Cain.
Lawrence, therefore, manipulates the myth of Czin ‘o
express the feeling and the attitude of Jack. In fact the
biblical image of the sinner against humanity is ingrained

not only in Lawrence's consciousness ag a mythological
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writer but also in Jack's as a rebel against humanity and
civilization. "The Bible language exerted a certain
fascination over him, and in the bacikground of his conscious—
ness the Bible images alw ays hovered” (p.8). And so Lawrence
views the relation between the civilized and the wild elements
of life in termg of the myth of Abel and Cain. He uses the
myth to distinruish between two races of humanity:

Somewhere in his consciousness he was

aware of it, and in this awareness it

was as 1f he belonged to a race apart.

He never felt identified with the great

humanity. He belonged to a race apart,

like the race of Cain (p.216).
Thus Jack becomes an archetypal outcast who cannot live in
harmony with society and who is eventually driven to
rebellion. Jack cannot avoid becoming the enemy of Hasu
who, in Jack's opinion, does not have the untamed element in
him (p.343). In the end he becomes a kind of Cain not only
by opposing humanity but also by killing Easu. However,
neither his ovnposition nor his murder of Basu is condemned.
Cn the contrary the reader is made to show sympathy with
Jack's actions.

Presumably Lawrence assumes that the life of the heroes

in the Bible was in harmony with the universe.JaCK sees
the sun, the moon and the stars alive and recognizes their
influence on his life:

He had seen the glory of the sun, the

glory of the moon, and both these

glories had had a powerful sensual

effect upon him. There had been a

great passional reaction in himself,
in his own body (p.196).

11



Lawrence seems to believe that in those days the planets
were seen not in the same scientific way they are seen now.
Rather they used to have their mystery and fascination.
Jack's attempts to esftablish a living relationship with the
cosmos suggest Lawrence's desire to revive the mythic view.
Apart from being in harmony with the planets Jack
seens to be at one with animals as typified by his relation-—
ship with his horse: '"Perhaps the horse was the only
creature with which he had the right relation. He did
not love it, but he harmonized with it" (p.382). The
harmony between Jack and the animals is also indicated in
Jack's suggestion to Mary to sleep with him in the stable
(p.372). It is also reflected in the instinctive atiract—
ion between his horse and Mary's mare (p.386). Significantly

enough this takes place while Jack and Mary are pledging to

meet again in the wood to become man and wife. The harmonious

relationship betwesen Jack and the animsls seems to have
gome beneficial effects upon himself:

And when Jack made a fool of himself,

as with Mary, and felt tangled, he

always craved to get on his horse Adan,

to be vut right. He would feel the

warm flow of life from the horse mount

up him and wash in its flood the human

entanglements in his nerves (p.382).

Like his ideal heroes in the Bible Jack is trying to

establish a close relationship between himself and God and
to bring hisg life and actions under the control of his Lord:

"At the back of Jack's consciousness was always this

mysterious Lord, to whom he cried in the night. And this

172



173

Lord put commands upon him" (p.186). Indeed Jack sees
his hapoiness and well-being dependent upon maintaining
an intimate connexion with CGod: "He had his own Lord.
And when he could get into communication or communion
with his own Lord, he always fell well and right again®
(p.187). Jack's apvroach to God is based upon the exrmple
set by the prophets in the Bible: a personal relationship
with God and :» First-hand knowledge of Him rether than
through another person or medium. Perhaps that is why
Jack refuses what he has been told about God and seeks
God in his own way:

When he seemed to lose connexion with

his great, mysterious Lord, with whom

he communed absolutely alone, he became

aware of hell. ./nd he couldn't share

with his aunts thalt Jesus whom they

always commanded (p.187).

In Kangaroo Lawrence rejects the Judeo—Christian

God in Ffavour of a dark God who is different from the God

in the Bible. In The Boy in the Bush the dark and mysteri-—

ous god thet Jack is seeking is not reslly different from
the God of Tthe (¢ld Testament: "Somewhere outside himself
wag a terrible God who decreed" (p.92). Since Jack is
seeking an untamed life in the wilderness and is longing

to have as many wives as he possibly can it is quite
plausible that he rejects Christianity and seeks o reli-
gion that offers some similarities to his ideas and thus
can saﬁ%ion his deeds and beliefs. It is natural therefore,

that Jack is looking in the Cld Testament for some inspi —
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ration for his dark god. Indeed Jack's God can be roughly
equated with the God of the Cld Testament. Lawrence, however,
makes the Jewish God more terrible and vaster than he really
is. He also connects God with the body and the senses
rather than with the mind or the gpirit:

Yeg, in the wild bush, God seemed another

God. God seemed absolutely ancther God,

vaster, more calm and more deeply,

sensvally potent. And this wes a pro-

found satisfacticn.To find another, more

terrible, but also more deeply—fulfilling

God (pe.255).

There is no doubt that Jack's seecking of God in the
bush was inspired to Lawrence from mybthology and particularly
from the Bible. In the Cld Testament the angel of the Lord
appeared to Moses "in the flame of a burning bush.,"2 In
Greek mythology Dionysus was frequently represented as
appearing within a bush,3 In the novel Jack hears the sound
of God in the bush: "I+ seemed to Jack this sound in the
bush wes like God" (p.109); "Yes, in the wild bush, God

seemed another God" (1.255).

Structurally The Boy in the Bush offers some resembl-

ance to the world-wide initiation ritual. Since the novel
ig cet in Australia it is the initiation ritual as pract-—
ised by the fustralien aborigines which immediztely comes
to The reader's mind. Mircea Eliade hags pointed out the

hases of the puberty initisation rites among the lustralian
Y I v Z

2’l‘he Cld Testament, Exodus, 392.

3John M. Robertson, Christienity and Mythology (London:
Watts & Co., 191C), p.100.
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tribes:

Broadly speasking, the initiation com—
prises the fellowing vhases: first, the
oreparation of the 'sacred ground,' where
the man will remain in isocolation during
the festivalj second, the separation of
the novices from their mothers and, in
general, from all women; third, their
segrecation in the bush, or in a special
isolated camp, where they will be ingtr-
ucted in the religioustraditions of the
tribe; fourth, certain operations per-
formed on the novices, usually circum—
cision, the exiraction of a tooth ...

4

The Boy in the Bush comprises two of these phases: the

second and the third ones, which seem to be the most impor-
tant phases. Jack leaves his parents in England and arrives
in Australia to start a new life. After his arrival in the
country he is seni by George to Ellis's place where he is
going to stay with the Ellises, a large family living in

the bush. Throughout his stay in the bush there is hardly
any contact between Jack and his parents. This makes Jack
lock as separate and isolated from his parents as the
initiate is isolated from his mother during the period

of initiation in the bush.

However, Lawrence slightly modifies the life-pattern
of the initiate as laid down in the initiation ritual.
Instead of keeping his hero sepzrate from women during the
period of initiation he allows him to mix with women. Butb
in spite of some modifications the similarity between

Jack's life in ‘the bush and that of the novice is quite

dMiroea Eliade, Birth and Rebirth, p.d.




obvious. Most of the boys and girls who are staying

with Jack in the bush are fatherless and motherless (p.60).
This makes their life as well as Jack's similar to that

of the novices who are completely separate from their
parents. According to Mircea Lliade, the novice usually
enters an initiatory cabin.5 Similarly Jack shares a
ocubby hole" with the other Ellis boys (pe53). In addi-
tion, the rocoms of the house, we are told, are like
coffins (p.93).

In the initiation rituals instructors teach the
novices the myths of the tribe. Likewise Jack is not
without instructors. George is the first person who
makeg himself ready to help Jack and offer him advice.
Aunt Matilda and her husband also give Jack gome instruc-—
tiong. OGran's advice %o Jack is:

Trust yourself, Jack Grant. Iarn a
cood opinion of yourself, and never
mind other folks. You'wve cnly gol to
live once. You know when your spirit
glows — trust that - that is youl

That's the spirit of God in you (p.85).

Jack, however, does not strictly follow the instructions
of his self-appointed instructors. Most of what he learns
ig different from what they tell him or from what he had
been taught earlier at home. TFor Jack, God is not merely
inside him as CGran has told him nor s gentle Jesus as his

aunt had instructed him but is a powerful and terrible God

(2
Mircea Bliade, Birth and Rebirth, 1.36.
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oubtside himself, though he is connected with him: The
choice he had was no choice. ‘'Yourself is God.' It
wasn't true. There was a terrible God somewhere else.
And nothing else than this" (p.99.

Most of the new knowledse that Jack gainsg alfter
his stay in the bush comes to him either ag a result of
his rersonal experience or from his contact with Tom:

"He went ahead sbout, like a trrvelling animal, pointing
out to Jack first one thing and then the other, initiating
him into bush wisdom, teaching him the bis—cipher-book of
the bush" (p.246). Jack's new conception of God consti-
tutes just one part of his newly—acquired knowledge; the
other half being the information that he gets from Tom
about the history of the tribes in the bush.

In myths the forest is usually a place of initiation
and rebirth. As liirces Kliade has pointed out: "Psycholo-
gists have shown the importance of certain archetypal
imagesn; and the cabin, the forest, and darkness are such
images — they express the eternal psychodrama of a violent
death followed by rebirth,”6 And ag in myths and rituals
Jack's retirement to the bush is part of his initiation
into a new religious experience and hig new rebirth. In
the bush Jack is brought up to manhood: "The boy Jack

never rose from that fever. It was a man who got up again.

6
Mircea Eliade, Birth and Rebirth, p.344.




A man with all the boyishness cut away from him, all
childighness gone” (p.330). He is also born into a new
experience and outlook:

Jack had learned all these things. He

refused to he tamed ..... Only the

wild, untamed souls walked on after

death over the border into the porch

of death, to be lords of death and

masters of the next living (pe.344).

Jack's rebirth into a new manhood and a new religious
order belongs to the ritualistic tradition of death and
rebirth. His life inside the "oubby hcle," in the camp
and in the bush as a whole suggests, as in myths and
rituals, the end of his old self and the old order and
his rebirth into a new form. HMoreover, the ordeals and
the symbolic death that Jack goes through are similar to
those we find in the initiation rituals where the novice
ugually undergoes some fixed ord_ea.ls,7 Thus like the
novice Jack goeg through some difficult ordeals and even
suffers some sort of symbolic desth before he is intro-
duced into adult life and born into a new religious
order. And so the long series of adventures in which Jack
ig involved and which constitute a large part of the novel
can he looked at as being based on the ordesls that the
initiate has to undergo before his final rebirth.

Jack's ordesls include his sleep in a confined place,
his loneliness an a result of his separation from his

7Mircea. Eliade, Birth and Rebirth, p.4.
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original background, the attack by the dangerous kangaroo
called the 01d Man, his being at enmity with Hasu and his
deadly fight with him, his disappointment in love and his
hostile human and natural surroundings asg a whole. His
ordeals culminate in his symbolic death after he kills
Easu and wanders blindly in the wilderness until he finds
himself lost in the busgh with no water to keep him alive.
When he reclizes he has been lost he also feels he is
going to die. "Wow I am going to die. Well, then so be
ite T will go oult and haunt the bush, like all the other
lost dead” (p.321). For some time Jack continues to waver
between death and life until finally *he stumbled and fell,
and in the white flash of falling knew he hursf. himself
again, and that he was falling for ever' (p.325). But it is
not long before Jack wakes up from his trance. IHis rise
is pictured in terms of death and rebirth: "The subcons—
cious self wolke Tirst, rcarinz in distent wave-—beats
unintelligible, unmeaning, persistent, and growing in
volume. It had something to do with rebirth. And not
having died" (p.326).

Jack's ordeals, his loss in the wilderness, and hisg
symbolic death are similar ‘o those of the novice in the
initiation ritual, and generally belongs to the archetlypal
death followed by rebirth. Through his experience with the
darkness of the bush as well as of death Jack symbolically
returnsg to the embryonic state to which the novice is

supnosed to return. As ircea Lliade writes: "The initi-
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atory cabin represents not only the belly of the devouring
mongter but also the womb. The novice's death sipgnifies a
return to the embrvonic stale."

Jack's life as an imitation of the archetypal pattern
of death and rebirth can also be seen in his loss in the
wilderness ond his running out of water. In mythelogy,
as I pointed out earlier in this thesis, it is an established
principle that before you can gain onything you have to lose
everything. By losing himself in the wilderness Jack has,
mythically spealking, been enabled to regain his life which
gseems to have been shattered and destroyed after he killed
Basu. Turthermore, water in myths, as I have pointed out
in the earlier chapters, is usually considered the origin
of life. Jack's running out of water ig symbolic of the
end of his life. When he avakes his reawakening ig pictured
in termz of a new baotism with the waters of life:

Someone was tilting his head, and
pouring a little water again. He
swallowed with o crackling noise and
a crackling pain. Cne had to come
back. Ile recognized the command from
hig own Lord. Fis Lord was the Lord
of Death. And he, Jack, was dark-
anointed and sent bzck (p.326).

