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Moral Fabﬂfﬁand Social Realism fn Dickens's Hard Times and .

* - .
oo . Lawfence's Jady Chatterley's Lover . .
, ’ i k.4 M

. "_ Monica Coral Hemstock Crooks ° - \

.
H

\ ’ 7’
This is an exploration and comparison of the unusual blend
of moral «fable and social realism in Dickens's Hard Times and

‘Lawrence's Lady Chatterley's Lover. Both authors reacted power—

= fully to the human'consequences and environmental effects of ‘the

Industrial Revolution. Each chose a mixture of fable and realism
a literary technique- with which to provide a critique of
R - r

industaiai society. They wanted to create a new mode of percep-

*'tion which would result in a change of individual conscioqusness.

a2

They both ‘abhorred what they, perceived to be an. industrial

attitude of mind that 1led 'to psychological repression and a

qripplinq of the soul. In fact, an examination of the blend of ‘

fable 'and realism reveals that both authors resorted to fable in
order to expose the negativE aépects of an ihdustrial society -
precisely because it is an effective method :of conveying the
journey toward organic wholeness or spiritual harmony. “signifi-
cantly,\Gradgrind's"conversion' and Connijie's 'awakeniné' are the
dramatized and rhetorically pérsuasive,poinés where the novels'
levels intersect. ,Ié is simultaneously the point where the
rationale for éhe employment of the various }evels is co%prehen:
.ded. .Wikdly‘disparéte in style, but extraordinarily similar in
theme and technique, Dickens and Lawrence depict the joufney to
organic wholeness with a similarity of purpose.’ Louiga Gradgrind
is a prototype for Connie éhatterley.
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INTRODUCTION, -

-\

Charles Dickens and D.H. Lawrence poth chose to blend

social ‘:realism with moral fable in ngd imes and ﬂﬁdx Chat-

.terley's Lover. The combination qf fable and realism 1is

striking. Why did Dickens and Lawrence resort to fable in

their efforts to expose the negative aspects of industrial

.society?  Certainly their choice of literary method has

created problems’ for $ome readers b& raising,expéctations of
Ehe traditional realistic .novel and then departing from
realism and entering the realm of allegory and myth. Neither

strictly realistic nor strictly .fabulous, these novels plunge

the reader into realms where language, setting, style,’

characters and plot are deceptively simple on one level of

understanding. Both Hard Times and Lady Chatterley's Lover

can be reduced to a very simple stofy if the reader chooses

to venture no further. ' However, on other leveiq,'both novels

employ a kaleidoscope of literary devices which have provided

ﬁanz/critics with opportunities for a variety of interpreta-

tdons.

‘It 1s possible to be disenchanted with these two novels

because if they are read too simply we can develop a notion

o

that Dickens and LAawrence were writers more concerned with

A

— A £ SN
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their moral message than their art. No one would deny the

serious moral ‘intent of either author; however, they wet'e,

both also committed to their art as a close reading of Hard

Times and Lady Chatterley's Lover reveals. Since both

.

Dickens and Lawrence wrote on multiple levels, suggesting, as
spme critics have observed, vertical dimensic;ns of personal-
ity and experience, the reader must Bring to these novels a
willingness to feel as well as to think - for much in Dickens
ané \Lawrence must be grasped intuitively and felt, as
Lawrence would say, with t!}e "solar plexus™. Perhaps this is
why both Dickens .and Lawrence can be enjoyed by readgrs who
are no}: formally educated in literary techniques, but who can
appreciate t:.he very real grasp of human nature which under-
pins the blend of fable and realism in these two novels, And

'/ . » 1]
nor. one who reads the novels closely can dismiss the compas-

ley s Lover.

This exploration of the blend of social realism and

moral fable in these: two novels needs established perimeters.

They are being inspected for their unusual blend of fable and

. preface, .

realism and ﬁudged by Henry James's assertion that "The

critic's task is to compare a work with its own concrete

lstandard of truth".! While both novels have generated

1 Henry James quoted in Anais'Nin, D.H. Lawrence: An
Unprofessional Study (Chicago: The Swallow Press Inc., 1964),

sio\%afor humanity expressed in Hard Times and Lady Chatter-—
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considerable hostility fi:9m numerous critics oxlrer thé years,
it seems that frequently‘ they were misread as philosophical
tracts or as strictly 'realistic' novels that did not fulfill
the reader's expectations of the genre.. Agtuéliy;the moral

argument in both Hard Times and Lady Chatterley's Lover is

presented with the diagrammatic clarity of a picture, but of
course, the symbolism itself was oOf necessity created by

language.

Judged by thei; own concrete standards of truth,. these
two novels are successful works of art ‘which ‘e\meQy\and
sustain the va~lues’ that their authors perceive as truth. \‘n'r
each novel, the structure, characters, plot, setting and
language all serve to reinforce one clear idea of_ truth ;vhile
operéting simultaneously on the levels of both realism and
fable. Wt;en the central moral argument is traced from the
beginning of each novel to the end, the totality of form and

h 0

content with ('regard to the novelist's own view of truth is

apparent. In very simple terms, 1in Hard Times Dickens

presented the reader with quite traditional values of good
and evil, and as Raymond Williams indicéted, Dickens can

assume that his audience shares these values.2 Throughout

Hard Times, he arranged his characters in 'good' and ‘'evil®

contrasts in order to stage his assault on evil industrial

2 Raymond Williams, The English Novel: From Dickens to
Lawrence (London: Chatto & Windus, 1977), p. 15.
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practices and to point ggt the ‘right' 'way to live, This
was, -essentially, a Christian mode of living, but one that

celebrates life by not overly repressing the natural impulses

of man and by sanctioning _the imaginative, playful féculties'

of human beings. He contrasted moral goodness in this novel

w1th the evil practices of Victorian industrlalism and at the-

" novel's end affirmed his own view of morality which he had

A}

consistently sustained. .
y;

’

In Lady Chatterley's Lover, Lawrence did not assume

traditional values of good and ei{il. In fact, he retrogres-
sed and-’que‘st'ioned all values. Essentxally, Lawrence
journeyed backward before the Fall and presented us with the
choi;:e between ‘'complete' life (life fully 1lived) or de;a\th.
His vitalist ethic did not admit good or evil in a tradi-

tional sense,. Anything life-denying was immoral to

Lawrencé. He contrasted human vitality in Lady Chatterley's

Lover with the life-~denying practices of modern industrialism

L

and at the novel's end affirmed life over a living-death,

-

which is the perception of truth he had maintained from the

novel's beginning.

In order to attempt to discover the reason. for Dickens's

-

and Lawrence's decision to blend realism with fable it is
necessary both to examine the social context behind the nb-,
vels, because this forms the basis of the social realism, and

)

to examine Dickens's and Lawrence's didactic purposes with
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regard to Hard Timeg and Lady Chattérley's Lover in ordér to

e

discover their own perception' of art that conveys a moral

)

message.

Next r

the literary techn1ques used in each novel

7.

—"

for the purpose of moral reform must be dlscussed as they

s -

relate "to both realism and ®he fable, so that we can examine

.

the different oper}::xt-ing' levels of action which arise from a-

m1ngllng of conventlonal social redlism 3‘1th the falry tale

~

aura of fable. The test &f dach novelist's success at

s

depicting their moral stance in a convincing affd artistic

manner must be détermin:ed through Connie's 'awakening' and

o

Gradgrind's 'conversion' - the points where .elements of fable

and realism were employed an'd' intersected to demonstrate each

3 ‘ x

author's concept of 'wholeness', This is the focus.. It is

the dramatized and rhetorically *persuasive stage wh2re the
novels' levels must meet to ' make 'the novels' _argument and

drama convincing. It .is also the stage where , the apparent':

b

. . .
inconsistencies of the various levels are reconciled and we.

see the purpose of employing ‘the various levels. Dpickens and.’ A

’

Lawrence .needed more. than one plang upon which to gnaét the

journey toward organic wholenes$ or harmony. Cértainly the

)

’ j.nteréecting of the realistic with the fabulous demanded an :

apprehension that 'is exti'aordinary - suggesting that ‘a new

‘way of perceiving is necessary in- order to avoid’, the trap
P ' .
that the industrial- material world presentg to most of us:

L ~

I R N . ..
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.o . CHAPTER 1 °. . N

/

FACT AND FABLE: THE SOCIAL AND HISTORICAL CONTEXT

0
L

Dickens and Lawrence wrote Hard Times and Lady Chatter-

8

+ léy's Lover 1largely as responses to the interaction of

individual lives with social conditions; therefore, it is,

’

77' : ) 1mportant to be aware of the general soc1a1 hlstorlcal back-

ground which is invoked :in these particular novels. It is,

of course, fram the social-historical background that - the

social yrealism is apparent in the no;eIS'and combined with

moral 'fable presents the reader with .an unique 11terary

‘4 method for rendering critlcisms and prescriptions regardlng

' 1ndustrial society.ﬂ An understanding of the general social

context of these novels £a0111tates the reader 's apprec1atlon

xof Dickens s and Lawrence's critique of 1ndustr1al civiliza~
tion. ) i .

. L

Before “any discussion of the social context :and

- . Dickens's and Lawrence's critique of the industrial miiieu

' ;can begih, it is necessary to define both realism andﬂfable

for the purposes of this discussion. Realism is commonly

used in $wo .ways: “"(1) to denote a literary movement of the
. - ", N .

W R hin o lah eakth

.\.m‘l-\‘«r b,

S N o AL
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- ot "rendered",

_actual experience...".2

nineteenth century, especially in prose\ fiction..,: and (2)
to deslqnate a'recurring way of representing life in litera-.
ture which was typified by the writers of 'this historical

"a thorouéh going realism involves'not

A

moveme;t“.T However,
on1¥ a gselection of subject matter but, more importantly, a
special literary manuer'aé well: the subject is represented
in such a way as to give the illusion of

This rendering of the subject, matter

as actual experience is what Dickens and Lawrence attempted

in Hard Times and Lady Chatterley's Lover. They both

a

empléyed reelism to convey an industrial milieu and human

behaviour in such a milieu,as to render convinodingly and

palpably the texture and feeling of human 11fe in such an

environment. 'Nevertheless, they . simultaneously employed

fable to provide a critique and to present an alternative to

the "'real’ world they depicted. Fable "exemplifies a moral

thesis or 'a principle of human behaviour...".3 It is a
"story, especially of supernatural character, not founded.on

fact{4 and is often comj:i7d,6f myths and legendary tales.>
)‘ ! v

—

! M.H. Abrams, (ed.) A Glossary of Literary Terms.
Thitd Edition. (New York:. Holt Rinehart‘}\WJndston, Inc.,

1971), p. 140. .
2 _Ibla., p. 141.
3 1bid., p. 5. . \ ,

4 H.w. Powler and F.G. Fowler~(eds.) The Concise Oxford
Dictionary of Current English. Fifth Edition. (London: N

Oxfdrd University Press, 1964), p. 431.
5 1bid., p. 431.

14
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Cléafly, the degision to blend realism and fable isfunusual;".

’

It is for‘précisely this reason that an exploration and com-

parison of this technique in .these two novels is considered -

to be worthwpile.

¢

Dickens published Hard Times in 1854 and Lawrence's Lédz 

[N

Chatterley's Lover was published in 1928. Although each.

autho® responded to very specific historical events, it is

primarify~the human consequences of the Industrial Revolution .

that underly their work and protests. Therefore, it is

. essential to discuss the upheaval and the dramatic changes in

social life in the nineteenth century in order to understand
what caused these protests ané why these novels are "so
serious with reference to Dibkensﬁs‘gpd Lawrence'§ aidactic
purpose: The ¢ Industrial’ Rerlution Qas accompanied by
changes in liviﬁg conditions whichnwere'drastic: "The Indus-~
trial Revolution marks the most fundamental transformation.of'
human life iq the history of ‘the world recorded in wriften
documen\ts,"'.6 This transformation in human life came about as
a fesult of *certgin idgntifiable changes, in the methods and

characteristics of econom?c organization".7 These changes, .

outlined by Phyllis Deane, constitute the development .of wha}

>
[N

- 6 E.J. Hobsbaum, Industry and Empire (London:’
Weidenfeld and Nicolson, 1968), p. 1.

7 Phyllis Deane, The First Industrial Revolution
(Cambridge: Cambridge University Press, 1968), p. 1.

v

a

i

{
\
|
|

"we‘define as an industrial revolution: "(1) widespread and "

/ +

i
1

;
i

o

3
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. systemat{c application of modern ~science and empirical
knowledge to the process of production for the market; (2) !
specialization of economic activity directed towards produc~ - -
tigﬁ for nationaliand 1nternat10nal markets rather than for

'family or parochial use; (3) movement of population from X
rural to urban communitles,\‘4) enlargement and depersonall- v ;
zation of the typical unit of production so that it comes to . -
be based lees on the family or the tribe and more on the . :
eorporate or *public enterprise;L(S)imovement of labour from '
aerivities coneerned with the production of primary products

i

.to the production of manufactured goods and services; (6)

o

. . ' ‘* o P
intens1ve use of capital resources as a substitute for and

\

compiement to human effort; (7) energence of new social and .
occupational classes detetrmined py ownership of  or relation- |
ship to the means of’ prdduction other than land, namely ;
capita}"ia These changes in economic 6rganfzation led .
inevitably td an altered way of life for the English people. -
Tne Industrial Revolution increased the volume of goods and
services proqnced, but it also changed the landscape and
nan's relationship to nature and time in a manner that caused
confusion, alienation and hardship to many.

1

These character{stics of industrial revolution are re- -

flected in the characters of Hard Tines and Lady Chatterley's

8 phyllis Deand, p. 1,

bl

\
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Lover as we shall observe throughout this discussion. There

ié a clear paréllél between the characters in these novels
and the industrial economic process. Clifford Chatterley, as
mineéowner, and Jogiah Bounderby, as. mill-owner, reflect the
emé;gencé of a pew social class. This is a class determined

)

by the relationship to the means of “production: Industrial

speed and purpose are MWirrored in the delineations of

Clifford's, Bounderby's and Gradgrind's characters and con-

.trasted with the natural, slow, leisurely pace of Mellors's

love-making ~ and the long-suffering patience of Stephen
Blackpool.
{

Q‘—" \ \
The transformation was essentially a change. from an-

"agrarian lifestyle to the new industrial system of 1living.

and, although there continue to be debates regarding the

~

in England,9

actual 'beginning' of the Industrial Revolutio
it is apparent that by the time Dickens was writing, the
Revolution had alE;ady altered the natural landscape and the
life of a majority of people. These changes to the landscape-
and people Are 'seep to proceed quite dire?tly from the
changes in economic organization outlined by Deane. Perhaps
the most obvious change was the movement of people from the

land into the cities in order to work An the fgcﬁﬁ?ies.

i
»

:

..

- 9 Phyllis Deane, p. 2. /

&y
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gJ¥Qer than living by the rhythmic se?sonal'cycles of rural

life, time became measured by the amount a person could

*

produce in an_hour; in other words, time ‘became measured .by

the punpch clock of the factory workers. 10 Need;ess'to say, ¢+ -

. although time itself was the same - the concepi'of it .had

dramatically altere?"and the pace of 1life increased. In,

4

fact, the Victorians felt a striking increase 'in the tempo of

"léving as well as work. ! 8o much so, that one 6bse5ver felt

that "the Ymost salient characteristic of life in this latter

\

pértion of ihe 19th century is SPE_ED".?2 " Natu‘rallyl it was
" which produced this speed of 1living because

the machin

- /goods'could be produced so much faster, and impfoved trans-

portation and ‘communication hastened éoods\ and people to

their destinations. Also, market demands and competition to

“ — e 7

fill those demands stimulated thg speed of production.

. Although profit is also a pre-industrial motive, industry
‘technologized the profit motive ‘and made it invade human
activity more pervasively by accelerating the.hectic pace of

organization. This was done in order to sustain and increase

Y

10 Jerpme Hamilton Buckley, The Triumph of Time
(Cambridge, Massachusetts: The Belknap Press of Harvard
University Press, 1966).

11 wWalter Houghton, The Victorian Frame of Mind (New
Haven: Yale University Press, (957), pP. 7.

‘12 Ibidc, p."-’.
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profits. However, the machines caused mnany change§ beyo‘l'

. the apparent acceleration of life. Rapid: technological and

mechanical progress not only cré%ted - it-also destro§éd.

For then, and it still appears to be the -same today, "the:

political ideas and the moral sense of the nation" seemed to

be lagging far behind technological progress.!3

\;

The machine began to dominate people's lives. Thé‘pace.
'a?d rhythm of personal and intimate life was altered. This

alteration affected a persgn's sense of himself and hig

relations to“others. Instead of people adapting the techno—

logy to the needs of the people, the situation seemed rever-

sed. People became slaves +to the machine, forced 1nt6/

uncomfortable positions, long hours, tedious repetitions and
poor living conditions, i; order to conform to the discipliqg
of an inanimate creation. The work discipline demanded a
subservigncé to the mechanical pfocess‘;; it came to be the
un@erpinping of profitable and market activity. Since the
machine was linked to and made’ the foundation of market
activity - the market End tﬁe\hachine became almost indis-
tinguishable. ' The machine became ;symbolic of economic
activity that altered human and social and personai life in a
hitherto unprecedented scale. - Natﬁrally, there were many

people who were extremely proud of mechanical progress as was

’

. 13 R.J. cruikshank, Chatles Dickens and Early Victorian
England (London: Sir Isaac “Pltman & Sons, Ltd., 1949), p. 46.

[
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observed at tﬁe”Greaﬂ Exhibition of 1851. 1In fact, to many,

at the eihibition, a "miséionary faith wés there madé mani-
;-
fest, _Paxton's strange building of glass and iron wa$ its
temple".14 ‘Nevertheless, to others, these .machines brought
with them some -human horror stories:
The Industrial Revolution had developed so rapidly
that it not® only burst through the old politicad
frames, but was likely to overwhelm the popular new

philosophies. It brought with -it a frightening
v accumulation. of problems of human wretchedness and

‘degradation, of child slaves and of women' reduced

to the condition of animals.

It was amid this upheaval of conflicting ideas regarding

progress and hiser§othat DicKens wrote\Har Times.
N »

-

In Walter Houghton's The Victorian Frame of Mind we may

find the spirit of the age of novelists\'like Dicdkens.