And so Jack's experience with darlkness whether in the
cabin or in the bush or in his trance, his loss in the

wilderness and his symbolic death indicate a return to

the origin from which a new life can emerge again. Jack

SMiroea Lliade, Birth and Rebirth, p.36.
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survives all these trials and when he rises he in born into
a new order: 'You must be born again. But when you emerge,
this time you emerge with the darkness of death between

your eyes, a lord of death (p.326).
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Chapter Ten

The Use of Fythology in The Plumed Serpent

"T had no permanent feeling of religion till T came
to New Mexico and penetrated into the old human race—
experience Jt;here,"/l wrote Lawrence in his zrticle "ew
Fexico'. Despite his wanderings in various narts of the
world to find something "religious™ it was only amons the
Mexican Indians that Lawrence found what he helieved he
had been looking for over so many years: the trails of a
logt weligion that once spread all over the world: A
vast religion which once swayed the earth lingers in

o)
unbroken practice in New levico.""

The Plumed Serpent is a dramatization of Lawrence's

religious exverience in Mew Hexico. It is a transmutation
into art of Aztec myths and Lawrence's concept of the
imaginary religion that "once swayed the earth.” Here
mythology becomes the subject-matier and its principles

are, to a ceritain extent, the shaping elements of the novel.
In a way Lawrence is {rying fto do to Aztec mytholosy what
Homer did to Greek mythology. Cut of Aztbtec Tables and
myths he sitempts to reconsitruct & guiding mythology as

well as a plausible narrative. In The Plumed Serpent,

1D.H. Lawrence, Phoenix, p.l44.

2Ibid.;p,l45,



more than in eny of his novels, Lawrence is almost a
myth-maker or at least a mythological writer. In this
chapter T shall discuss Lawrence's use of mythology in
the novel with special reference o the source-material
he used.

Lawrence's readings on Aztec mythology include many
books, mosgt of which have been pointed out by William
York Tindall.

I found from allusions in his works

and from corrcspondence with Mrs Luhan,
Witter Bynner, and Mrs Lawrence that,
while or before he was in MNew Mexico,
Lawrence rezd Frescott's Conouest of
Mexico, Thomas Belt's Naturaligt in
Nicarague, Adolvph Bandelier's E@gnggéggg
Man, Bernal Diaz's Conquest of lexico,
Humboldt's Vues des Cordillieres, and
several volumes of the Anals del Museo
Nacional of Mexico.d

Tindall adds that he was told that while in Mexico Lawrence
stayed with Zelia futtsoll, an archeologist whose "home
contained a complete library of MexicoUA and to whose book

Fundemental Principles of Cld and Yew World Civiligations

Lawrence "owed meost of his wide bult inaccurate knowledge

115

of primitive Hexico. Another book which Lawrence probably

read is Lewle Spence's The Gods of Mexico.

3William Tork Tindell, D.7. Lawrence and Susan His Cow,
p.1l4.

4
Thidy, pell5e
BIbid.}p.115¢

6
William York Tindall, "D.H. Lawrence and the Primitive,"
Sewanee Review (Aprileune 1937), 1.203,
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Other books which had a bearing on the writing of

The Plumed Serpent include Frederick Carter's The Dragon of

. . . . T -
the Alchenmigts which he read in manuscript, James k. Pryse's

The Apocalypse Uns‘ealed,8 H.P. Blavatsky's Isis Unveiled

and The Secret Doctrine. Lawrence's early reading of the

works of Jane Harrison, James Frazer and Hdward Tylor

also had some effect on the writing of 'The Plumed Serpent.

The above mentioned books contain a large amount of
information on Aztec mythology, mythological symbols
and animism. The new mythology that we Tind in the
novel is not a replica of the ancient Aztec religion.
Rather it is composed of some ideas derived from several
books on Aztec mythology and combined with Lawrence's own
notions of the ancient Aztec religion. The ancient myths
are reinterpreted, purified and improved by Lawrence's
own treatment. Lawrence selected from Aztec mythology
what suited him and served hig purpoze. He curbed the
excesses of blood-shed and violence he found in the Awmtec
myths. He found the old Huitzilopochtli too violent and
so he replaced him by a more human and less violent god.

Remon wants Cipriano to be "'not the old Huitzilopochtli -

TWilliam Tork Tindall, "D.,H. Lawrence and the Primitive,"
Sewanee Review (April-June 1937), p.208.

8William York Tindall, D.H. Lawrence and Susan His
Cow, p.151.




but the new!”9 The shedding of blood is reduced to a
minimum and the old myth of the necessity of human sacri-
fice for the survival of the sun is gredatly modified. The
sacrifices in the novel de not compare with the large
number of victims mentioned in the sources. The victims
who are believed to go to the sun after their death and
whose blood is thought to be swallowed by the sun (p.398)
are not treated in accordance with the Aztec myth that
unless humen sacrifices were made the sun will die of
exhaustion and the universe will fall apart. The offering
of bloed to the sun, though based on the ancient Aztec
sgorificial ritual, does not constitute an important part
in the new religious cult a8 it used to be ir ancient
Aztec mylthology. As in Aztec mythology Lawrence makes

the sun the origin of life. The dead men return to the
sun in order to be renewed: '"'Give them o me and T will
wrap them in my breath and send them the longest journey,
to the sleep and the Ffar awakening'' (p.398), says Ramon
to Ciprianoc. However, the idea of renewal in this way

ig not characteristic of Aztec mythology but is something
inculcated uwpon it by Lawrence himself. According to
Lawrence there wag once in all aboriginal America and even
in all the ancient world an aboriginal religion which

viewed the sun as the origin of life:

2

Pe33C. Subsequent references to this edition will be
indicated by pame number in my text.

D.il. Lawrence, The PlumedSerpent (Penguin Books, 1968),
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To the animistic vision therc is no
perfect God behind us <. Behind lies
only the terrific, terrible, crude
source, the mystic sun, the well-head of
all things eee.. Thig is the religion
of all asboriginal America ..... Perhaps
the aboriginal religion of the world, 10

In The Plumed Serpent Lawrence retains the ancient

Aztec concept of a god-King. Ramon and Cipriano are in-—
carnations of the two ancient deities Wuetzalcoatl and
Huitzilopochtli. In the Aztec tradition, Quetzalcoatl

was a kind of culture-hero or a divine man.11 The Agtec
rulers seem to have ruled as priests of either Quetzalcoatl
or Huitzilopochtli or both of them, Zelia Muttall points
out that at the time of the Conguest Nontezuma was called
the priest of Quetzalcoatl and the living personification
of Huitzilopochtlo“12 Lawrence outs power in the hands

of two men instead of one, although he makes Ramon the
leader of the new religious movement, and makes each ruler
a representative of one deity.

The god-King concept is not restricted to Azmtec myth-—
ology but is a world-wide phenomenon. The mythologies of
the world are full of heroes who are half-gods, half-men.
Among ancient peonles the queen was identified with the

10 } . o me ,
D.H. Lawrence, Mornings in Mexico and Htruscan Places,
Pabbo

112elia Tuttall, The Fundamental Principles of Cld and
Wew World Civilizations, p.66; William H. Prescott, IHistory
of the Conguest of Mexico (London: Richard Bentley, 1844),
Vole. II, p.83; Lewis Spence, The Gods of Mexico (London:
T. Fisher Unwin Ltd., 1923), pp.10, 123.

2 1bid., p.71.
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goddess and the king with the god. In Aztec mythology as
well as in many mythologies the hero holdgs temporal as well
as gpiritual vowers. Besides being kings or leaders Ramon
and Cipriano are priests and even gods. The characters of
both Hamon and Cipriano are bhased not only on Aztec myth~
ology but on the universal god-King archetype. Like the
god~King of the mythic period, Ramon and Ciprianc are a
kind of culture~heroes or saviours whose task is to educate
and to civilize their people.

However, the characters of both men are inseparable
from Lawrence's conception of the hero: '"Whoever can
establish, or initiate, a connection between mankind and
the circumbient uwniverse is, in his own degree, a sa;viour;”13
"he who has the sun in his breast, and the moon in his
belly, he is the first, the aristocrat of aristocrats;"14
"s, hero was a herco in the great past, when he had the power
of the dragon with him in hisg limbs and breast."15 As a
Laurentian hero Ramon sees the earth and the sky alive:
"The earth is alive, and the sky is alive" (p.211). e
also feels some kind of continuity and connection between
himself and both the earth and the sky: "'Earth has kissed
my knees, and put strength in my belly. Sky has perched on

my wrist, and sent power into my breast'" {p.211). Likewise,

3p.m. Lawrence, Phoenix II, p.478

V1vid,, pedB3.

5p, 1. Lawrence, Apocalypse, D.222.
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Cipriano is the leader of his men because he has "the
strength that comes from behind the sun” (p.260).

Ramon and Cipriano, therefore, embody Lawrence's
conception of the ideal hero. The concept of the hero
and the gqualities thet distinguish him are derived partly
from Aztec mythology, partly from world mythelogy and to
a certain extent from Lawrence's own notion of the hero.
In his treatment of the hero Lawrence does not restrict
himself to the source but goes beyond it and even adapts
it for his own purpose. Thus he revives the ancient
Aztec myths, combines them with some kind of animistic
vision derived from his reading as well as from his own
personal intuitive knowledge and makes the connection
between man and the universe the standard by which the
hero is to be assessed. Through Rameon and Ciprianc Lawrence
expresses his conception of the "Tatural Aristocrat? or the
hero who stands for a deity and rules as a representative
of that deity. Lawrence's aim is to allow for every
country to have its own gods with their own representatives.
In the long run this will lead to all "Watural Aristocrats”
of the world coming closer together and having some unity
among themselves, especially because '"'the mystery is one
mystery, but men see it differently'’ (p.261). Cbviously
Lawrence is reiterating here what he had said earlier in
his novels about a universal mythology and various local
gods. TUndoubtedly Lawrence partially owes his conception
of "atural Aristocracy’ to the hero-worship of the mythic

period.



Althoush Prescott mekes Iuitzilopochtli the chief god
in the “ztec pantheon16 Lawrence elevates Tuetzalcoatl
to the hichest rank in the revived mythological system.
The result is that despite Lawrence's attempt to preserve
some sort of balance between Ramcn and Ciprianc it is
obvious that Ramon is +the leader and Cipriano is his foll-
ower. Indeed the relation between them iz gimilar to the
teacher—disciple relotionship characteristic of mythology
as in the case ¢f Buddha and Anandra, loses and Aaron,
Chrigt and his dimsciples, and various other examples.
The desree of submigsion which Lawrence recommends to be
made ‘to the hero or the politico-religicus leader has its
begt parallel in myths where religious heliefy and rules
are taken as uninfringible or sacred laws. "'I believe in
him, too. ™ot in your way, hut in mine. I iell you why.
Because he has the power to compel me'" (p.217). lioreover,
Kate realizes that Ramon has power over Cipriano: ''She
saw now his power over Cipriano. It lav in this imperative
which he acknowledged in his own soul, and which reslly
was like a messenger from beyond' (p.330).

Although dualism iz, as Graham Hough has pointed out,1
bagic to Lawrence's thinking, there can be no deubt that

Lawrence derived much of the duzlism he associztes with

16William . Prescott, Fistory of ‘the Conquest of
Mexico, Vol. T, p.53.

17

Graham Hough, The Dork Sun, p.224.
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Juetzmalcoatl from his reading of several works on Aztec
mythology anc particularly from Zelia "uttall's book: The

Fundamental Princivles of 0ld and Wew World Civilizations.

In her book ghe explains the duality implied by the word
"coatl':

The duality and generative force implied

by the word 'coatl' are clearly recog—

nizable in the native invocations

~ddressed to 'Our lord Wuetzalcoatl, the

Creator and Maker or Former, who dwells

in heaven and is the lord of the earth

oes. . wWho is our celestiel father an
mother, great lord and great 1aoly."'I

She also points out that Quetzalcoatl means the Vivine Twain,
the Creator, the Father and Mother of all,”19 In addition
she asserts thet duality was basic to Nexican mythology.go
The Aztecs, she explains, divided heaven and earth into

the Above and the Below, and associated the first with
masculine elements and the second with feminine elements°21
Moreover, she voints out that in Aztec nythology the bird

or the easle "typified the upper state and diurnal cult

of heaven"22 while one of the titles of the lexican Chief-

5123

tainess was "serpent or female twin. Apart from her

18,

Zelia Muttall, The Fundamental Principles of 01d
and New World Vivilizations, pe32.

YIrbid., pe2t0.
“rpid, ,p.130.
“IIvid.,p.62.
221bid,¢p°282.