- Houghton explored the apparent paradéxical ideas and atti-
- i . .

tudes of the time and revealed their interrelationships for
the reader. He showed us that if there was one distinguish-
ing fact about the time theg it was the Victorian belief fhat
they were living in an age of transition.'® As Houghton

indicated, although alliages are ages of transition, "never

¢

R

4 R.J. Cruikshank, p. 44.

15" 1bid., p. 45.

16 walter Houghton, p. 1.
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before had men tESHg&; of their own time as an era of change

I3

‘from the past to the future".l’ The specific words "transi-

tion" or "transitional" were used by Prince Albéert, Matthew

Arnold, Baldwin Brown, ‘Carlyle, Disraeli, Frederic Harrison,

. Bulwer Lytton, W.H. Mallock, Harriet Martineau,;John'Miil,

John Morley, William! Morris, Herbert Spencer, Hugh Stawell,
J.A. Symonds and Tennyson;18 therefore, it 1is clear that
Victorians realized that they were living in an era of radi;
cal change.r This sense of upheaval'of old ideas and institu-
tions caused both énxief;'and optimism, as would be expected.
It was as though Victorians were living on top_of a volcano
ghat was rumbling and threateniné to blow at any fime. and
by 1830, it was clear'}hét both the destruétive and recon-

structive aspects of revélutionary change were appare_nt.45

Charles Dickens, a man concerned with all sorts of
soéial injustices, recognized \that some very specifié
political and economic theories were of concern because they
were used to justify what he perceived to- be cruel practices
of Victorian industrialism. He was especially ~concerned‘
about the concepts of laissez-faire and utilitarianism.
Laissez~-faire was not entirelz//new ecgnomié theory. Adam

e
S

.17 walter Houghton, p. 1.

18  1bid., p.1. , '

L}

..19  1bid., p. 3.
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Smith had written the "classic statement of the’'rationale of
"laissez-faire" in 1776 ?nd it had bheen a "fundamental

maxim"of economic theory since the seventeenth century.20

o A st i st ol oo s e =
. -

However, John Stuart Mill publicized the phtrase in England in
1848 when he used it as a chapter heading in his book

Principles of Political Economy.2! Cruikshank pointed out

/that although "the term has served as a term bf contempt and
abuse for a very long time", that it oﬁce had its part in the
"evolution of the idea of freedom" and that restrictive
practices like the Navigation Acts and the Corn Law of 1815
had convinced more liberal-minded men of the time that for

Government to interfere with trade and commerce was a

o it b e Kot AP it i s o i i S it B S Ao st o wiriee A

negation of freedom, 22

Benthamitg Utilitarianism grew out of a sincere attempt
to find a way of distinguishing between good and bad laws.23

Good laws were those that were useful in terms of providing

Jeremy Bentham reasoned that:
\ %

Pleasure 1is the highest good. We all seek it.
Pain is horrible. We all run away from it. What
more rational a principle of Government than thaz?
The purpose of the wise Governor is to assure the :
greatest happiness of the greatest number . 24

|

[

i

i

'S ki j‘

for the greatest happiness of the greatest number of people. !
i

!

{

i

A '
) 20 william W. Watt in Charles Dickens's Hard Times (New
York: Holt, Rinehart and Winston, Inc., 1958), p. xIil.

21" 1pid., p. xiii.
22 R.Jg. Cruik%hank, p. 40.

L2

23 william W, Wwatt, p. xiv.

24 R.J. Cruikshank, p. 49. ' . . P
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The "greatest happiness formula" apparently originated in the
seventeenth century,zs.and Bentham, who was described as "a
mountain of energy -with a passion for figures" refused to

account for any differeﬁces in the "quality of pleasures" .26

His algebraical formula led loéically to a reductive attitude

which Cruikéhank described as "a wild excess of reason".27
Naturally, in prigciple, both the laissez-faire and Bentha-
mite Utilitarianism theories were formulated with good
intentions?wh?wever, the application of these Epeories, and
especial%y th; unification in practice of these two princi-
ples, were used to sanctify inhuman practices.
) vx‘
These theories and their application find their expres-

sion as social realism in Hard Times. .The description of

.these theories constitutes the literary social realism

employed as descriptive device in 'the .,novel. The workers of
Coketown suffer from the laissez-faire theory that allows

them to suffer at the hands of the industrial managers, and

-the children ére thBroughly starved of imégination due to an

utilitarian education that prizes "fact" and negates the
value of "fancy". Dickens's evil Mr. Bounderby is a tyrant

-

whose principles were sanctionéd by the theories of Adam

25  Widliam W. watt, p. xiv.
26‘ Ibido’ p- XiV.
27 R,J. Cruikshank, p. 50. °
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/ . .
Smitp, and Jeremy Bentham, whiie Mr. Gradgrind's spiritual
blindness was supported‘by éhe'belief that science aﬁd indus--
try are to be exalted and that the arts and humanitiéé are
uséless,nonsense. Arts and humanities are seen'as useless
primarily in terms of society seen almost gxclﬁéively as an g°
'economy':of aé a pfoductive phenomenon.  And the productive
power of the use of machines éncouraged this. Dickens could
perceive the danger to the human spirit due to these“inQus-
trial yalues of money and goods being raised to such heights
éLat humans lose their humanity and become simply émbodiments
of social theories or the wasted by-products of a material
age. Dickens fulfilled a role w%th his rendering éf social
realism that was a function of the_ leading writers of the
Victorian period.28 He had té "keep ;he springs of sympathy
from drying up iq that hard winter of materialism, and to’
preserve the vi;él sparks of pity and imagination, both in ,
those who were grown drowsy from a surfeit of bread and meat,
and those whose stomachs were aching with hunger".29 His
effort. to keep the vital spark of humanity from being extin-
guished was caréied on during the twentieth century by

writers such as D.H. Lawrence.

28 R.J. Cruikshank, p. 57.
29 1bid., p. 57. ‘ , o
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Lawrence, as Raymond Williams has stated, ."takes over

the major cfiticism of industrialism from the nineteenth
century tradition".%g Williams illustrated the points which.
Lawrgnce carried over from the nineteenth century.31 The

first point was "the general condemnation of industrialism as

- an attitude of mind".32 Of course, it is economy as well as

industry that is the attitude of mind. . Williams' used a
quotation from Lawrence's "Nottingham and the Mining Country-.

side" «to explain this frame of mind: "The industrial problem
: - Al
arises from the base forcing of all human energy into a:

competition of mere acquisition".33 Hence, Lawrence saw very
clearly that industry is basically somethlng built into an
economic, and therefore human, attitude. Then, williams
observed, that when "narrowed to competitive acquisitiveness,
human purpose 1is seen. as” debased™ to simple mechanical
xtlat:ex:i.alisxq;,,3“1 - a point which Williams substantiated from .

Lawrence's essay "Democracy":

o

When pure mechanization or materialism sets in: the
soul is automatically pivoted, and the most diverse
of creatures fall 'into a common mechanical unison.
This we see in Amerita. It is not a homogeneous,

A '

30 Raymond Williams, "Lawrence's Social Writings" in
D.H. Lawrence: A Collection of Critical Essays (ed.) Mark
Spilka (New Jersey: Prentlice-Hall Inc.,_T§§§§, p. 163.

31 1bid., p. 163. : ) , T

32 1pbid., p. 163. /
.33 Ibid., p. 164. : \

34 1pid., p. 163.

>
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creation - &istorts human behavjour:

spontaneous coherence so” much as a disintegrated
amorphousness which 1lends itself to ; perfect
mechanical unison. & .

-

‘

Thus Lawrence saw society and social behaviour as modelled
upon and shaped by the mode of operation found in industrial
or factory organ;tzatlon. However, as Willlams 1nd1cated it
is a "condition -of ‘mind;' ‘rather. than the actual " industry
itself, which is perceived es having resdlted in the "ugli-

\ W ox

ness of an industrial society".36  Lawrence clearly saw

machines as used. by and made by men and men thus submittlng/

G v

. to what they.made. This idolatry - man submitting to his own

E)

!

The real tfagedy of Englané, as I see it, is the
tragedy of ugliness. The country,is S0 loveIY' “the

man-made England is so vile ... It was ugliness '

which betrayed the spirit of man, in the nineteenth
century. The great crime which the moneyed classes,
and- promoters of industry committed in the palmy’
Victorian days was the condemning of the workers to,
ugliness, ugliness, ugliness: meanness and formless
and ugly surroundings,. ugly ideals, ugly religion,
ugly hope, nugly love, ugly clothes, ugly furniture,
ugly houses, ugly relationship between workers and
employers. The human soul needs actual beauty even
more than bread.37 ! : ) .

\ Y B -

3

35 Raymond Williams, "Lawrence's Social Writings", .
po 164' o> ' tes . e

£

36 ‘rbid., p. 164.

¢ v

37 p.H. Lawrence, "Nottingham and the Mining Country-
gide" in Raymond williams, "DLawrence's Social Writings",
.p. 164, . : ' .

v

.
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Therefore, Williams. identified for us the logical steps in

the nineteenth century tradition of industrial criticism

which was inherited by Lawrence. °As for Lawrence's concern

r's <

with the actual origins of industrial society, Williams made

an important pdint  when he reminded the reader that:

Lawrence 1is little . concerned, historically, with
the origins of industrialism. For him, in this
ceritury, it is a received fact, and at the centre
of it is the "forcing of all human energy into a
competition of 'mere 6 gcquisition™ - the common
element in all the diverse interpretations of which
the tradition is composed.38 . N

- —

The "utter negatioﬁ of patural beauty" and the "utter death
of the human intultive faculty" which Lawrence prsotested in

Lady Chatterley's Lover39 proceeded quite naturally from this

common- elemert discussed by Williams.