ZBIbid.. 7po4‘28 °



interpretation of the duality of Aztec mytholopgy and its
symbolism, Zelia Muittall shows thatl in addition to Aztec
nythology Indian, Babylonian and Eryptian mythologies
preserved a dual deity comprising a sun-—god associated
with lirht, heaven, day and the Above, and an earth-—deity
or a meoon—~goddess associated with night, darkness and the
Below. The cult of the male god Vishnu, she wzays, corres—
ponds to the Aztec cult of the Above or heaven and the
cult of the female Siva forms a parallel to the Aztec
24 . .
cult of the earth-goddess or the Below. In Egyptian
mythology, she adds, the sun and the moon were regarded
as personifications of Ogiris and Isis and were named
. . 25
respectively the right and left eyve of Amen-Ra. The
EBeyvptian god Horus, she states, wes represented as "air
. . ) 26 .
end eart:, the Above and the Below. She also points
to anocther dualism in Lgyptian mythology: "The hawk—
headed sphinx, seated on four petals, clearly expresses
the idea of the lord of Heaven snd Jarth, the father and

27

mother of all.™ And finally she as=zerts that 'the
positions assigned to Csiris and Isis ... were intended

to represent separate incorporations of the male anc

2 bideype 314,
-
EJIbid,qp.389.
)
6I‘bid.9} pﬁ 4?60

o7
M hidesped20,



female principles which were united in Ammen—-Ra, the 'Divine
Twain.'"28

In Zelia Muttall's book Lawrence must have found a
rich source-material for the dualism he wanted to use
with his Quetzalcoatl. Even the symbolism of heaven and
earth, the #Above and the Below, the bird and the serpent
hod been clearly explained in her book. ihat Lawrence did
to the material he found in the source wasg that he trans—
mated it inte art and interpreted it with a deeper and
grester insicsht. e interpreted the dualism pointed out
by Zelia Thuttall and ret-ined a great part of it, including
the Morning Star which in her bhook is also a symbol of
dualism.2

In the novel the dualism of the Yuetzalcoatl cult is
extensively and almost exclusively worked cutl, with the
main emrhasis being put on the contrast between the mascu—
line and the feminine princivrles as represented by heaven
and carth, the eagle and the serpent, the cbove and the
below, and man and woman. Quetzalcoatl represents heaven
and .earth, referred to respectively as a bird (p¢211) and
a serpent (p°208)u He is also god of rain and earth as
expressed in the ritualistic union of water end carth during
the marriase ceremony of Cipriano and Kate (p.344)n His

gsymbol iz "an earle with the ring of a sernent that had

8Ibid.)p,433o

2
9William York Tindall, D.ll. Lawrence and Susan Ilis
Cow, p.ll6.
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its tail, in its mouth™ (5)0128).= He is also the TFornin~
Star, "miduvey between the darkness and the rollins of the
sun” (pp.134.~-135)° He isg "lord of two ways" -nd "mester
of up and down™ (p.241). quetzalcoatl's aim is to elevate
the native lexicans and heln them unite the above and the
below, the spirit and the ingtinct. The men of Wuetzalcoatl
are "lords of the day and night. Sons of the Merning
Ster, Sons of the Lvening Star' {p.190). They are also
"ords of Life" and "Magters of De th' (p.306). Besides
all these examples we find that the <uetzalcoatl movement
comprises two main deities with two women.

In The Plumed Serpent Lawrence is caught between

two extremes: the cult of the hero who rules with absolute
power and the cult of Quetzalcoatl whosge aim is to seek
balance as symbolized by the Morning Star. Lawrence tries
t0 make Quetzalcoatl a preserver of balanced relationships
but this leads to an almost ingoluble conflict with his
desire to creste or revive the "aristocratic” hero whog
power ig indisputable. The result of this sharp conflictk
is that the Wuetzalcoatl movement, as H.M. Daleski has
pointed out, fails in its aim to point to the Horning

Star.BO

Although there is great concern rith dualism
gtill it remains an unbalanced dualism, with some men

being superior to other men and men placed at a higher

BOH.MO Daleski, The Forked Flame (London: Faber & Faber,
1965), D.225,
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pozition than women. Later Lawrence rightly referred to
what wag intended to be a kind of "lorning Star" relation-
. , . 1

ship as "the leadcer—~cum—follower relatlonshlpu”B

There is no reason to suppose that the dualism in

The Plumed Serpent was ingpired only by Aztec mythology

or only by %elia Huttall's book. Dualism is a very ancient
concept and o universal phenomenon found in the world's
mythologies. It is also an integral port of Lawrence's
thinking. What is significant about the way in which the
novel's dualism is presented is that it follows almost
strictly the basic prineciples of mytholopy. The division
of the cosmes, into the above and the below, father-heaven
and mother-—carth, and the representation of the sky by a
bird and the esrth by a serpent is characteristic of the
various mythologies of the world. As IT.R. Dzvidson writes:
"$the earth cs bride of the sky is one of the universal
metifs of world mythology."32 And as Alan W. Watts observes:
"I4 is a general principle in mythology that material is
the feminine correspondent and spirit the masculine, their
respective symbols being water or earth and air or fire.“33
The novel spesks of the serpent of earth snd the bird of

heaven (pp. 61, 14C, 209, 210, 211, 356). In the marriage

31Letter to Witter Bynner, 13 March 1928, The Collected
Letters of D.H., Lawrence, Vol. IT, p.1045.

32
Pelba

He.R. Devidson, Gods and Ilyths of Horthern Furope,

33M1an W. Watts, Hyth and Ritusl in Christianity,
P46,
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ceremony Cipriano is associated with heaven and Kate with
earth, and their marriage is symholic of the union of
heaven and earth whose union is found in world mythology.
The symbolization of gods by animals is a popular
phenomenon in world mytholosy. In Egyptian mythology
Isis as an earth—goddess was represented by a cow and
Ogirig by a bull. In Indian mythology the goddess Aditi
was symbolized by a cow and the god Indre was addressed

34

as a bull. In Greek and Roman mythology many gods were
represented by animals. Generally spealing, in mythology
the earth has been renrecented as a cow, the moon as a
bull, and the sun asg o bivrd.

In the novel Jduetzalcoatll is represented by a bird
and a servent. In mythology the sernent has heen used to

gymbolize the earth. Lawrence must have Mmown about the

significance of the serpent in mythology early in his

>

career through his rending in anthropology. Edward Tylor's
Primitive culture, which Lawrence said he read with great
interest, contains some references to the serpent symbo-

. 35 y - T -
lism. Other sources from which Lawrence learnt about
the importance of the serpent in world mythology include

H.P. Blavatsky's Isis Unveiled and The Secrot Doctrine.

Blavatsky discusses the serpent symbol in her two books.

3 . - . .
4Joeeph Campbell, The Magks of God: Criental Mytho—
logy (London: SBouvenir Press, 1973), p.63.

35Edward B. Tylor, Primitive Culture, Vol. II, n.24l.




"Tn all ages," she writes, the serpent was the symbol of
divine wisdom, which kills in order to resurrect, destroys

but to rebuild the better."36

Bhe also points out how to
the Brahmans the earth in the beginning took the shape of
a servent with its tail in its mouth -~ an emblem, as she
says, of eternity.37 Lawrence was also Tamiliar with the
serpent symbol through his acquaintance with Frederick
Carter and through his reading some of Carter's works.
In a letter Lawrence writes to him: "Dear Mr Carter: T
have re.d the Dragon.”38 Through his correspvondence with
Frederick Carter and through the reading of his works in
the early 1920's Lawrence's interest in Apocalyptic
symbolism, particularly the dragon symbol, greatly increased.
Lawrence's interest in the serpent symbol was perhaps
enhanced after he read Zelia Muttall's book. In her book
she points out that *to the native mind, the serpent upon
merely shedding its skin, lived again¢”39 She also ssserts
that the Mexicans saw the serpent as a symbol of eternal
renewal and of fecundity: "The ancient Mexicens not only
employed it as a symbol of an eternal renewal or continu—
ation of time and of life, but also combined it with the
36H.P° Blavatsky, Isis Unveiled, Vol. II, 1.484.
37Ibid,,pp.489—490,

38

Letter to Frederick Carter, 18 June 1923, The

- Collected Letters of D.H. Lawrence, Vol, IT, p.T744.

39Zelia Nuttall, The FMundamental Principles of Cld and
New World Civilizations, p.3l.
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"

idea of fecundity and reproductiveness.' To the Mexicans,

she adds, the sernent signified the generative force of

A1
the Creator.

0

a mythological writer Lawrence associates the
serpent with some symbolic significance similar to that
we find in mythology. Josevh Campbell has nointed out
that "the wonderful ability of the serpent to slough its
skin and so renew its youth has earned for it throuzhout
the world the character of the master of the mystery of
rebirthn"42 Similarly, Lawrence uses the serpent as a
symbol of regeneration and renewal. Quetzalcoatl and
Jesus as well as ordinary people are precented as under-
going a continual process of death and regenerabion like
the serpent. The idea of gods growing old and disapnearing
to return in a fresh form is, therefore, connected with
the idea of the serpent sloughing its old skin as nart of
her renewal. BEven the dealth of Kate's old self and her
subsecuent regeneration are bhased on the same ides. The
novel also envigions the revival of the texicans as the
rise of the serpent in them: "'Snake of the fire of the
heart of the world, coil round my ankles, and rise like

1ife around my knee'? (p.208).

4'OIbid..., Dol
A
‘1Ibid., P32

/f
}aJoseph Camobell, The Masks of God: Ccecidental
Uythology (Vew York: The Vicking Press, 1969), p.J.
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The use of the serpent in the ncvel as a major symbol

of regeneration and renewal underlines the mythic theme
of death and rebirth. Although the serpent symbol might
have provided Lawrence with a good example of destruction
and rebirth, it is true to say that Lawrence bases his
idea of death and rebirth not only on the erample of the
serpent but also on the myth of the dying and resurrected
godg choracteristic of world mytholosy. The departure of
Quetzalcoatl and his return are reminiscent of the gods who
descend tec the underworld and return newly created. The
idea bhehind the use of this myth is thet since gods risze
after death everyone of the lMexican pecple, and indeed of
all mankind, can rise to life after destruction. The same
myth is also used to explain the coming of Christianity
to Wexico and the need for the dernarture, as it were, of
Jesus from Mexico to be renewed:

Then the greatest of the great suns

gpoke aloud from the bhack of ‘the sun,

I will take my son to my bhosom, I will

take His Hother on my lap. Like a

woman I will put them in my womb, like

a mother I will lay them to sleep, in

mercy I will dip them in the bath of

Forgetting and peace and renewal (p.l134).

Lawrence's view of death is largely mythic. The mythic

notion thnt death can be conquered and life never stops by
death permeates the whole novel. The revival of ¥Fexico's
ancient gods, the renewal of Kate's virginity through
the dance (p~140) and her rebirth after the metavhorical

death of her old self, and the rise of the Mexicans to

life after their plunge in death and destruction are based



on the mythic pattern of death and rebirth and can be
appreciated only in a mythic context. T agree with Havd
Bodkin thet the rebirth pnattern dominates this book,“43
In this novel it is obvious that Lawrence takes the myth
of death and rebirth quite seriously. But although this
notion isg common to almost all the mythologies of the
world it is to Christian mythelogy in particular thot
Lawrence seems to owe his use of it, as it is obviocus from
the terminology that he uses to express it: "Ye must be
born again. We must be born again (p.65).

The Plumed Serpent containg references to three

animalg, frequently found in mythology: +the bull, the
horse and the serpent. The novel shows how these three
mythically sacred animals have been misused as symbols of
death and destruotiono In the bull-fight the horse is
depicted as the victim and the bull as the victimizer, and
both the bull and the horse as the victims of the toreador
and the eccentrecities of the spectators. The serpent is
alro occasionally described as an emblem of regression
and dragging: "It was what the country wanted to do all
the time, with a slow, reptilian insistence, to pull one
down. To prevent the spirit from soaring" (p.81). The
novel attempts to restore to these mythically sacred
animals their traditional position as symbols of creation

and productivity. The sympathy that Kate shows towards

N .
4uMaud Bodkin, Archetypal Patterns in Poetry (London:
Oxford University Press, 1934), p.295.
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these animals indicates Lawrence's desire {o see these
animals approached with veneration and respect as they
had been in the mythic period.

Out of the Aztec pantheon that constituted many
gods Lawrence chose two gods whose names he kept the
game as in the source and a third deity, Malintzi, who,
ag William York Tindall pointed out, does not originally
belong +o the Aztec pantheon.* Tindall ingeniously
explains the change in the name of the goddess by sugge
esting that "She seems to be the result of a casual union
in Lawrence's fancy between two persons mentioned by
Prescott, Metzli the moon and Malinche the mistress of
Corteso"45
As Tindall has observed, Lawrence adhered to Zelia
Nuttall®s book by allowing Quetzalcoatl "to remain god
of wind, rain, the above and at the same time the supreme
god of the union of rain with eartho"46 Primarily,
Quetzalcoatl is presented as the god of air and earth,
the above and the below and their union:

I am Quetzalcoatl of the eagle and the
snakeo

The earth and air.

Of the Morning Star (p.356).

Some of the descriptions used in connection with Quetzal~

44i11iam York Tindall, D,H. Lawrence and Susan His
Cow, p.117,

45:[bid-0 9 p5117o

461134, poll6e
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coatl are similar to those found in Zelia Nuttall and
Lewis Spence. The dualistic nature of Quetzalcoatl is
pointed out in Nuttall’s book as I mentioned earlier.
Most of the descriptlions used by Lawrence are similar o
those mentioned in her book. In Lewis Spence's The

47

Godg of Mexico Quetzalcoatl is life-giver ' and creator

48

of the world. In Lawrence's novel Quetzalcoatl is
""the breath of life" (pa64) and without whom people
are nothing (p.133).

The physical features of Ramon, the representative
of the mythic Quetzalcoatl, are similar to those attri-
buted to the god in Aztec mythology. According to Lewis
Spence, Quetzalcoatl was "a white man, large-bodied,
broad=browed,; great-eyed, with long black hair and a
beard heavy and roundedo"49 William Prescott gives a
similar description: '"He was said to have been tall in
stature with a white skin, long, dark hair,; and a flowing

120

beard. Alexander De Humboldt also describes him as

o1 In the novel Quetzalcoatl

g, white and bearded man.
is conceived as "a sort of fair bearded god" (p.64). He

ig "a tall, big, handsome man who gave the effect of

4'7Lew:i.s Spence, The Gods of Mexico, p.ll9.
48

Thide 9 p0128 °

T1id., o120

50William K, Prescott, History of the Conguest of

Mexico, Vole I, po54.

51Alexa;nder De Humboldt, The Views of the Cordilleurs
and Monuments of the Natives of America, (trans) Helen
Maria Williams (London: Longmans, 1814), Vol. I, p.92.




bigness" (po.d4).

A major deviation from the sources is the sensuality
and the physical attraction that Lawrence associates with
Quetzalcoatl. Although the mythic Quetzalcoatl is gener—
52

ally known as an ascelic and celibate god” Ramon, as the
incarnation of the deity, insists that gods should be
accompanied by women: "'Ramon doesn't believe in woman—
less gods, he says'" (p.248). He also considers sensual
fulfilment as a basic principle in his doctrine: "I am
a man who has no belief in abnegation of blood desires.
I am a man who is always on the verge of taking wives
and concubines to live with me, so deep is my desire for
that fulfilment®"” (p.286). As a matter of fact he is
married twice.

Although the Aztecs gave Huitzilopochtli a higher

153 whom they borrowed from ihe

position than Quetzalcoat
Toltecs, Lawrence reverses that order and makes Quetzal-—
coatl the leader of the new religious movement and the
chief god of the Azltec pantheon. He even attributes to
him some of the qualities of the supreme god whom he
refers to in the novel and who is considered to be higher

in rank than Quetzalcoatl. Some of the attributes used

to descrihe Quetzalcoatl such as ‘the creator,; the father

52Lewis Spence, The Gods of Mexico, p.26. See also
William Prescott, History of the Conquest of Mexico,
Volo IIT, p.23T.

53Willia,m Prescott, History of the Conquest of
Mexicoy Voloe Iy pPe53e

202



T T

203

and mother of all, the life-giver, "the eyes that see and
are unseen' (p.64) are similar to those that the Aztecs
used to describe what they conceived as the supreme creator.
Zelia Nuttall observes:

An examination of the texts of several

native prayers preserved, establish

that the Mexicans addressed their

prayer to a supreme creator and ruler,

whom they termed "invisible, incompre-

hensible, and impalpable,? and revered

as the father and mother of all.”4
Lawrence refers to this supreme creator as the Father
and the Morning Star and to Quetzalcoatl as the Son of the
Morning Star; and attributes to the Father most of the
qualities pointed out by Nuttall: "I am the Son of the
Morning Star, and child of the deeps. No man knows my
Father, and T know Him not" (p.355).

This Father~3on relationship is not typically Aztec;
rather it is reminiscent of biblical mythology where the
concept of Pather and Son is one of its basic features.
Moreover, Lawrence seems to have borrowed mainly from
Jewish mythology the idea of a terrible and revengeful god.
Lawrence's description of Quetzalcoatl as pointed out in
the following quotation reminds us of the Jewish gods

And I wait for the final day, when the
dragon of thunder, waking under the
spider-web nets

Which you've thrown upon him, shall
suddenly shake with rage,

542911& Nuttall, The Fundamental Principles of 014
and New World Civilizations, p.8.
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And dart his electric needles into your

bones, and curdle your blood like milk

with electric venom (p.272).
As in Jewish mythology, the idea here is of a god whose
people have forsaken him and who decides upon revenge
as a sort of punishment and threat.

As I mentioned earlier, Lawrence reduces Huitzilo—
pochtli, the god of war in the Aztec pantheon and once
their chief god; to a secondary place in the new reli-
gious revival. But he makes him god of fire; war and
earth and assigns to him the protection of the new reli-
gious movement from its opponents. In Aztec mythology
Huitzilopochtli is represented as a god wearing the featlhers
of the humming birdo55 Lawrence keeps close to the source
by making Huitzilopoohtli/with some feathers in his dress //“FFGLwr’
(p397) e

There is not much said about the goddess Malintzi,
In fact her character remains vague and undeveloped.
All that we know about her is that she is Malintzi of the
green colour (ppa394, 395, 400). Her green colour is
perhaps intended to make her a goddess of fertility.
This possibility might be borne out by Cipriano's reference
to the time "when the water of Malintzi falls/Making a
greenness" (p.401).

Although hymns are almost invariably found in every

mythology the hymns in the novel seem to have been parti-

55Lewis Prescott, The Gods of Mexico, p.1l7. See also
William H. Prescott, History of the Conquest of Mexico,
Veloe I; po536




205

cularly inspired by the fact that the Aztecs were known
to have had some hymns which contained their legends

and myths. Most of the sources I mentioned earlier refer
to the Aztec hymns but the greatest influence on Lawrence,
as far as the writing of the hymns is concerned, might®
have come from Lawrence's recding of the several hymns

included in Lewis Spence's The Gods of Mexico. William

York Tindall argues that the similarity between the

hymns in Spence’s bock and those in The Plumed Serpent

increases the likelihood of the influence of +this book

56

on Lawrence’s novel. Although the hymns in the novel
do not show a direct borrowing from the hymns in the hook
the gimilarity of tone and even of phraseoclogy between
them ig sometimes so explicit to suggest some influence.
As an example, the Huitzilopochtli hymns in Spence’s book
bear some resemblance to those in the novel in that their
tone iz one of threat, confidence and power. Similarity
is also found in the diction of the hymns. Here is an
example:

Huitzilopochtli the warrior, no one is

my equal; Not in vain have I put the

vestment of yellow feathers,. 57

For through me the sln has risen;y

Compare the above quotation from a hymn in Spence's book

with this one from Lawrence's novel:

56William York Tindall, D.H. Lawrence and Susan His
Cowy pPollTe

5r"Lewj.s Spence, The Gods of lMexico, p.80.
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I am Huitzilopochili,

The Red Huitzilopochtli,

The blood~red,

I am Huitzilopochtli

Yellow of +the Sun,

Sun in the blood (p.389).
In the "Song of the cloud~serpentis” in Spence’s book we
read that "Out of the Seven Caverns he sprung (was born)ﬂsg
In the novel we find thatQuetzalcoatl had slept in “ihe
cave which is called Dark Eye' (po128) before he was reborn.

A deviation from the original myth can be seen in

Lawrence's treatment of Quetzalcoatl's departure and return..
In Aztec mythology there are diffeerent stories about the
departure of Quetzalcoatl, According to a story in Alexander
De Humboldt's book Quetzalcoatl left his native country
after he was offered a beverage "which insgpired him with a
taste for %ravellingo"59 William H., Prescott cites a myth
according to which Quetzalcoatl departed after a dispute
with another deityaéo While the story in Alexander De
Humboldt®s book indicates that Quetzalcoatl disappeared on

the mouth of a river 61 the story in Prescott shows that

he disappeared on the great Atlantic oceano62

58Lewis Spence,; The Gods of Mexico, p.3l4.

59Alexander De Humboldbt, The Views of the Cordilleurs
and Movements of the Natives of America, p.495.

60William H. Preacott, History of the Conguest of
Mexico, Vol. T, pebde

61

62William Heo Prescott, History of the Conguest of
MexiCOg Vola III, p0313a

Alexander De Humboldl, p.494.
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In a myth mentioned in Lewis Spence's book Quetzalcoatl
was forced to leave after he was deceived into drinking

63

by some sorcerers. According to another myth he tarried

four days in the underworld and then returned to heavene64
In all these myths Quetzalcoatl is reported to have promiged
a return to Mexico some future day.

Lawrence modifies these myths to suit his own purposes.
Hig Quetzalcoatl is not so ascetic to make drink or loss
of chastity a reason for his departure. Instead he makes
the departure of Quetzalcoatl the result of the arrival
of a younger god (i.e. Jesus) and the old age of Quetzalcoatl.
In this way Lawrence was able to integrate the departure
of Quetzalcoatl into the imaginative unity of the novel
as a whole,

Another change in Lawrence's treatment of the Quetzal-
coatl myth is that he makes the disappearance of the god

65,

less mysterious than it is in Aztec myths. ” In the novel
Quetzalcoatl grows old,; climbs up a mountain and ascends
into heaven for renewal. The myths do not speak of any

specific place to whichthe departing Quetzalcoatl went.

In The Plumed Serpent Lawrence is trying to restore

to Mexico its golden age and its old religion and to
the countries of the world their ancient gods and reli-

gions. According to Aztec mythology the reign of Quetzal-

63Lewis Spence; The Gods of Mexico, p.123.

64Ibide, pe137,

65William H. Prescott, History of the Conquest of
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coatl was Mexico's golden age. Destruction followed
Quetzalcoatl's departureu66 Lawrence revives the Mexican
culture-~hero and makes Ramon the incarnation of the old
man—god and the new saviour who can lead the country to
find "a new way out, to the sun" (p.l45). Quetzalcoatl
returns with a somewhat new vision since, according to
Lawrence, people have now lost their connection with God
and so are in need for a new connection carried out by a
new saviour, with a new vision (p.178).

The vision which Lawrence wants to restore to
Mexico and to the world is mainly animistic. The hymns
of the new religion concentrate on a living cosmos in which
the earth, the sky and the planets are alive and man is
inextricably connected with them: "For the sun and the
moon are alive, and watching with gleaming eyese/ And
the earth is alive" (p.225)s "a man's blood can't beat
in the abstract. And man is a creature who wins his own
creation inch by inch from the neSt of the cosmic dragons!
(pe285). Rituwalistic dences are also used to effect a
reunion with the living cosmos. The revived dances are
gimilar to those of the ancient Indians. In Lawrence's
opinion, the Indians "=till have the secret of animistic
dancing. They dance to gain power; power over the living
forces or potencies of the earth " (p.28C)., Cipriano tells
his men b0 get '"the mecond strength' out of the earth and

66Lewis Spence, The Gods of Mexico, p.124.
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from behind the sun (pe382)o Kate also realizes the need
for some vision to connect modern man with the mystery of
the cosmos: "We must go back to pick up old threads. We
must take up the old broken impulse that will connect us
with the mystery of the cosmos again" (p.147).

The animigsm which Lawrence wants to restore to Mexico
belongs, in Lawrence's view, to the old animistic vision
thal once was the religion of the world before the flood

v destroyed the ancienl Atlantis and other lost continents:

She had a strange feeling in Mexico,
of the old prehistoric humanity, the
dark humanity of the days, perhaps,
before the glacial period ..... when
great plains stretched away to the
oceans, like Atlantis, and the lost
continents of Polynesia, so thal seas
were only great lakes; and the soft,
dark-~eyed people of that world could
walk arcund the globe. Then there was
a mysterious, hot-blooded, soft-Looted
humanity with a strange civilization
of its own (po.431).

In those prehistoric days "the mind and the power of man
wag in his blood and his backbone, and there was the
gtrange, dark intercommunication between man and man and
man and beast" (po43l)° Lawrence seems to have conceived
the ancient gods of every country as a relic of that pre-
historic animistic vision:

Kate was more Irish than anything, and

the almost deathly mystiocism of the

aboriginal Celtic or Iberian people lay

at the bottom of her soul. It was a

residue of memory, something that lives

on from the pre~flcod world and cannot
e killed (po432).