Colin Clarke also perceived Lawtence to be writing

withih an inherited nineteenth century tradition of social

and political thought.40 Clarke saw Lawrence's observation

that "the machine can indicate a dimension of soul as well as

~

Ca

. 38 Raymond Will'iams, "Lawrence's Social Writings", \
pc 164. ' . ) N

]

‘ 39 p.H. Lawrence, Lady Chatterley's Lover (Middlesex,
England: Eenguin Books, 1982), p. 158.

40 Colinf Clarke, River of Aissolution- D H. Lawrence

"~ and English Romanticism (London:/Routledge & Kega “Paul,

1969), p. 136.

\
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physical fact"4!l in terms of a contention expressed by

Carlyle in

managed .by machinery, but the internal and spiritual also

.«« Men are grown mechanical in head and in heart as well as

'hand" .42

Of course, this is the heart of what Lawrence's

writing is abo®t. Clarke pointed out to us that this conten-

tion was to be found. in writings as early as Blake and that ~
- -
. it appeared in Cobbett, Dickens, Matthew Arnold, Ruskin and

William Morris.43 Contrasting? Carlyle's deployment of his

large

v

abstractions and antitheses (physical—spiritua%g

internal-external, visible—invisighe) with Lawrence's abiiity

to convey inner life, Clarke found Lawrence's strength to

,belong to "his inwardness with the native poetic‘}radition"

as réceived from™ his Romantic predecessors.44 In fact,
Clarke stated that: - : s .. .
A N

_Ibid., p. 137.

Ibido' po 136.

Although it was from hls Romantic predecstors ‘that

Lawrence took over the antithesis of mechanical and"
organic, it was precisely the great Romantics who

make it, possible for him ultimately to qualify and
to subtleize the ahtithesis. In providing a whole
new vocabulary for recording the chameleon quality
of psychic process, the poets enabled him to plot
far ‘more Aintricate relationships between the vital
and the éffhanical than they themselves had ever

_ envisaged

'
)

Colin Clarke, p. H36. b
?

Ibidu' pu 136-

Ibid., p. 137. .

1829: "Not the external and physical alone is now .

e kehone ot e
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. - .
‘\~ . Clearly, Lawrence built upon the organié-mechanical contrast
*he inherited from‘his predecessors and one of those prede-
‘cessors was Dickens. |

7 ’ . ' . ’ S
Just as }Dickens‘ in 1838, after his first sight of

a Manchester, had vo‘gd to "strike the heaviest blow in ny

power" for the victims of exploitation in the cotton mills,46

S0 too was Lawrence provoked to write Lady Chatterley's Lover

\ ) after a final visit in 1926 to his home among” the collieries
e in Nottingham and Derby.47 .As Scott Sanders commented to us,
what Lawrence saw on that trip - "The disfFigurement of his

fields, the decay of his villages,. the misery and hopeless-

ness of his people - moved him to write his last, gentlest

and most compassionate novel, La‘dy Chatterley's Lover".48

— -

Sanders reminded us that although things had always been

harsh in the mining communities, they grew worse in the years

e e

after the war and that by the autumn of 1926‘ the s;ituation‘

' was grave.49 ”In'May of that year the unions had staged a

T

General Strike in support of the miners who were refusing to
4

r . »

Lo -~
b

3 ® A N

46 william w. wWatt, p. 41.

.

47 scott Sanders :)’fb.H. Lawrence: The World of The Five
Majpr Novels (New York: The Viking Press, 1974), p. 172.

VL.t . 48 1bid., p.o172. :
, ' . 49  1pid., p. 172. ' N '

Al
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accept the coalowners' terms of reduced wages and longer
hours" .50 ,I‘\pparently spokesmen - "for the propertied class

and for the Cohservative_Government“‘ announced that "class

warfare® had begun and demanded that the workers ‘surrender.>'

Although the éeneral Strike ended pe'acefully‘ after little
more than a week, the_ obvious tension. between classes had
exf)osed the possibiiities of a civil war and had frightened
ma‘ny English people, including L.awrence.52 ‘ Nevertheles's,

Sanders informed us, that the coalowners, who were seemingly

 convinced that a class war was inevitable, prepared their

’ / . . [ ]
forces,.”3 The -owners were aided by .Baldwin's Government

which passed laws allowing longer workir\lg hours and endorsing

‘the owners' efforts to destroy the national miners union, as

.

well as restricting the payment of poor relief.54 1In August,

the Government 'sent thousands: of police into the colliery
districts as a show of st‘rength.55 By the time Lawrence

‘visited the Midlands in September, the miners who had been on

?

L

u

”

50 ~'5cott Sanders, p. 172,
51 1bid., p. 172. L

52 1bid., p. 172. ‘ -~ o
53 1bid., p. 173.

.?4 Ibid., p. 173.

55 1bid., p. 137.

i
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strike since May had loﬁg ago exhausted their fundé and
personal savings and many were forced into seeking either
poor relief or the workhouse .56 Finally, the miners were
starved’ into capitulation by the beginning of Se?tember and
had reéurned to the pit to work for longer hours ’at lower
wages.$7 Their union was ru}ned, they were badly in debt and
their jobs were susceptible to trade Slumps ‘and machinery.sé

Sanéers'stated that "these people who had surrounded tawrence

‘during his youth were to wait over a decade for relief: ' the

villages and ‘fields might wait forever".3®  This was the

social. reality which Lawrence expressed in Lady Chatterley's

\
Ja

Lover, . , 7

wWhile the -exact social ' and historical-cbntexts differ

for Hard Times and Lady Chaéterley's Lover because they were

" written over ‘seventy vyears apart, the social reality is

remarkably similar. Lawrence, Qf course, wrote with world
War One vividly iq front of him. Nevertheless, both he and
Dickens wrote out of the m&sery and distortion of human

behaviour which followed rapid technological advances. They

36 scott sanders, p. 173,

57 1bid., p. 173. °

58 Ibid-' P 173. : | :
——

59  1bid., p. 174.
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both reacted passionqtély to the human consequénces of the
Industrial Revolution. In fact, as we have discussed, there

are many similarities in their assumptions which arisg from

the Victorian period. And although Lawrence created his own

Y

new novel form, Lady Chatterley's Lover is viewed by Sanders

as a return to .conventional realism and narrated by an

. essentially nineteenth-century narrator.60 As we shall see

in Chapter 5, Louisa Gradgrind is a prototype for Lady
4
Chatterley.”’

Like Dickens in ‘Bard Times,/

«

realism with fable in Lady Chatterley's Lover. In a "hut in

Lawrence mixed social

the magical wood", Mellors, the gamekeeper, meets Lady

. Chatterley and their 1lové bridges thg social gulf betweeﬁJ

them.6! This "fable of love"” is based upon the reality of
desire: "Desire recognizes no class bosﬁa\ries, it respects
none of the political and economic barricades which men have
erected to parcel out the earth".62 1In other word§, love is
an organic process that evades man-made barriers. And‘just
as Dickens presented us with the fairytale.giant tyrant Mr.
Bounderby in Hard Times, so too did Lawrence provide us with
the fantastical' mechanical robot, Clifford Chatterley, in

Lady Chatterley's Lover, in order to demonstrate what can

happen to people when they repress or deny a vital part of

their nature and become subservient to theories and machines.

60 gcott Sanaers, p. 181,
61 1bid., p. 177.
62 1pid., p. 176. - ° S

e v T



o ——s s ——

CHAPTER 2

ART, MORAL REFORM AND THE FABLE

In chapter 1 we discussed the general social and histor-
ical baFkground for the social realism in Hard Timés and Lady

Chatterley's Lover. Similarly, it is importaqﬁ to be aware

of Dickens's and Lawrence's use of art for the purpose of
reform since this underpins the moral fable. While their
belief in the ability of art to instruct may appear self-
evident, it will bécome clear as this discussion progresses
that their didgctic intent involves a quést for a passionate
regponse from the reader rather than merely an intéllectual

grasp of the novels. It is an attempt to lead us to a new
“

consciousness.

Dickens was devoted to 1iteratur;e1 and Lawrence was com-

mitted to the art of the novel.2 Both artists were very much

1 Anthony Trollope, Dickens: The Criéical\Heritage (ed)
Philip Collins (London: RoutTedge & KRegan Paul Ltd., 1971)
p. 325.