2.10

Lawrence associates animism not only with this pre-

historic religion but also with Pan. In The Plumed Servent

Pan is associated with a living cosmos besides phallic
mystery (p.324) and dominant male power (pp.325, 327).
Ramon tells Kate: "We must change back to the vision

of the living cosmos; we must. The oldest Pan is in us,
and he will not be denied" (p.330). The novel views the
Pan element in man as somebhing necessary and everlasting:
"The oldest Pan is in us, and he will not be denied. In
cold blood and in hot blood both, we must make the change,
That is how man is made" (p.330). Lawrence does not
associate Pan with Greece only but considers him as a
relic of the old prehistoric animistic religion which he
believed was the accepted religion of the world. In
Lawrence's view,; therefore, the Pan element is something
universal and survives in every age as part of the pre-—
historic world's animistic religion: "The god—demon Pan,
who can never perish, but ever returns upon mankind from
the shadows" (po331)° According to Lawrence the Mexicans
had their animistic vision or the Pan element before many
other couﬂtries: "The Red Indian seems to me much older
than the Greeks, or Hindus or any Buropeans or even
Egyptianso"67

Lawrence's interest in the Atlantis myth and his

belief in a prehistoric religion which he claims once

67

D.H. Lawrence,; Phoenix; p.144.
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was the religion of the whole world have so much inn common
with H.P. Blavatsky's theosophy that the reader is led to
suppose some influence by her on Lawrence. William York
Tindall was perhaps the first critic to point to such an
influence: "Lawrence's most animistic novel, The Plumed
Serpent, is also his most theosophical. Its theme is that

of Mme Blavatsky's Secret Doctrine: The recovery of Lost

Atlantis by means of myths and symbolse"68 Lawrence shares
with Mme Blavaisky her belief in the lost continents and
their lost knowledge. According to her all religiouns of
the world spring from one universal religion°69 This
view of hers is shared by Lawrence, as reflected in the
novel, "Different peoples must have different Saviours,
as they have different speech and differgpt colour. The
final mystery is one mystery. But the manifestations are
many" {p.357). Indeed the Quetzalcoatl movement is based
upon the belief that different countries need different
saviours but all countries can be united under one univer-
sal religion.

Lawrence improved on Blavatsky's idea of universal,
antibdiluvian religion by adding to it some elements derived
from the animistic vision. In other words, he malkes the
undefined religion imagined by Blavatsky basically animistico

68

William York Tindall, D.H. Lawrence and Susan His
Cow; peldd.

69H°Pe Blavatsky, Isig Unveiled, Vol. I, p.560,
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There can be no doubt that Lawrence'’s animistic vision
owes a great deal to his early readings in anthropology.
Lawrence draws upon his reading for the construction of
the animistic religion he talks about. Thus during the
period when this ancient religion prevailed '"the whole
life~effort of man wa®s to get his life into direct contact
with the elemental life of the cosmosa"70

The Plumed Serpent is, to a large extent, a commentary

on the aridity of the modern world. This is perhaps
underlined by the fact that the heroine who crosses into
a pre=historic, primitivistic and mythopoeic region is
forty years old. Forty may be taken to suggest forty
years in the wildernees ~ a reference to the period of
forty years which the lsraelites spent in the wilderness.
Kate's journey to Mexico is similar to Lawrence'’s Journey
to America. James C. Cowan argues that the task of
Lawrence's journey to Admerica was "to find some symbols
adequate enough to express the wasteland of contemporary
life and a myth potent enough to transform ito"71 Kate
considers the modern world as an arid place without mystexry
or myths: "She felt{ she could cry aloud, for the unknown
gode to put the magic back into her life, and to save her
7ODoHa Lawrence, Phoenix, ppr.145-146
71James Go. Cowany; DoH. Lawrence®s American Journey

(Cleveland: The Press of Case Western Reserve University

1970); pe64o
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from the dry-rot of the world's sterility" (p.112). The
aim behind Kate's Jjourney to Mexico is to find a refuge
from the sterility of modern life. The modern world's
gterility is further underlined by contrasting it with
the vital life of the mythopoeio pericd. Before coming
t0o Mexico Kate had felt that her life was at the end of
its tethers buﬁ/é short stay in Mexico and following her /auFtCV’
involvement in the Quetzalcoatl revival she feels that
her life has been completely renewed: ''She felt a virgin
again, a young virgin. This was the quality these men
had been able to give back to her" (p.140).

Structurally, the unity of The Plumed Serpent has

been firmly established by comparing its structure with

the pattern of the journey of the mythic hero as outlined
by Joseph Campbell. As I mentioned in the chapter on
Kangaroo Joseph Campbell outlines three stages as the

common pattern of the adventure of the mythic hero: sep-
aration ~ initiation - veturn. Jascha Kessler is perhaps
the first critic to view the novel as an adventure following
in almost minute detail the pattern of the monomyth as
mentioned above. Drawing upon this formula he asserts

that The Plumed Serpent comprises the first two parts of

the pattern of the universal myth072 He analyres the
novel’s structure by subsuming the events of the nowvel

under the various stages of the mythic herco's adventure.

72Jasoha Kessler, "Descent in Darkness: The Myth of
The Plumed Serpent,” A D.H. Lawrence Miscellany, (ed.)
Harry T. Moore (Cambridge: Southern Illinois University
Press,; 1959); p.240.
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The firet three chapters, he says, include the call to
adventureo73

After the "call to adventure' comes "the crossing
of the threshold" which, as he says,"is usually denoted
by a trip across water ... . sometimes the threshold is
depicted by womb or rebirth imagery, as in the Biblical
tale of Jonah's stay in the whale's bellyo"74 Thus in
the case of Kate the crossing of the threshold comes with
her journey acrcss the lake. This crossing; he says,
"marks a dying of the old self and figures the promise of
rebirtho"75 During her trip over the lake, Kate changes
her traditional attitude and decides to let the sunrise
sympathy of unknown people steal into her. To shut doors
of iron against the mechanical world" (p.113). It is as
if Kate is now approaching life with a new outlook and
her rebirth is quite possible.

According to Kessler the second stage of Kate's

76

initiation starts with her settlement at Sayula. During
her stay there, as Kesgler observes, Kaite is subjecied to
the ordeals to which the mythic hero is usually subjiected.

She has to suffer annoyance at the hands of her servant

T3 pide, po243.
T41via,, po24de.
T5Tbide, pe24de

76Ibld.o 9 p0246o
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T

Juana. Later she suffers from the attack on Jamiltepec
and from being pufsued by her demon lover Cipriano.T
Kessler views Kate's presence in Mexico as comparable
with the journey of the mythic hero into the underworld.
Thus to him, Kate is actually in the midst of a mythic
région. Juana, he says, acts as Kate's mythic guide by

19

bringing her news and by helping hers As in the case
of the mythic hero,; Xate's presence in this region.helps
towards her renewal and the enrichment of her lifes 1AL
the centre of her cosmos, Kate finds the fountain of
youth, the secret of renewed life which is the boom the
hero must bring back to the worldo“8o

I agree with Kessler's analysis of the novel's
structurea There is no doubt that the ewents of the
novel can be interprebed in the light of the stages
which congbtitute the pattern of +the mythio hew's adventure.
It may be true to say,; as Kessler doés, that the nowvel
contains only the first two parts of this patltern. 55111,
the novel does not make clear whether Kate is going to
return or to stay in Mexico. But whether Kate returns
or not,y her adventure has achieved its purpose. Acdording
4o Joseph Campbell, '"the effect of the successful

adventure of the hero is the unlocking and release

TTrpid., p.24T

yid., pe2dT

DTbide, pe252

80rp3d,, pe2sT
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again of the flow of life into the body of the worldo"81

On one occasion Ramon asks Kate to tell her people to
substantiate their gods in case she returns home: "'Let
them find themselves again, and their own universe, and
their own gods. Let them substantiate their own mysteries®!
(pa443)u In effect this amounts to the release of wvital
life that Joseph Campbell associates with the mythic jour—
ney. In the context of the novel the return of ancient
gods means the return of vitality to the world. ¥rom
what I have soid it may be possible to conclude that the
third stage of the moncmyth formuls is more or less
present in the structural pattern of the novel, though
its presence can be elicited mainly from the effect that
the success of the hero's journey has on the people to
whom he belongs.

However, Kessler's analysis of the novel as a mono-—
myth does notexplain the whole structure of the novel.
His interpretation accounts only for the evenis in which
Kate as a mythic hero is involved. But the novel contains
more than one hero and so Kessler's analysis by itself
is not enough to explain the complex structure of The

Plumed Serpent or to account for all its events. I

suggest; therefore, that The Plumed Serpent can also be

seen as a translation into art of the ancient ritual of

81Joseph Campbell, The Hero with a Thousand Faces,
P40,




death and rebirth as laid down by the ancient mythologies of
the Near Fast. Herbert Weisinger has reconstructed a
formula of that ritual. I+ includes the following stages:

1. The indispensable role of the divine
King; 2. +the combat between the God
and an opposing power; 3. the suffer-
ing of the God; 4. +the death of the
Gods Be. +the resurrection of the God;
6. the symbolic regeneration of the
myth of creation; 7T. the sacred
marriage; 8. the triumphal procession;
and 9. the setiling of destinies.82

The Plumed Serpent contains all the elements of this

formula and almost exactly in the same order. Throughout
the novel the indispensable role of the divine King is
greatly emphasized: "'Without me you are nobhing'" (p.133).
We are also told that nations can become "entombed under the
slow subsidence of their past" unless "there comes some
Saviour, some redeemer to drive a new way out to the sun"
(pe145). The novel as a whole shows the dependence of the
people on their hero.

The second step of this ritualistic formula is done
in the novel in the form of a flashback. On several
occasions mention is made of the conflict between the old

deity, Quetzalcoatl and the new one, Jesus:

82Herbert Weisinger, "The Myth and Ritual Approach
to Shakespearean Tragedy," Myth and Literature, (ed.)
John B. Vickery, p.l5l.
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Then the dark sun reached an arm, and

lifted Quetzalcoatl into the sky. And

the dark sun beckoned with a finger,

and brought white men out of the Fast.

And they came with a dead god on the

Cross (p.133)s
Before Quetzalcoatl finally dies and ascends to heaven
for renewal he is submitted to weakness, old age, neglect
by his people and a final defeat by the new Saviour.

The resurrection of the dead RQuetzalcoatl formsan

important part of the action of the novel. After a period
of death and regeneration Quetzalcoatl returns to earth

newly created:

*So they laid me in the fountain that
bubbles darkly at the hicart of the
worlds, far, far behind the sun, and
there lay I, Quetzalcoatl in warm

oblivion.

*T slept the great sleep and dreamt

not.?*

'Till a voice was calling: Quetzalcoatli’
(p+239).

With the return of Quetzalcoatl to Mexico, a different
world, as it were, is newly created. The renewed Quetzal—
coatl brings to his people a new order and a different way
of life. Through symbol and ritualistic dance the pre—
historic world is recreated and a return to the origin is
realiseds

Kate, who had listened to the drums
and the wild singing of the Red Indisns
in Arizona and New Mexico, instantly
felt that timeless, primeval passion
of the historic races, with their in-

tense and complicated religious signi-
ficance, spreading on the ailr (p.126).



After watching the dance, Kate feels as if a4new world was
created: "It was like a darkly glowing, vivid nucleus of
new life" (pu131)° She also feels as if she were born
again: 'She felt a virgin again, a young virgin'" (p.140).
Following the closure of the church there occurs a symb-
olic stoppage of time and the clock:

The clock didn't go. Time suddenly fell

offy, the days walked naked and timeless,

in the old, uncounted manner of the past.

The strange, old,; uncounted; unregistered,

unyeckoning days of the ancient heathen

world (po301).
The opening of the church of Quetzalcoatl marks the birth
of a new world and a new way of life: "The people had
opened hearts at last. They had rolled the stone of their
heaviness away, a new world had begun (p.366).

The creation of a new world is emphasized by making
the lake ‘the origin and centre of the new order: "It was
as if, from Ramon and Cipriano, from Jamiltepec and the
lake region,; a new world was unfolding, unrolling" (p.374).
In making the new order spring from the lake region,
Lawrence isg implying a reference to the myth of creation
from water. In mythology water is, as I mentioned before,
usually considered the origin of life and creation. In
Egyptian mythology, Ra came out of primeval waters°83

According to Genesis (od created the world out of the

primeval watery chaocs. And in Homer's view "everything in

83Joseph Kaster,

The Literature and Mythology of
Ancient Egypt (Londons

"The Penguin Press, 1970), Po34e
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the universe began and subsequently evolved from an eternal
body of water called oceanuso"84 In Babylonian mythology,
water was congidered the primerdial origin of thingse85 In
the New Testament Christ teaches that "unless one is born
of water and the spirit; he cannot enter the Kingdom of
Godo"86 Lawrence also conceived water as the origin of
1ifeo87 In the novel water is also associated with crea-
tion: '"But he slept his sleep, and.the invisible ones
washed his body with water of resurrection” (p.212). And
go in many ways the novel enacls the myth of creation.

‘ Lawrence makes the triumphal procession precede the
sacred marriage. Jfor the opening of the new church
Ramon organizes and leads a big procession which takes
all the Christian images from the church (p.296) and
burns them in a great ceremony (p0299)°

Ramon crowng his triumph with his marriage to
Teresa. The reverence and awe Qith which Teresa deals
with her husband suggest a sacred rather than an ordinary
marriage:
Tt is not simply love,' flashed Teresa

proudly. 'I might have loved more than
one man if many men are lovable. But

84Meyer Reinhold, Past and Present, pp.56=5T.

85, T .
5‘IB€J»9~?L5 B,

86Joseph Campbell, The Masks of God: Creative Myth-
ology (London: Secker & Warburg, 1968), p.l2.

87y

oHo Lawrence, Phoenix II, pp.235-236.
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Ramon! -~ My soul is with Ramon.' -~ the
tears rose to her eyes (p.425).

Finally, the settling of destinies comes with the
spread of Quetzalcoatl®s religion and its establishment
as the official religion of Mexico (p.375). After some
opposition to the new religion the people seem to accept
it. The novel ends with the new religious leader firmly
established in power and a new order of life likely to

follow.



Chapter Bleven

The Use of Mythology in Lady Chatterley’s Lover

In Lady Chatterley's Lover Lawrence, by manipulating

the Pan myth, tries to restore ancient man's worship of
nature. The novel celebrates the return of the old ani-
migtic vision and condemns the mechanical and materialistic
system of the modern world.

The wood and the house, Wragby, stand for two diff-
erent and conflicting world-views: <+he animistic vision
and the materialistic outlook. Mellors, the gamekeeper,
as an inhabitant of the wood,; plays the role of Pan ag an
idea and ag a character, while Clifford, the owner of
Wraghy and ‘the mines surrounding it; represents the +triumph
of the machine and money as the gods of modern man. The
difference hetween them is one between life and death.
According to Lawrence, Clifford represents "the death of
the great humanity of the world"1 while Mellors "still has
the warmth of a mane"2

Lawrence associates the idea of a living universe
with a dominant Pan and views the triumph of money and

the machine as ‘the end of vital 1life. Pan in this novel

TD°HO Lawrence, "Apropos of Lady Chatterley's Lover,"
Phoenix II, p.513.

2 bide, pe513s
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stands for the connection between man end his circumbient
universe. Mellors, as a representative of Pan, is the
protector of plants and animals in the wood and the
promoter of vital and living relationship with them.

The wood where Mellors dwells suggests a diminutive pice
ture of Pan's Arcadia.

As an incarnation of Pan, Mellors is the champion
of growth,; fertility and physical touch or what Lawrence
refers to as "tenderness". There is a great emphasis
in the novel on the growth of plants and trees, the
blooming of flowers and the increase of animals in the
wood. Conuie’s reproductive power is also restored to
her after a long period of sterility and hopelessness.
Indeed Mellors' relation with Connie marks her rescue
from death to life, Before she meets Mellors, we are
told that "vaguely she knew herself that she was going to
pieces in some way. Vaguely she knew she was out of
connexion: she had lost touch with the substantial and
vital wor1d93 With Mellors' help Connie is able to
achieve a living relationship with natural life in
the wood. After her acquaintance with Mellors, Connie
is newly born and her love of life and her belief in the

body are restored.

3D0Hc Lawrence, Lady Chatterley's Lover (Penguin
Books, 1972), p.2l. Subsequent references to this edition
will be indicated by page number in my text.
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As a champion of tenderness, Mellors reflects
Lawrence's concept of phallic knowledge and blood
consciousness. In the novel we notice Lawrence's att—
empts to revive the old phallic cult as the contrast
1o modern mental-spiritual consciousness. The phallic
quality of this novel recalls ancient religious cults.
According to Lawrence, Buddhism has its phallic symbolso4
To Lawrence also "The Etruscan consciousness was rooted
quite blithely in these symbols, the phallus and the
arxo"5 Besides these two examples we find that meny
ancient religious systems worshipped the phallus as the
generative force in nature. The Egyptian gods were
associated with a phallic cult. Hathor, for instance,
was '"Lady of the Buttocks"6 and Horus was "Lord of the
Phalluso"7 In Greece and Rome phallic cults were

connected with some gods such as Pionysus and Cupid.

For the phallicism that characterigzes Lady Chatterley's

Lover Lawrence owes a great deal to mythology. Lawrence
himself conceived the phallicism of his novel as part
of the old religious cults that once were dominant in

various parts of +the world:

4Letter to E.H. Brewster, 8 November 1927, The
Collected Letters of D.H. Lawrence, Vol. II, p.l01l&,

5DoHo Lawrence, Mornings in Mexico and Etruscan
Places; p.ld.

6Joseph Kaster, The Literature and Mythology of
Ancient Boypt, p.147.

T

Ibide, Dol4To
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You will understand what I'm trying to

do: the full natural rapprochement of

a man and a womanj; and the re-entry into

1ife of a bit of the old phallic awarg«

ness and the old phallic insouciance.
In this novel Pan is used 4o represent the phallicism and
the sensuality characteristic of ancient mythological
systems. He is a god of "phallic insouciance'; of dance
and songs

They ought to learn to be naked and

handsome, and to sing in a mass and

dance the old group dances c.... They

should be alive and frisky, and ackno-

wledge the great god Pan (p.315).

That Pan is usged in this novel as a god of fecundity,
of song and dance ig nothing new in the history of the Pan
mytho In myths Pan is said to personify the sensual
attributes in human beings. As Meyer Reinhold writes:
“Pan was himself an erotic god, a joyful companion at
the revels of Dionysuso"9 Like the mythic Pan, Mellors
ig fertile, vigorous, sensual,; merry and playful. HNellors'
sexual acts in the wood and particularly outside in
nature (p.231) remind us of the Dionysic rituals at which
Pan was usually present and of the youthful Pan chasing
nymphs in the woods. Indeed the animal side in Mellors

which makes him closer to the half--human; half-animal

Pan of myths is clearly pointed out in the sexual scenes

BLetter to Ottoline Morrell, 24 May 1928; The Coll-
ected Letters of D.H. Lawrence, Vol. II, pp.1063-1064.

%

eyer Reinhold, Past and Present, p.142.
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and especislly in this one:

The rain streamed on them till they
smoked. He gathered her lovely, heavy
posteriors one in each hand and pressed
them in towards him in a frenzy, quiv—
ering motionless in the rain. Then
suddenly he tipped her up and fell with
her on the path, in the roaring silence
of the rain, and short and sharp,; he
took her, short and sharp and finished
like an animal (p.231).

Moreover, the ritualistic decoration of Connie's and
Mellors® bodies with flowers (pp.237, 238, 245) suggest
a sensual and frisky Pan.
What is new about Lawrence’s use of the Pan myth
is his new attitude to Pan as compared with his delineation

of him in The White Peacock and in The Plumed Serpent.

In Lady Chatterleyv's Lover Pan is no longer the terrifying

god of The White Peacock or the powerful deity of The

Plumed Serpent. It is only during the first time Connie

sees him that Pan, Mellors that is, appears to be terri-
fying:

She was watching a brown spaniel that
had run out of a side-path; and was
looking toward them with lifted nose,
making a soft, fluffy bark. A man
with a gun strode swiftly,; softly out
after the dog, facing their way as if
about to atlback them; then stopped
instead, saluted, and was turning down—
hill. It was only the new game=keeper,
but he had frightened Connie, he seemed
to emerge with such a swift menaces
That was how she had seen him, like the
sudden rush of a threat out of nowhere

(ppe47~48)
After this scene and all along he appears gentle and kind

and without the demonic power of Pan in The Plumed Serpent:




"She had awakened the sleeping dogs of old voracious
anger in him, anger against the self-willed female. And
he was powerless, powerless. He knew it" (p.93). I

agree with Patricia Marivale that in Lady Chatterley’s

Lover

Pan is demoted from his lofty position
as a key symbol for divine beauty and
horror. 'The all-=tolerant’ is seen as
a suitable god for the frisky, naked
masses,; a lesser god of the common
people, one suitably associated with
song, dance, and couniry festivals. 10

In Lady Chatterley's Lover, and to a lesser extent

in The Plumed Serpent, Lawrence adopts a more compromising

attitude towards the terrifying Pan than he did in The White

Peacock. The violent and powerful Pan of The Plumed Serpent

is also associated with phallic mystery and is susceptible

to women. In Lady Chatterley's Lover Pan, although he

starts aloof and isolated in the beginning, eventually
relinquishes his aloofness and even becomes a champion
of physical contact and human relationships. The Pan of

The White Peacock, on the contrary, has no connection with

phallicism or the resurrection in the flesh with which he
is associated in the two later novels.
I have no doubt that Lawrence's best treatment of

the Pan myth can be found in Lady Chatterley's Lover.

Mellors is identified with Pan throughout the whole novel,

whereas in The White Peacock and even in The Plumed Serpent

the role of Annable and Cipriano as representatives of the

1oPafsricia Merivale, "D.H. Lawrence and the Modern
Pan Myth," Texas Studies in Literature and Language, 6 (1964
~1965), po304s.
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god is short and not fully explored. In Lady Chatterley's

Lover Pan receives full and even exhaustive treatment,
Moreover, by making Mellors play the role of Pan from
beginning to end Lawrence, more or less,; secures the

unity of the action and preserves some consistency through-
out the novel. Indeed Lawrence’s dramatization of the Pan

myth in Lady Chatterley’s Lover is one of +the best of its

kind in modern literature. Lawrence identifies Pan with
one of his main characters and makes the actions of that
character a reflection of his concept of the Pan myth.
The result is that as a chracter and as a representative
of Lawrence's idea of Pan, Mellors is quite convincing and
his actions as a chracter and as a god are in harmony with
each other.

The success with which Lawrence deals with the Pan

myth reveals that in Lady Chatterley's Lover Lawrence

assumes the role of the artist rather than the propa-
gandist, as he occasionally appears in some of his works.
The evoking of fhe ancient god and the pagan renascence
strike one as something natural; spontaneous and wholly
aesthetic, In this novel Lawrence dramatizes what he
wanted to say, and the message is brought home to the
reader through plot and character rather than through
intrusive preaching., Lawrence's ideas about Pan are
knitted into the texture of the narrative. Pan's ferti-
lity, youthfulness, playfulness and vitality, etc. are

artistically presented, for it is through the action that
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we come ‘to know about Pan and his hasic qualities and
characteristics. A great part of our knowledge of Pan
in this novel comes through imagery, symbol and ritual.
Arcadian images picturing human, animal and plant life
in the wood fill the novel and undoubtedly suggest the
god Pan. Phallic symbolism and ritualistic scenes also
abound in the novel and unmistakably contribute btowards
the artistic presentation of the Pan myth.

Pan as a god standing for the connection between
man and nature is expressed through the feeling of at—
oneness that exists between the characters and nature.
This attitude is apparent in Connie who is, in a way,
Mellors — Pan®s disciple and follower. Harly inthe
novel Connie is keen on finding a connection beltween
herself and the outside world: "Vaguely she knew she
was out of connexion: she had lost touch with the sub—
stantial and vital world" (p.21). After a few visits to
the wood Connie starts to feel her oconnection with
nature until she reaches a stage where she imagines her
revival in terms of growing plants:

"Ye must be born again?! I believe in
the resurrection of the body! Except
a grain of wheat fall into the earth
and die, it shall by no means bring

forth. When the crocus cometh forth
I too will emerge and see the suni'

(pe87).
Connie's awareness of her connection with nature is also
rendered through her picking flowers and her itreatment of

plants as living entities with which she shares the same
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destiny of growth and revival: '"Constance sat down with
her back to a young pine~tree,; and powerful, rising upe.
The erect, alive thing, with its top in the sun!" (p.88).
Her connection with nature is also revealed through her
appreciation of the new life in the wood whether of plants,
animals or humans. When she witnesses the blossoming
anemones Connie almost identifies herself with them as
people nsed to do in the past:

In the hazel copse catkins were hanging

pale gold,; and in sunny places the

wood~anemones were wide open,; as if

exclaiming with the joy of life, just

as good as in past days, when pecple

could exclaim along with them (p.96).
Connie also sees the hens and their chicks as living
entities which can give her warmth and communicate to her
their vitality: "Now she came every day to the hens,
they were the only +things in the world that warmed her
heart” (p.117). Connie's awareness of their life and
individualiem suggest primitive man's view of a living
world where there is no separation between animal and
human life.

Connie's recognition of Pan is also revealed in her
reglization of the need for a connection between herself
and a man. In this attitude she embodies the idea of
Pan as a lover and as All~Nature or the Great—All that
represents a connection with all the universe: "And she

knew, if she gave herself to the man, it was real. But

if she kept herself for herself, it was nothing" (p.121).
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In his essay "Pan in America' Lawrence claims that
the tiree represents Pan: "It is a tree, which is still

T ngy /[the trq§7 vibrates its presence into my

Panj"
gsoul and T am with Pano"12 This perhaps explains the
great emphasis that Lawrence puts on trees in Lady Chatf-

terley’s Lover: "Today she could almost feel it in her

body; the huge heave of the sap in the massive trees,
upwards, up; up to the bud~tips,; there to push into
little flamey oak~leaves, bronze as blood" (p.126);
"Constance sat down with ber back to a young pine~iree,
that swayed against her with ocurious life, elastic, and
powerful, rising up" (p.88). The conclusion that might
be drawn from such references in the light of what
Lawrence wrote in the above mentioned essay is that
Connie’s awareness of trees and their vital life is
tantamount to her worship of Pan.