2 p.H. Lawrence, "Why the Novel Matters", Phoenix
(Middlesex, England: Penguin Books, 1980), pp. 533-538,

o
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concerned with-the quality of life and the role that art

. could play in expanding the consciousness and altering per-

ceptidns, so that from individual changes or moral reform the

result might be a changed society. Therefore, they both

‘mixed realism with moral fable in order to teach lessons

-

while simultaneously providing islands of removal from
industrial life in order to present their positive values.
The fable not only in\}okes imagination and play but also
presents an ideal or afft:ernative to the mechanized behaviour
of people rooted in the indust‘rial milieu. And perhaps most
important of all, is the suitability of the fable to help
convey the realm of the incorporeal. '

In order to provi;ie a critique of industrial so;iety and
to present an ideal - Dickens and Lawrence employed satire,
Satire is an attack using irony that contains a purpose which
is usually social.3 Since both authors were critiquing soci-
ety - satire was used to attack the negative, dehumanizing
effects of industrialism while also providing a "dislocation
of consciousness", which is a typical satiric technique.4

This dislocation of consciousness is apparent in the use of

the circus in Hard Times and the wood in Lady Chatterley's

3 professor H., Fink, "Lecture on Satire", at Concordia
University, Montréal, Québec, Sept. 15, 1978,

4  1bid., Sept. 27, 1978. ‘ :

B
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Lover. The circus. and the wood contain Dickens's and Law-
rence'&;. positive wvalues. They are removed frém the indus-
trial milieu because the positive v;lues are not to be found
in society as it 'is'. Rather, they reflect things as they
*should' be. In other words, the gocial realism is there to
show. the 'real' wbrld and the fable to convey the 'ideal'

world.

‘However, the atntack on the 'real' world must be seen for
what it is. It is based on a genuine concern and compassion
for humanity. 1It is important“ to keep in mind that satire is
rooted in a caring for mankind and is essentially, "a form of
sympathy“.5 Both Dickens and Lawrence abhorred anything that
reduced a human being to nothing more than an instrument of
economic production. They both fought for the recognition of
man's right to creative expression and fulfillment regardless
of his occupational status. Wholeness or harmony in an
individual could only result when a human being 'was allowed
and ehcouraged to express his desires and fa'ncies.

'r'he goal and core of Lawrence's message are one. Organic
wholeness or the achievement of "full spontaneous being" is

not only the core of his message but also the cause of his

commitment to the novel:®

5 D.H. Lawrence, Lady Chatterley's Lover (Middlesex,
England: Penguin Books, 1982), p. 104.

6  Mark Spilka, The Love Ethic of D.H. Lawren;:e,
(Indiana: Indiana University Press, 1955.),.p. 4
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. Now I absolutely deny that I am a soul, or a
body, or a mind, or an intelligence, or a brain, or
a nervous system, or a bunch of glands, or any of
the rest of these bits of me. The whole is greater
than the part. And therefore, I, who am man alive,
am greater than....anything....that is merely a
part of me. I am a man, and alive.... :

For this reason I am a novelist. And being a
novelist, I consider myself superior to the saint,
the scientist, the philosopher, and the poet, who
are all great masters of differegt bits of man
alive, but never get the whole hog.

By reading the novel Lawrence felt that, "you can develop an

instinct for life....instead of a\;&ory of right and wrong,

" good and bad".8

Right and wrong is an instinct: but an instinct of
the whole consciousness in a man, bodily, mental,
spiritual at once. And only in the novel are all
things given full play.... For out of the full
play of all things emerges the only thing that is
anything, the wholeness of a man, the wholeness of
a woman, man alive and live woman.

"In other words, the art of the novel was the religious art

for Lawrence".10 And in Lady Chatterley's Lover, the acts of

love are "“communion-rites"; therefore, as .Spilka asserted, to
call them "naturalistic descriptions of the sex act", or to
speak of them as "revelations of biology, is to miss the

whole tenor and purpose of the reading experience":ll

7 p.H. Lawrence, "Why the Novel Matters", p. 535.

8 rpid., p. 538.

9 1bid., p. 538. >,

:

10 Mark Spilka, The Love Ethic of D.H. Lawrence, p. 4.

K

11 rbid., p. 191.
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If you're a parson, you talk about souls in hea-
ven. If you're a novelist, you know that paradise
is in the palm of your hand, and_on the end of your
nose, because both are alive... .

The vital struggle toward organic wholeness is Connie's quest

A4 . . .
as she journeys from one realm to another inA,Lady Chatter-

ley's Lover.

.

This struggle toward wholeness is something Dickens

understood, as is apparent in Hard Times. Dickens's port-

ayal of Louisa's and Tom's development is psychologically
iccurate. Louisa, whgyhas no emotional outlet except for her
brother, Tom, marries Bounderby in order to t;etter her
brother's prospects for advancement. Therefore, due to the
Gradgrindian restriction and starvation ofJemotion, natural
human qualities of affection lead to disastrous effects.
Louisa sacrifices" herself for her brother, pa.rticipates in a
loveless marriage, and becomes susceptible to the calculated
attentions of James Harthouse. Tom becomes a monster who
manipulates the .'fact' of his sister's devotion to him and
ultimately becomes a cfiminal. These are the 'natural' or

logical and inevitable result7 of an ‘'unnatural’' upbringing.

-l
1

There are many similarities in the way th\?\tt}ickens' and
Lawfenté express their moral contrasts and e struggle

toward wholeness. Sissy dJupe's moral goodness 1s very

12 p.g. Lawrence, "Why the Novel Matters", p. 533.

v
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similar to Lawrentian vitality. 13 Ang of»course, Sissy 1is
-

_the antithesis of the utilitarian philosophy:

-1

There is an essentially Laurentian suggestion about
the way in which 'the dark-eyed and dark-haired'
‘girl, contrasting with Bitzer, seemed to receive a

iR 'deeper and more lustrous colour from the sun', so
opposing the life that is lived freely and richly
from the deep instinctive and emdtional springs to
the thin-biooded, quasi-mechanical product of Grad-
grindery.1

Significantly, Sissy's symbolic value is inextricably inter-

connec'yed with Sleary‘s Horse-riding and the circus, where

the circus performers represent human spontaneity and express
s

vital humaﬂ/ impulses.ls. There are definite similarities

between Dickens's 'goodness' and Lawrence's ‘'vitality'

throughout Hard Times and Lady Chatterley's Lover and these

will be evident throughout this discussion as the specific

references to the texts are made.

Although both Dickens's’and Lawrence's purpose is didac-
tic in these two novels, it is not didactic in a simple sense
- because both authors wanted a passionate response from
their readers, in_érder to affect more ;;an the intellect
alone. Therefore, both writers Ehose to convey the central
argument of their works with visual imagery, in order that

13 F.ﬁ. Leavis, "Hard Times: The wOrid of . Bentham",

Dickens the Novelist, F.R. and Q.D. Leavis, {(London: Chatto &
Windus, 1970.), p. 277 —

14 1pid., p. 256.

15 r1pid., p. 257.
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the reader might apprehend their message in a manner that
resembles the des:.red> deep instinctive response to a wvisual
art, rather than what is often a solely intellectual response

to written words:

The essential function of art is moral. Not
aesthetic, not decorative, not pastime and recrea—
tion. But moral. The essential function of art is
moral.

But a passionate, implicit: morality, not did-
actic. A morality which changes thé blIood, rather
than the mind. Changes the blgod first. The mind
follows later, in the wake. . \

5 . .
While Lawrence in Lady Chatterley's Lover attempted to change

the 'blood' and the mind, Dickens in Hard Times, hoped to

change the 'heart' and the mind .of his readers.

Essentially, both Dickens and Lawrence protested the
repression and reduction of the human spirit and championed

the spontaneous and creative forces of man. Dickens, in Hard

a

Times, was preoccupied with a comprehensive vision - a vision

in which the "inhumanities of Victorian civilization are seen
¢

as fostered and sanctioned by a hard philosophy, the aggres—
sive formulation of an inhumane spirit“.l7 The reprasenta-—
tive of that ‘hard' philosophy is Thomas Gradgrind, Esquire,

3
. X Y

16 D.H. Lawrence, Studies in Classic American Literature
(Middlesex, England: Penguin Books, 19 r pP. 1

17 p.R. Leavis, "Hard Times: The World of Bentham",
p. 253, —_—— ; ’
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" Member of Pafliament for Coketown. Mr. Gradgrind develops

"his children along the lines of the utilitarian experiment in-

‘education which John Stuart Mill recorded as being his own

-

childhood experienée.LB The result of this education was the
starving of the human need .for beauty and the'expression‘of
the imagination. When Gradgrlnd marries off Louisa to Josiah

*

/
Boynderby (banker, merchant, manufacturer), a man who cargs

only abodut temporai power and materiaL‘suocess, he further

alienates Louisa from' the possibility of achieving love and

3

personal fulfillment. It is tHe cruel insistence on "fact",

t

_vat the total expense of "fancy" which not only distorts the

: ' 4
psychological growth of Gradgrind's children, but Aalso
. L s ‘ AR
condemns the Coketown workers to a monotonous . existence of

-4
.
PSS
. i

.life without beauty.-

3

3

- R rad

. . \
Lawrence recoiled from these same repressive forces. in

Lady Chatterley's Lover.; . In "Tac‘{; «Lawrence could have

learned from Dickens about the flow of: spontaneous life, if

he had not already known it lnstinctlvely.
. : ’ \

_ ‘ o o ‘ i

“ _ Lawrence didn't need to learn from Nietzsche that

..+ life flows from sources far below the level of will

¢ and ego-enforced idea; that it 1is spontaneous,

’ unmeagsurable and creative; and that men, all the

same, ' are continually ¢trying, in ‘one way and

another, to ignore br defeat these truths. If he

had needed to find them in other writers he could

have learnt them from Shakespeare and the Greek

tragic poets and from all the ,creative writers and

* immediate point is that he could have laarnt them

s

3

18 p.J. cruikshank, p. 53.°

' ~ .
> . ¢ N v

artists he studied with the Lﬂ%ight of genius. My
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from Dickens, with whom he has special affinities,
and to whom, like the post-Dickens%gP novelists in
general, he was immensely indebted. .