A further aspect of Connie’s attitude as an embodiment
of Pan can be seen in her belief in the flesh and the
instinets. In mythology Pan personifies the sensual
and the animal in man. Connie is keen on giving an
important role to the body and the instincts: "'Give
me the body. I believe the life of the body is a
greater reality than the life of the mind: when the bhody
is really awakened to life" (p.245). Connie is

11D0H° Lawrenoe, Phoenix, p.25.

121p3d0, po25.



also thrilled by the animal in Mellors. Her free and
sensuous life in the wood and Clifford’s allegations
about her "running out stark naked in the rain, and
playing Bacchante" (po245) suggest that Connie is, to
a large extent, a follower of Pan.

In Lady Chatterley's Lover human and natural 1life

coincide. The resurrection of Connie in the flesh
happens during the spring season when all planits in the
wood are budding with flowers and the sap of life is
running through them again. It also coincides with
the growth of animal life in the wood as typified by
the hatching of the new chicks. The new life inside
Comnie (i.e. the baby) also corresponds to the new
life in the wood:

It feels like a child, she said to her-

self; it feels like a child in me. And

so it did, as if her womb, that had

always been shut, had opened and filled

with new life, almost a burden,; yet

lovely (pal405°
By conceiving the child Connie takes part in the process

of creation that is going on in the wood. In fact; in

Lady Chatterley's Lover animal, plant and human creation

and revival coincide and move alongside one another in
complete harmony and impressive sympathy.

It is this harmony between the natural and the
human worlds that Lawrence wants ‘bo revive through the

Pan myth. In Lawrence's wview man's life should be
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regulated by the seasons as much as natural life is reg-

ulated by them:
Sex is the balesnce of male and female
in the universe o..... the long neuter
spell of Lent, when the blood is low;
and the delight of the RBaster kiss,
the sexual revel of spring, the passion
of midsummer, the slow recoil, revoli,
and grief of autumn, greyness again,
then the sharp stimulus of winter of
the long nights. Sex goes through the
yhythm of the year, in man and woman,
ceaselessly changing.

Through the Pan myth Lawrence is {rying to revive
the animistic vision which he believed was once the
accepted religion of the worlde The aim is to put man
again into a living relationship with the Cosmos.
Lawrence’s aim is partially dramatized through the
story of Connie, as I have explained, DBut despite this,
Mellors remains the chief spokesman of the Pan myth in
the novel. He is the incarnation of the deity and the
saviour of the heroine. Mellors' retirement in the
wood reveales his dissatisfaction with modern life and
hig search for a more vital system that will enable him
t0 keep a close relationship with nature. As a man who
comes from the common people he is liable, according to
Lawrence's canon, to preserve the religious mystery

more than Connie, who comes from an aristocratic back=

ground: "It is down in the mass that the roots of

13D°H° Lawrence, "Aprapos of Lady Chatterley's
Lover,'" Phoenix II, p.504.
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religion are eternal. When the mass of people loses the
religious rhythm, that people is deado"14 Mellors?®
common background also enables him to adhere specifically
to the ocult of Pan, since Pan in this novel is the god
of ‘the common people:

Whereas the mass of people oughtn®t

even to try to think,; because they

can’t. They should be alive and

frisky, and acknowledge the great god

Pan, He's the only god for the masses,

forever. The few can go in for higher

cults if they like. But let the mass

be forever pagan (p.315).

Unlike Connie who is concerned only about her ouwn
re—awakening, Mellors is concerned with the re-awakening
of all human beings. It is, therefore, through Mellors
that DLawrence tries to communicate his message. Mellors
expresses his disappointment at the triumph of the machine
and the disappearance of the vital element from human
life: "Money, money, money’ All the modern lot get their
real kick out of killing the old human feeling out of
man,; making mincemeat of the old Adam and the old Eve'
(Po326)o Most of Mellors' warnings reflect Lawrence's
apocalyptic visions

And if we go on in this way, with
everybody, intellectuals, artists,
government, industrialilsts and workers,
all frantically killing off the last

human feeling, the last bit of their
intuitiony the last healthy instinct;

14]).,Ho Lawrence, "Apros of Lady Chatterley’s Lover,"

Phoenix II; p.509,
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if it goes on in algebraical progression,

ags it is going on: then ta-tah! {to the

human species? (Po327)e

Hence the urgent need for the revival of the Pan

myth and the animistic vision. Mellors seems to have in
his mind a programme to make such a revival:

'Let's live for summat else. Let's not

live ter make money; neither for us-

selves nor for anybody else ceeo. Bit

by bit, let's drop the whole industrial

life an' go back' (p.228),
Thus Mellors sees that the only way out is to get again
into a vital relationship withthe living cosmos and to
weaken the influence of the industrial system. The way
back into a living relationship with the universe
implies a revival of the old phallic consciousness, of
old rituals, and of communal dances and songs: "We
mst get back into relation; vivid and nourishing rel-—
ation to the cosmos and ‘the universe. The way is through
daily ritual, and the re~awakeningo"15 Apart from
ritual, sex and physical touch or tenderness are also
ways to smalvation: '""We've got to come alive and aware.
Bapecially the English have got to get into touch with
one another; a bit delicate and a bit tender. It's our

crying need'" (p.290). Songs and dance are also singled

out as some of the means through which salvation can he

15D0Hu Lawrence, "Apropos of Lady Chatlerley's
Lover," Phoenix IT, p.510.




achieved: "If they could dance and hop and skip, and
sing and swagger and be handsome, they could do with
very little cash" (p.315).

In Lady Chatterley's Lover sex is identified with

the gods. Connie worships the male in Mellors as much
as he worships the female in her. BSBex, therefore,
becomes something sacred and divine. OCbviously Lawrence
associates sex with Pan; but whether sex is connected
with Pan or with any other deity, there is no doubt that

Lawrence ig intent on restoring some kind of "EBros" back.

As Frederick Carter observed long ago: "IFor he Zzoeo Erq§7

it was ocoo.. that Lawrence sought; he the divine original,
the far off divinity in whose shape man was madeo”16
Lawrence's conception of sex as a source of fulfilment
and a way to a better life led him to search in the
mythologies of the world that contained some fertility
gods. In this novel he associates sea with Pan whom he
considers the mysterious god of sex: "You can't insure
againet the future, except by really believing in the
best bit of you,; and in the power beyond it. So I believe
in the little flame between us” (p.316); '"but this
winter I'1l stick to my little Pentecost flame, and have
S0mMe Peace ceso. J believe in a higher mystery, that

doesn't let even the crocus be blown out" (p.316). Thus

16Frederick Carter, D.H. Lawrence and the Body
Mystical (London: Denis Archer;, 1932), pe57e
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for Lawrence sex and religion are inseparable: "Religion
is an experience, an incontrollable sensual experience,
even more so than love: I use sensual to mean an exper—
ience deep down in ‘the senses; inexplicable and inscru-
tablew"17 As Richard Aldingion once observed: "For
Lawrence sex wag a flowering of the mysterious life
force, an unknown god who must be brought into the
unconsciouso"18 What Lawrence is trying to do in Lady

Chatterley's Lover is to make the gods responsible not

only for man's spiritual being but also for his body and
instincts.
For Lawrence sex is a divine act that connects man

with God and with the origins of life and creation:
"T can become one with God,; consummated into eternity, by
taking the road down the senses into the utter darkness
of power, till I am one with the darkmess of initial
powero"19 It is also important to notice that Lawrence
viewed the consummation of the sexual relationship in
terms of a return to the garden of Eden where man used to
be at one with God and his surroundings:

And +this is the meaning of the sexual

act: this Communion, this touching on

one another of two rivers, Buphrates
and Tigris cco-- and the enclosing of

17D0He Lawrence, Phoenix, p.ldd.

1BRichard Aldington, Portrait of a Genius But o....
(London: William Heinemann Ltd., 195 ), p.l05.

19DQH0 Lawrence, Phoenix II, p.377.



the land of Mesopotamia, where Paradise

was, or the park of Eden, where man

had his beginning. This is marriage,

this circuit of two rivers,; thie comm-

union of the two blood-gtreams, this

and only this: as all religions know,
And so Lawrence conceived sex as a way of regenerating
the world and achieving paradisal happiness. Through
sex man and woman can be put into a better relationship
with one another and with the universe. The sexual act
is a way of creation, revival and renewal: "In his

. 2

emotional passion of a woman, man is reborn." 1 In
this novel Connie is reborn after her sexual union with
Mellors: "The quick of all her plasm was touched, she
knew herself touched; the consummation was upon her, and
she was gone. She was gone o....- she was born: a woman"
(p.181).

Lawrence was never more interested in the phallic

consciousness than when he was writing Lady Chatterley's

Lover. This is reflected in his letters at the time and
in his interest in the ancient Etruscans. In a letter to
Rolf Gardner he writes: ™"We need to come forth and meet
in the essential physical =elf, on some third ground.

It used tote done in the old rituals; in the old dancesa"zz

2OD0H0 Lawrence, "Apropos of Lady Chatterley's Lover,"
Phoenix II, p.506,

21DoHo Lawrence, Fantasia of the Unconscious and
Pgychoanalysis and. the Untonscious, pp.95-96,

22 ot ter to Rolf Gardiner, 11 October 1926, The
Collected Letters of D.H. Lawrence; Vol. II, p.94l.
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Lawrence's interest in the Etruscans goes back to the early
1920 s:

Will you tell me what then was the

24He'He Scullard, The Etruscan Cities and Rome
(London: Thames and Hudson}g1967), Do 526

o
wenmn wor riease aull"tv Lo CLv w0 LeLL
me, as they really do rather puzzle me,
the Etruscans.

In 1926 Lawrence was collecting material for a book on the
Btruscans. During the period he was interested in the
Biruscane Lawrence was also writing the firest version of

Lady Chatterley's Lover.

It was in 1927 that Lawrence visited the Btruscan

L .'..AL _— mad A L2 . LS mun A ﬁ'!_.l_ P | Mo nm mne ode mown [ QT M A, Jyy -.-u:.N it he
revised Lady Chatterley's Lover and the effect of hig

revised Lady Chatterley's Lover and the effect of his

interest in the Etruscang can be recognized in it. The
Btruscans are known for their love of feasting, dancing
and musioo24 Lawrence interpreted this tendency in the
Etruscang as a kind of phallic wsonsciousness. In his
‘book on the Btruscansg he refers to the importance of
phallic symbolism in their civilization925 Lawrence's
writing on the Btruscans is a reflecition of his philo-

sophy at the time and particularly in Lady Chatterley's

23Letter to Catherine Carswell, 25 October 1921,
Tolo I, p.668.

24HeHa Seullard, The Etruscan Cities and Rome
(London: Thames and Hudson, 1967), p.52.

25D9Ho Lawrence, Mornings in Mexico and Etruscan
Places; pp.l2; 14,
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Lover. Apart from phallic consciousness the similarity
between Lawrence's book on the Etruscans and the novel
can be seen in the aboriginal religion which he associates
with the Btruscans in the book and which permeates the
whole texture of the novel:

Behind all the Etruscan liveliness was

a religion of life, which the chief

men were responsible for. Behind all

the dancing was a vision, and even a

science of life; a conception of the

universe which made men live to the

depth of their capacityn26

To a large extent Lady Chatterley's Lover is a dramati-—

zation of what Lawrence wrote in his book on the Etruscans.
Most of the symbols, rituals and even the concept of a
living universe are discussed in the book and transmuted
into art in the novel.

Although it is true to say that Lawrence was attracted
by the places and civilizations which seemed to offer
gsimilar ideas to his own it is difficult to ignore the
influence of Lawrence's Etruscan experience on the writing

of Lady Chatterley's Lover. Historically the Etruscans

were well-known for their love of life or what Lawrence
termed tenderness. The sudden change in Lawrence's thought

from ‘the male dominance in The Plumed Serpent to the

physical tenderness in Lady Chatterley's Lover can be

more easily understood if the influence of the Etruscan

261bido 3 Po 490



tradition on Lawrence is taken into account. It is for
thig reason that I believe that Lawrence's knowledge of
thig Etruscan tradition affected the writing of this
novel, especially in its phallic quality and symbolism,
and that the meaning of the novel can be better explained
with reference +to this knowledge.

Apart from the Etruscan tradition Lawrence derived
some material from the Bible. In this novel Lawrenoce
views life as it is presented in the Bible: a fall from
the origin. The wood is pictured as a remmant of the
garden of Eden where man spent his best period of life.
The industrial life as compared with life in the wood

points to a fall from a paradisal state to a sterile

mode of existence. As in the Bible knowledge is consider—

ed responsible for man's fall and unhappiness. This is
obvious in the case of Clifford who has to pay a high
price for his material success by becoming physically
paralyzedo

Scott Sanders has rightly observed that Lady Chat-

terley’s Lovers:

suggests an inverted form of the Eden
myth: Adam and Eve are cast back into
the garden, where they rediscover
innocence by destroying sham, which
was only a product of the mind.2T

2T 00tt Sanders, D¢H. Lawrence: The World of the
s jor Novels, pp.200~201.
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Thus +the retirement of Mellors and Connie to the wood
represents man’s regaining Paradise after a long period
of alienation. That this is so is borne out by the fact

that in The First Lady Chatterley Parking Mellors®

counterpart, compares himself and Connie to Adam and

nﬁga The name

Eve: "'We are Adam and Eve in the garde
"Parkin!” also reminds us of the park of Bden and the
biblical myth.

The way to Paradise; the novel suggests, is through
the weakening of mental consciousness, the end of the
excessive pursuit of money and by making sex belong to
the body and the blood rather than the gpirit and the
mind. Sex, the novel advocates; should be kept a mystery
and part of the unconscious rather than getting it into
the head. Lawrence once wrote: "Why were we driven out
of Paradisefeo.o. Not because we sinned, but because
we got our sex into our heado"29 Starting from that
assumption Lawrence makes Mellors and Connie renounce
their sham and all the taboos that man has created abouil
sex and approach it as spontanecusly and as naturally as
it can be. In this way Lawrence reverses the Eden myth,

for unlike Adam and Ive who were driwven out of HEden

because they got their sex into their head, lMellors and

28D0Hn Lawrence, The First Lady Chatterley (Londons:
Heinemann, 1972), p.154.

29D0Ho Lawrence, Fantagia of the Unconscious and
Pgychoanalysis and the Unconscious, p.8ls
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Connie find their way back to Paradise through their
becoming unconscious about their sex.
Undoubtedly the Bible had some effect on the form

and style of Lady Chatterley's Lover. Apart from the

use of the Bden myth as an organizing prineiple, the
influence of the Bible can be seen in the use of biblical
parables, symbols and even rituals. The story of the
seed buried in the soil to rise to fruitfulness, which

is a major parable in the Bible, is used in the novel,
"In truth, in very truth I tell you,; a grain of wheat
remaing a solitary grain unless it falls in the ground
and diesj but if it dies, it bears a rich harvesio"Bo
In the novel the game parable is drawn upon to support
Connie's belief in her resurrection in the flesh: ""Ye
musgt be born againl I believe in the resurrection of
the body! Except a grain of wheat fall into the earth
and die, it shall by no means bring forth'" (p.87).
Here the use of the biblical language and style gives
authority and weight to Lawrence'’s idea of death and
rebirth. Moreover the same parable is manipulated to
explain Connie's position. By citing the biblical
parable Connie is comparable to the person who hears
the word of God and actg upon it. By viewing herself
as a seed Connie reminds us of the seeds in the Bible
as being the word of God:

3O'I'he New Testament, John, 12, 24.
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The seed is the word of God ooeo. The
seed sown on a rock stands for those

who receive the word with joy when they
hear it, but have no root oce.o.. But the
seed in good soil represeunts those who
bring a good and honest heart to the
hearing of the word,; hold it fast and by
their perseverance yield a harvesto

The story of Connie bears a great resemblance to this
biblical parable. Connie hears the word from Dukes and

acts upon it:

'Give me the resurrection of the bodyl?
gaid Dukes., 'But it'1ll come, in time,
when we've shoved the cerebral stone
away a bit, the money and the rest

Something echoed inside Connie: ‘Give
me ‘the democracy of touch, the resurr-
ection of the body!' She didn't at all
lnmow what it meant, but it comforted
her, as meaningless things may do

(ppoT7-18).
Another borrowing from the Bible can be recognized in the
naked dance of Connie under the rain. As Kate Millett
has observed:

In thanksgiving for her lover's sexual

prowess, Lady Chatterley goes out into

the rain before their hut to dance what

the reader recognizes to be a mime of

King David's naked gyrations before

the Lord.>?

From the Bible Lawrence borrowed the Pentecost

flame" which figures as an important symbol in the novel.

3me New Testament, Luke, 8, 11-15.

32Kate Millett, Sensual Politics (London: Sphere
Books Ltdo, 1972), po24e
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In the Bible God appears to the apostles on the day of
Pentecosto33 In Christian mythology Pentecost has been
adapted to commemorate the descent of the Holy Ghost
upon ‘the apostles. Lawrence borrows the "Pentecost
flame' and uses it as a symbol of the comnection between
man and woman instead of between man and God and makes
God as the power behind the flame:

You cant insure against the future,

except by really believing in the best

bit of you, and in the power heyond it.

So I believe in the little flame between

UsS cooe. JLt's my Pentecost, the forked

flame between me and you. The old Pent—

ecost isn't quite right. Me and God is

a bit uppish, somehow (p.316).

HoMo Daleski has rightly observed that in Lady Chat-

terley's Lover "the rainbow is replaced by the Pente-

costal forked flamec"34 Indeed the Pentecostal forked
flame in this novel is a symbol of hopey; of trust in the
future, of a new covenant (though in this case not between
man and God but between man and womaun), of the reconcile
iation of the here and the beyond, of a new way of life
and a new universe, of a rebturning spring, of the bridge
or the connection between the separate Comnie and Mellors,
and in Lawrence's terminology of "ever-renewed creative

n33

civiligationse

33'.Dhe New Testament, Acts, 2, l=4.

34y, Daleski, The Forked Flame, p.300.

35D0Ha Lawrence, Fentasia of the Uncongcious and
Psychoanalysis and the Unconscious, p.8.




There is also some symbolic significance behind the
use of the flame. In mythology the deity is usually
represented by fire. In the Hebrew tradition fire is

36

+the form in which God revealed himself to Moses? In

the Christian tradition the Holy Ghost descends upon the
37

apostles in the form of Fire. In Greek mythology
Zeus is god of lightning or fire. In Indian mythology
Agni ig the god of fire and in Zorastrianism Mazda is
the god of fire. According to Joseph Campbell: "Fire
sos.. Mmay well have been the first enshrined divinity
of prehistoric man."38 In mythology, therefore, fire
is emblematic of the divine principle, of purity, of
life force and of renewal and perenniality.

As a mythological writer Lawrence uses the flame to

suggest most of the meanings associated with this arche~

typal symbol. In Lady Chatbterley's Lover the flame is

the symbol of the Holy Ghost or the deity that connects
man and woman. It is also a symbol of the generative
force from which creation starts. Moreover, it is a
symbol of chastity and purity. In mythology fire is
the form typifying ""one who sucocessfully passed through
the ordeals of earth and had adequately purified his

36The 01d Testament, Exodus, 2; 2.

37The New Testament, Acts; 24 3.

38Gertrude Jobes, Pictionary of Mythology, Folklore

and Symbols, Vol. I, p.58le
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corporeal grossness."39 In the novel, although physical
contact is not condemmned or treated as “corporeal grossness",
the flame as a symbol of chastity comes as a result of
physical contact: "I'll stick to my little Pentecost

flame, and have some peace” (pe316).

Structurally Lady Chatterley's Lover is perhaps based

on the mythic patiern of suffering - death - rebirth.
Connie, the heroine of the novel, goes through these three
stages. Her suffering starts after the paralysis of her
husband. In the house and in the village she lives in
Connie suffers from lack of physical and human contact.
Clifford's way of life results in making her bored and
dissatisfied. As a result of all this Connie becomes
restless and gets thinner (p.21).

Gradvally Connie starts to feel as if her vital life
has been desiroyed and consequently as if she is lost
(p.21)s The novel suggests that, as far as the life of
the body is concerned, Connie is dead, for she has no
organic connection with her surroundings.

After her suffering and following the death of her
vital self Comnie starts a long process of regeneration.
It is in the wood that Connie's regeneration takes place.
As from her second visit to the wood Connie starts to

feel some connection bhetween herselfl and the trees in the

3sertrude Jobes, Dictionary of Mythology, Folklore
and Symbols, Vole I, p.56l.

s e
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wood: '"She liked the inwardness of the remnant of forest,
the unspeaking reticence of the old trees. They seemed
a very power of silence, and yet a vital presence" (p.67).
Her resurrection in the body is also promoted by her
contact with the gamekeeper, Mellors. A large part of
the novel is devoted to the description of the physical
relationship of Connie and Mellors and the vital connec—
tion between her and plant andanimal 1life in the wood.
Through this contact Connie is gradually regenerated.
Connie's revival is accompanied by the restoration
of life to the wood through the coming of +the spring
season. It is also underlined.by presenting her in terms
of the mythic Persephone trying to come to the iife of
day after being hidden in the underworld. "It was the
breath of Persephone, this timej she was out of hell on
a cold morning ee.e... It, too, was caught and trying to
tear itself free, the wind, like Absalom" (p.88). Thus
Connie’s revival is reminiscent of the young goddess in
Greek mythology caught by the king of the underworld and
trying to set herself free from hell or the realm of ‘the
dead. The use of the myth to picture Connie's revival
strengthens our belief that the resurrection of the hero-

ine is well under way. Indeed in The Pirst Lady Chatterley

Connie and Parkin or Mellors are compared to Persephone
and Pluto: '"He was one of the hounds of spring: a
Plutonic hound o...: And she was an escaping Persephone,

Proserpinea"4o

40The First Lady Chatterley, P.62.
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Connie’s resurrection in the bhody is emphasized by
her comparison to a Bacchente (p.141) and by her bearing
a child to Mellors after a long period of sterility.
This amounts to a restoration of her regenerative force,
a new rebirth, a revival in the body.
Once her resurrection is completed, her phallic
congciousness is brought to maturily and her relationship
with Mellors is firmly established Connie decides to
leave Clifford for good and to start a new life on a
farm.
Another structural factor in ‘the novel is the
contrast between Clifford and Mellors and the two systems
they stand for. On the mythological level Clifford and
Mellors represent the old king and the young prince.
Scott Sanders has pointed out the use of this fertility
ritual and myth in the novel:
The crippled and sterile King (Clifford)
rules a barren country (the mining dis-
trict); his queen (Connie), who suffers
from the barremness of his realm is
restored to fertility by a potent prince
(Mellors), who has survived various
ordeals (the war, pneumonia, his first
wife) to reach her. Only the final seg-
ment of the myth is lacking; the restor-
ation of fertility to the land and its
people.4i

Sanders? explanation of the novel's structure as an

imitation of the above mentioned myth is based on James

Fragzer's theories about the myth of the old king who used

o be killed; whether actuzlly or metaphorically, to be

41Scott Sanders, D.H, Lawrence: The World of the Major
Novels,; p.200.
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replaced by a more vigorous and youthful prince, so that
fertility can return to the waste land ruled by the ageing
and impotent king. A more detailed treatment of this

myth was carried out by Jessie Weston in her two books

Trom Ritual to Romance and The Ruest of the Holy Graile.

Her conclugions are very much similar to Frazers. But
one of the things that the literary critic may benefit
from her conclusions is her assertion about the univer-
sality and perenniality of this myth:

This close relation between the ruler

and his land, which resulted in the

will of one hecoming the calamity of

all, is no more literary invention,

proceeding from the fertile imagin-

ation of a twelfth century court poet,

but a deeply rooted popular belief,; of

practically immemorial antiquity and

inexhaustible vitality.42
Jesgsie Weston also argues that the Grail romances are
Ythe fragmentary record of the secret ritual of a Fertility
culto"43 In other words the romances are based on the

myth which itself is based on the ritual.

In a way Lady Chatterley's Lover is connected with

this ancient ritual and the myth that resulted from it
almost as much as the romances of the Holy Grail owe to
the same ritual and myth. The connection between Clifford

and ‘the barrenness and sterility of the land on the one

42J@ssie Weston, From Ritual to Romance, (New Yorl:
Doubleday Company, Inc., 1957); P65

43

Ibida 9 Pe 660
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hand and the relation between Mellors and the fertility
and fruitfulness of the wood and all that lives in it
on the other, parallel the close connection that Jessie
Weston had pointed out between the king in the Holy Grail
Jegend and the sterility or prosperity of the land:

I hold that we have solid ground, for

the belief that the story postulates

a close counection between the vitality

of a certain king,; and the prosperity

of his kingdom; the forces of the ruler

being destroyed, by wound, siclkness,

old age, or death; the land becomes

waste, and the task of the hero is that

of restoration.44

The archetypal conflict between the old and the new

king or between Clifford and Mellors is closely connected
with the mythic pattern of suffering ~ death — rebirth I
have mentioned earlier. The story of Connie's suffering
and death is inseparable from the story of Clifford's
paralysis, sterility and the barrenness of his realm, and
the story of her resurrection is closely connected with
that of the potent Mellors and his powers to restore to
her and to the realm their fertility. This interaction

between the two mythic patiterns helps tie up the plot and

give the novel its structural unity.
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