~In Lady Chatterley's Lover Lawrence completed his final cri-

tique on an industrial. civilization -that sinned against the

organic life By encouraging the submersion or denial of ess-

ential human needs ‘and éapabilities. Like Dickens, he was
6pposed to phflosophies or theories which_restricted human
growth and development and forced rigid patterns and

. ‘ . \
analysis: .

There is no point. Life and leve are life and:

, love, a bunch of violets is a bunch of violets, and
to drag in the idea of a point 1is to ruin every-
thing. Live and let 1live, 1love and let love,
flower*and fade, and follow the natural curve which

- flows on, pointless. ‘

.

/ :
This is ‘important because all romanticism is opposed to .the

clear and definite "point" ‘or target of ideas of industry and

.progress. The natural flow of life evades the regtrictive,

reductive theories designed by man; therefore, the effects of

these theories, is frequently a perversion of‘what'ﬁbuld have

. been natﬁ:al éxpressibn. It is any form of absolutism which

results in the crippling and distorting of human expression

that occupied 'both Dickens and Lawrence.

~

“

Mrs. Gradgrind's intuitive grasp that something was mis-

sing from her utilitarian household was one of the examples

a

19 p,R. Leavis, "Hard Times: The World of Bentham",
p. 278. :

20 p.H. Lawrence in The Achievement Of D.H. Lawrence
(eds.) F.J. Hoffman and H.T. Moore orman nivers

f
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in Hard Times that Dickens used to reflect the fact that a

forced denial of spontaneous life forces eventually leads to

illness. At her death, Mrs. Gradgrind asks for a pen as éheu

attempts to convey to Louisa what it is that is missing from

their home: .
1) : ) s
"You ' learnt a great deal, Louisa, and so did
your brother. Ologles of all kinds from morning to
nlght. If there is any .ology left, of any descrip-
tion, that has not been worn to rags- in this house,
Yeall I can say 15, I hope I shall never hear its

name.".... 0

,"But there is something - not an ology at all -
‘ that your fagher has missed, or forgotten, Louisa.

I don't know what it is.... I shall never get its

name now. But your father may. It -makes me rest-
less. I want to write to him, to find out for Ggg's
sake what it is. Give me a pen, give me a pen".

&

Just as Mrs. Gradgrind's home, Stone Lodge, is a fortress of

fact, so is Lady Chatterley's home; Wragby,'a mansion of the

I d

mental life: )

~~ -~

Poor Connie! As the years drew on it wag the fear
- of nothingness in her 1life that affected her.
Clifford's mental life and hers gradually began to
feeh like nothingness. Their marriage, their inte-
grated life based on a habit of intimacy, that he
" talked about: ‘there were days when it all became
utterly blank and nothing. It was just words, just
80 many words. _The only reality was nothingness,
, and over it a hypocrisy of words.

Y

All these facts and woqdé,'are, of course, attempts to deny

or 'talk away' the deeper life forces in human beings which

¢ N .
. b .

> '21 Charles Dickens, Hard Times (New Ygork: Holt,
Rinehart and Winston Inc, 19585, p. 183.
' 22 p,H. Lawrence, Lady Chatterley's Lover, p. 52.

. | 7 "
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might interfere with the material progress of man. Forcing

“of Life", D.H. Lawrence: A Collection of Critical Essays
(ed.) Mark Spilka (New Jersey: - Prentice-Hall Inc., I§53!,
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«

all human energy into the competition for material acquisi-

tion necessitates the sublimatidn and denial of creative and

ébiritual forces which threaten to distract man from his

discipline to ‘the machine of the indus 1 society:

demands civilization
odies merely as ser—(

Perhaps we. are 'so used to
makes upon us to regard o
viceable instrumgnts that e cannot respond to
Lawrence's insist@nce ' tha our bodies are our
sSelves and that the only way to be alive is iIn the
Tlesh. But it seems to me he has discovered the
perfect place to rest a case against an industrial

, civilization. For no one pretends that such a
civilization offers spiritual rewards to ‘its
supporters. It offers merely the promise of a

richer material existence, 3nd Lawrence suggests
.o that the offer is a swindle.?2 .

5

So did Dickens.- \

i .
Thereforef’it is clear that Dickens and Lawrence chose

in Hard Times and Lady Chatterley's Lover to employ art in an

endeavor to alter their reader's perceptions and pre~conceiv-

ed notions regarding. the world around them. However, Dickens

made it just as evident in Hard Times that he valued art as

st

entertainment. Nevertheless, his belief in the amusement

value of art is a logical part of his central argument and
moral purpose in Hard Times. A life of all work and no play

is cruel, dehumanizing, and dangérous. Dickens sa{d of the

Coketown populace:

a

23 Jdlian Moyﬁahan, "Lady Chatterley's Lover: The Deed

p. 83. . N
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Cultivate in them, while there is yet time, the ut-
most graces of the fancies and affections, to adorn
their lives so much in need of ornament; or, in
‘the day of your triumph, when romance is utterly
driven out of their souls, and they and a bare

* existence stand face to face, Realigg will take a
wolfish turn,’ and make an end of you. 4

Dickens was advocating the entertainment value of the arts,
because he recognized the dangers of repressed emotion and

unexpressed creativity which were.sanctioned by the spirit of

industrialism.

However, this insistence by Dickens concerning the

_entertainment - value of art, was, as Leavis mnoted, sonlething

~ that Dickens had previously expressed in Bleak House, the

novel which immediately preceded Hard Times:

During the whole time consumed in the slow growth
of this family tree, the house of SmallweeH, always
early to go out and late to marry, has strengthened
itself in its practical character, has discarded
all amusements, discountenanced all story books,
fairy tales, fictions and fables, and banished all
levities whatsoever. Hence the gratifying fact,

that it has had no child born to it, and that the:

complete little men and women whom it has produced

have been observed to bear a likefless to old gon-

keys with something depressing on their minds.?2
The preceding passage is both an example of Dickers's belief

. ¢ . .
in the vafue of entertainment, and, simultaneously, evidence

of his own capability to amuse. Nevertheless, all: comic

24 charles Rickens, Hard Times, p. 150.

25 Ccharles Dickens, Bleak House, in "Hard Times: The
World of Bentham", F.R. Leavis and Q.D. Leavis, Dickens The

Novelist (Middlesex, England: Penguin Books, 1978]), p. <ll.

.
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devices employed in Hard Times have an obvious satiric pur-

pose within the main argument of the fable, and that purpose

is a moral one. No one who reads Hard Times can overlook
N —-—-——v——- ,

" Dickens's dark reaction to the suppt‘éssidn of vitality. His

portrayal of Louisa Gradgrind's stifled growth anticipates

Lawrence's depiction of Connie's paralyzed existence in Lady
[] A v

Chatterley's Lover:

And here 1lies the vast 1mportance of the ndvel,
properly handled. It can inform and lead into new
places the -flow of our sympathetic consciousness
and it can lead our sympathy away in recml from
things gone dead. 26 B

Ry

26 D.H. Lawrence, Lady Chatterley's Lover, p. 104.

1
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Y CHAPTER 3

FACT AND FABLE: THE FAIRY-TALE AURA

)

In order to lead us to a new state of consciousness
Dickens and Lawrence transcended the expectations of realis-

tic fiction in Hard Times and Lady Chatterley's Lover. They

employed a wide variety of literary devices to dramatize ' two
opposing realms in each work. While Dickens used Sleary's
Horse-riding and the circus to convey his positive values in

Hard Times, Lawrence utilized the wood in Lady Chatterley's

Lover for his rendering of growth and vitality. However, it
is not merely the’ simple juxtaposition of the industriaf
world with that of the circus or the wood that argues symbol-
ically against the repression of the human spirit, but also

the plot, characters, language and style of each novel.

It is characteristic of moral fable that everything be
of significance with regard to the intent of the story.l
F.R. Leavis stated that: "I need say no more by way of
defining the moral fable than that in it the intention is

peculiarly insistent, so that the representative significance

ot sk
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of everything in the fable - character, episode, énd SO on -
is immediately apparent as we read".! K.J. Fielding reminded
us- that Henry James interpreted the moral fable in terms of a
"fictional story with a clear intellectual purpose".2 Exam-

ined with these definitions of the moral fable in mind, both

Hard Times and Lady Chatterley's Lover can be viewed in this

light.

Obviously, there is a clear, intellectual purpose evi-

dent in Hard Times. From the opening schoolroom scene: until

the end¢of the novel, there is no doubt at all that Dickens.

is attacking the reductive attitude of a materialist%c spir-
it. The satire is unmistakeable. Absolutely everything in
;he.novel contributes to the main argument: "Like the char-
acters and the "setting, the plot of Hard Times is entirely
continuous with 1its satiric argument: every line leads

directly into the central fable".3 Dpickens polarized values

and presented them throughout the novel: in the characters and

institutions. The reader is always aware of thig polariza--

tion. There is never any doubt about Dickens's intent. We

-

V4 ‘ :
' F.R. Leavis, "Hard Times: The World of Bentham",

p. 188.

2 x.J. Fielding, Charles Dickens: A Critical Introduc-
tion (London: Longmans, Green and Co., Ltd., 1958), p. 160.

'3 Sylvia Bank Manning, Dickens As Satirist (New Haven:
Yale University Press, 1971), p. 145.

|
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know that "Grngrind, Bounderby, M'Choakumchild, Sparsit,
Harthouse, Bitzer and Slackbridge are representative of one
world, and that Sissy, Rachael, Stephen and Sleary are
representative of another. We know that the Coketown world
is the realm of fact and that the circus world is the realm
of fancy. We also see clearly that child and adult are
divided this way. And the clarity of our perception is
intended and necessary. For if the reader cannot recognize
the polarities - the point of the entire novel is missed:
Hard Times, ... is moral satire. Like all Dick-
ens's fiction, it is concerned essentially with the
moral dilemmas of opposition between mechanical
rigidity and vital fluidity, scientific learning
and intuitive knowledge, self-propelling masculine
aggressiveness and nurturing, feminine receptivity.
Dickens polarizes these values in th various
" # characters and institutions of the novel.
It is the industrial, utilitarian realm opposed to the realm
of emotion, imagination, charity, and love. Dickens has a

-~ e

romantic, organic pre-suppd%iéion aimplicit in his work.
Therefore, in seeking a balance between fact and fancy,
Dickens stressed fancy because it was the neglected aspect in

the quest for wholeness.

Lawrence's intellectual purpose and method are similar

in Lady Chatterley's Lover. We are no less confused regard-

ing his polarities. Lawrence's juxtaposed worlds - one cere-
bal, abstract, and unvital, and the other, physical, concrete

and vital or organic - are dramatized throughout the novel.

4 Sylvia Bank Manning, p. 133.

N
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There 1is no doubt concerning Lawrence's wviewpoint. "The

nmovel's structural method involves a simple juxtaposition of

the two modes; its narrative method combines explicit inter-
pretafive comment by a narrator who from the beginning makés
clear his sympathy for'the vitalist viewpoint together with
‘lucid and objective renderinés of characters, situations, and

settings".d As in Hard Times, the polarities are obvious and

BT S S e I

are meant to be. Characters and places are either represen-
tative of the unvital Fealm of élifford and Wragby Hall or
the organic realm of Mellors and the wood. For Lawrence
there were no degrees of vitality - only vitality or the lack
of it., While Dickens, in Hard Times, polarized his charac-

ters and institutions around a split between fact and fancy,

Lawrence, in Lady Chatterley's Lover, polarized his charac-

ters and situations around the split between mind and body.

Mellors is himself conscious of the polarization and decides
to re-emphasize the body to repair the split. Like Dickens,
in seeking totality, Lawrence emphasized the neglected

component in the quest for wholeness. He—ﬂdéplored the (

over-emphasis of the mind at the body's expense and sought an |

i
!
!

integration of the two. Therefore, Clifford Chatterley A
represented all the negative values which Lawrence viewed as

being aligned with the mental life:

‘ 5 Julian Moynahan, "Lady Chatterley's Lover: The Deed
/ of Life", pp. 72-73. !
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Thus Clifford displays all those ills which Law-
rence associated with the mental life: insistence
«_ . » ~on soclial forms, fascination with science, lust for
domination, acquisitiveness, devotion to industry,
physicgl impotence, and substitution of- art for
life". °

- .

.The 'mental' life in Lady Chatteriey's Lover and the 'fact'

life ih Hard Times areAremark;bly similar.

Clearly, then, both novels qualifyﬂas moraiifables be-~
cause they are ficpional stories with an insi%f;htly obvious
intellectual, even didaétic, purpose and this purpose can be
seen to be operating throughout ‘the novels in . terms 9@\
settings, characters, p;ot and situations, This explains
thgn the criticism regarding the characters in Hard Times and

Lady Chatterley's Lover. Many critics have complained about

what they consider to be one dimensional caricatures rather

-

than fully developed characters 'in these .povels. However,

what some of these critics failed to realize, is that this
[ .
polarization of character-qualities is an essential component

in the fable aspect of each novel. Edgaf H. Johnson reacted

to the compact and insistent ‘mood of Dickens's description of

Coketown and its inhabitants:

A “

Every packed detail of this entire setting is sur-
charged with significant emotional and intellectual
comment, and every character among the small uni-
fied " group, symbolic and stylized, who act out
their drama in the gritty industrial world, serves
to deepen and intensify the meaning. Josiah Boun-
derby, banker and manufacturer, 'is its blatant

!

6 scott Sanders, p. 183,

4
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greed and callous inhumanity in action. Thomas
Gradgrind retired wholesale hardware dealer, man of
facts and figures, is the embodiment of utilitarian
economic theory and its endeavour to dry up life

" into statistical averages. Young Thomas Gradgrind,

devoted first and only to his own advantage, is the
mean product of the paternal theories -s«##that not
unyfécedented triumph of calculation which is usu-
ally at work on number one". (I, IX) The daughter
Lousia is their predestined tragic victim going to
doom,  in her face "a light with nothing to rest
upon, a fire with nothing to burn®™. (I, iiil) The
consummate achievement of Mr. Gradgrind's system is
represented by Bitzer, one of the pupils graduated

.from the day school founded by Gradgrind: for

Bitzer everything is a matter\%g bargain and sale,
accessible to no appeal exc@€pt that of self-
interest. w

Johnson also ‘noted the essential contrast in:Hard Times which

is just as styligzed:

.
L)

In contrast to these, Sissy Jupe, the strolling
juggler's child, spending her childhood among the
acrobats and equestrians of Sleary's Horse-riding,
symbolizes everything in human nature that trans-
cends the soulcrushing hideousness and mere instru-
mentalism of Coketown: she is vitality, generos-
ity, wuncalculating goodness. It is significant
that she has been born and nourished among a people
whose activities were not dominated by pure utili-
ty, but have at least some association with those
of art, self-fulfilling, selfﬁjustafied, and

" containing their ends within themselves.

1Y N

-In fact, the characters generally are so stylized that Geof-

. .
frey Thurley saw many of them (Bounderby, Mrs. Sparsit, James

~

7 'Bdgar Johnson, Charles Dickens: His Tragedy and
Triumph (New York: Simon and Shuster, 1952), Vol. 2, p. 50.

8 EgEdgar H. Johnson, pp. 50-51.

\
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Harthouse, Slackbridge and Stephen Bla kpo?l) 'as "social

’ i
emblems or caricatures rather than 'real’ peogle".9
i

The characters imn Lady Chatterley's oveJ are also fre-

quéntly described as caricatures rather tgan believable char-

acters, Sanders felt that all the charapters in Lawrence's

—

novel were more like "ciphers in an arguAent" or "figures in

\
a symbolic algebra™ rather than the 'complpx and unfathomable
characters in Lawrence's great earlier nbvels".10 Sanders

fouﬁa Clifford particularly unconvincing:

\

Clifford stands for rather than justifies this
equation of mentalism in art, society, science,
industry and so on. Like a figure in chess he can
only move ‘in certain directions; his significance
is defined by the 'rules of the game rather "than by
his individual chéracter. In short, he is a type,

quite proper in fable or romance, but unconvincing -

in a realistic novel.!

However, this is just it ~ Clifford is a character in a fable

as he is, also a character in a realistic novel. Clifford is

.far more than just a symbol. He is also a complex character

of the milieu of self-conscious cleverness avd progress that

forms both he and Connie. They are rooted)in a particular

cultural environment and employ personal will as part of the

syndrome of the technoloéized habit of mind. The .famous

{
9 Geoffrey Thurley, The

Structure (St. Lucia Queensland niversity of Queensland

10 gscott sanders, p. 185.
1] 1bid., p. 185.
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wheelchair scene in Lady Chatterley's Lover is much more than

o

N just caricature.. Clifford is subsumed by his mechanical

chair. Its breakdown leaves. him not only physically bht

morally dependent. This is because, as Spilka observed, he

has sunk "the roots of his life into industry itself".l2

Life~-responsibility is placed on the machine and is not found
within.13

-

What can be said then of characters such as those we

o mrr—— AN e, s, 45 oo e 1. o

discover in these.particular novels? We have .to keep in mind
» the traditional approach to the English novel. Leavis did.
. He felt that there was a traditional approach to the

appreciation of the Victorian novel:

t

>

\ ' The business of the novelist, you gather, is to
'create a world', and thg mark of the master is
external’ abundance - he ¢gives you lots of 'life'.
The test of life in his characters (he must above
all create 'living' characters) is that they go on
living outside the book. . .Expectations as
unexacting as these 'are not, when they encounter o
significance, grateful for it, and when it meets
. \ them in that insistent form where nothing is very
{ ‘'engaging as 'life' unless_ its relevance is fully
o taken, miss it altogether.

Leavis referred to Hard Times; however, the same can be said

of Lady Chatterleyyss Lover.

" ed .‘p )
i v . )
; S ' N C W
i ) ' 12 mMark Spilka, The Love Ethic of D.H. Lawrance, ©t
© p. 182 . .

-
.

’ ) 14 g.R. Leavis, "Hard Times: The World of Bentham',
A . po lB'7o . ‘

4

s

% \ 13 Ipid., p. 182.
g .
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- 7 Nevertheless, neither of these works is solely fable.

. The realism is blended with fable and thergfore the charac-

E - - ~

3 A . . .. ters can be seen algo to exhibit realistic qualities. Al-

though the characterse in. Hard Times and Lady Chatterley's

Lover may not be as complex as those found in other novels by
—_ >

Dickens and Lawfence - it is not true that there is no pgych-
~olbgica1 development. of character. Dickens's portrayal of

Louisa gradgrind shows depth beyond that found in fable. The

# reader is provided with an intelligent and accurate fenderi’.ng

4

" of a young woman whose environment has stifled her self-
o expression, leaving her entrapped body and soul and yet being
aware of ‘her paralysis. This is the, cruelty. Trapped and

unable to escape, it is her fate to retain the instinct for

4

E ¢ .. . : '
. vitality and be unable to act upon it. Toward the end of the?®
. © novel Louisa tells her father of her constant battle against
( natural human instincts: )

q "With a hunger and thirst upon me, father, which
. have never been for a moment appeased; with an
- ‘ ardent ‘impulse towards some region where rules, and
’ * - figures, and definitions were not quite absolutg; I
have grown up, battling every inch of my way".l_ g

ft - - . . .0
°  And when Louisa's father tells her that he did not know that

- ’ she was unhappy, Louisa repiies:

. "Father, I always knew it. 'In this strife I have

. : almost 'repulsed and crushed my better angel into ‘a

: .demon. What -I have learned has left me doubting,

. ' misbelieving, despising, regretting, what I have
not learned, and my dismal resource has been to

4 . ' )
\,,"' ' 15 cCharles Dickens, Hard Times, p. 199.

\
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think that life would soon go by, and that nothing
in it cou%d be worth the pain and trouble of .a ,

contest" .1l .
The psych‘ological reality of rLouisa's state is grasped both
\__intellectually and intuiﬁivelykam\i the re_égder has watched her -
tragic development from the novel's beginning. Therefore,
Louisa Gradgrind is not merely a social emblem or carica-
ture. She‘is a :real' character in the novel and because of
+ that we are angry at the system which 'has entrapped her.
. a. B 4
It is consciousness that makes Louiga a character and
-not.- just a caricature or symbol. It is, as we shall see iﬁ
more detail in'chapter 5, the development and manifestation
" of her own consciousness of her situation and of the kind of
person that she is. Mellors and Conniev*also have this con-
sciousnesa\of themselves as human which resists mechanisgn.
And although this congciousness is mental, it is not the “same
as intellect alone. In fact; the point is that Mellors helps
bring Connie to further consciousness. glifford is 1less
conscious because he allows 'intellect' and will to gubsume

»

his conscilousness. He is mind without consciousness’.

1
A

Therefore, the character of Connie Chatterley is care-
fully psychologically developed by Lawrence. Lawrence does

not just haphazardly throw Connie and Mellors into a wood.

. »

16 Charles Dickens, Hard Times, p. 199, .

- :
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They are quite belieg;;;e. Lawrence has pﬁrtrayed Connie's
' growing sense of paralysis and deadness and we v}ew‘hef as a
woman who is becoming wrapped in Clifford's-coc$on of words
and sterility as the life drains out of her. By the .time she
meets Mellors, we have been well prepared for what will like-
ly be.herrlast chance for life over a living-death. Unlike
Louisa Gradgrind, Connie Chatterley is not doomed to a ster-
ile life because she is Qwakened by Mellors. As the novel
progressesflthe reader recognizes that Connie uses her body
and her mind to make the choice for life and therefore she is
a 'real' character and cannot at all be considered a pawn in

a game of chess.

Although, as we can perceive, both novels are very rea-
listic in basic outline - there is an aura of the fa}ry tale
‘ ) .

about them which proceeds from the moral fable. Michael C.

Kotzin, in Dickens And The Fairy Tale, discussed the rela-

tionship between Dickens and the fairy tale as it was regard-
ed and used in his time.l7 Kotzin reminded us that Dickens
was not the first English novelist whose works can be connec-

ted with the fairy tale - and he pointed out these connec-
! 3

17 Michael C. Kotzin, Dickens And The Fairy Tale
(Bowling Green, Ohio: Bowling Green Popular Press, 1972),

p. 2. .
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tions with regard to Oliver Goldsmith's The Vicar of Wake-

field, Sir Walter Scott's The Black Dwarf, The Heart of Mid-

lothian and The Monastery and also Jane Austen's Persuasion

k.18

and Mansfield Par Kotzin wrote that Dickens followed

these writers in "merging the fairy tale and realistic fic-
tion".12 Kotzin.felt that the patterns ‘of fairy tales are so
submerged in Jane Austen's fiction that he doubts that they
were intended; however, he assertéd that Dickens "succeeded
in assimilating the fairy tale into the realistic novel in
ways that Goldsmith and S‘cott could not o;:‘_ did r;ot want
'to".2° Kotzin attributed Dickens's success mainly to his
genius; hos;lever, Kotzin also recognized that Dickens was
exposed to fairy tales more than Goldsmith or Jane Austen
could have beeq and that he wrote for an audience which "was
more demanding of artistic unity and realism than Scott's -
but which was also receptive to fairy-tale-like fiction".21

In order to discuss the fairy tale elements in Hard

Times it is necessary first to define the fairy tale and to
examine the functions of them in Victorian England. Defining

e
[ ]

18 Michael C- Kotzin, pp- ‘3_4l N
19 1bid., p. 5. -
20 1pid., p. 5.

21 Ibido, ppo 5-6o
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the fairy tale is a more difficult task than recognizing it,

 as Kotzin noted:

Fairy tales are perhaps more easily recognized than
defined. Folklorists group them with other kinds
of folk tales, such as animal stories, jests, and
fables. They are a type of narrative which has
traditionally been told aloud by peoples throughout
the world, and although some of the fairy tales in
oral traditions have 1literary sources-:- and many
literary versions of the tales have been written,
the popular, primitive origins of the fairy tale
genre are 9ften thought of as having determined its
- character.

It was speculated\ that the root of the word " fairy" was the
Latin fatum, which led to the verb fatare (ﬁo enchant) which
in French became faer, from which was created faerie.23
"Faerie", meaning.illusion or enchantment, was extended after

24 Kotzin told us

being adopted into the English language.
that J.R.R. Tolkien insisted that l3‘:'airy—stor:i.es-: are not, in
normal English usage, stories about fairies or elves, but
stories about Fairy.(Faérie), the realm in which fairies have
their being:25 4
Particular qualities. of the world ‘of "Fairie"
include the presence there of magical acts, the
animation of non-living things, the transformation
of one thing or person into another, an unnaturally
quick or unnaturally slow passage of time. Fairy

) tales are recognized by the recurrence in them of.
' this subject matter, and By the recurrence of

22 Mjchael C. Kotzixy p. 7.
23 1bid., p. 7.
24 1bid., p. 7.

25 1pid., pp. 7-8.
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certa%g narrative patterns or combinations of
them.

The lines dividing .- myths, legends, and folk tales often
overlap; however, the distinction between myths and fairy
tales is easier to d:i“.stinguish.27 The subjects of myths are

J ' prehistorical and function in an‘ explanatory way, while folk
’tales are ahistorical and function as entertainment.28 The
provision of amusement was o;ue of the major functions of
fairy tales in Victorian 'England; however, they were also
used for moral effect - a function which occurred in the
nineteenth century and was considéred justification for
a‘llowing children to read them.2?

Dickens's use of the fairy tale in Hard Times was judi-
cious. Victorian authors had concurred with the Romantics by
stress‘ing the fairy tale's imaginative value - although they
had also reverted somewhat to the instructional qualities
advocated by the Enlightenment.3o Nevertheless, as utili-
tarianism, industrialisin, and science grew, some Victorian
men of letters defended uthe fairy tale and probably contri-
buted to its new stature:. "In those statements and else-~

where; they reveal the syr{i:hesis of appreciation of the

26 Michael C. Kotzin, p. 8.

27 1bid., p. 8.

28 1pid., p., 8.
29 1bid., p. 9.

| 30 1pid., p. 26.
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imagination and moral posture which characterizes the Victor-
ian acceptance of the fairy tale".3l Dickens employed this
acceptance of the fairy tale when he wrote Hard Times as he
simultaneéusly used it to advance its cause, while also

protesting the inhumane and repressive spirit of an increas-

ing materialism and advocating a life which allowed and

encouraged imaginative expression.

Dickens argued for a little less fact:

"You are to be in all things regulated and govern-
ed", -said the gentleman, "by fact. We hope to
have, before long, a board of fact, composed of
commissioners of fact, who will force the people to
be a people of fact, and of nothing but fact. You
must discard the word Fancy altogether. You have
nothing to do with it. You are not to have, in any
object of use or ornament, what would be a contra-
diction in fact. You don't walk upon flowers in
fact; you cannot be allowed to .walk upon flowers in
carpets. You don't find that foreign birds and
butterflies come and perch upon your crockery:; you
cannot be permitted to paint foreign birds and
butterflies upon your crockery. You never meet
with quadrupeds going up and down walls; you must.
not have quadrupeds represented upon walls. You
must use," said the gentleman, "for all .these pur-
poses, combinations and modifications {in primary
colours) of mathematical figures which/aye suscep-
tible of proof and demonstration. This {s the new
discovery. This is fact. This is taste.

N Of course it is this same "proof and demonstration" attitude

which is used to denigrate the fairy tale and all other imag-

inative creations. When Louisa and Tom are caught peeping at

\

~

31  Michael C. Kotzin, p. 26.

32 cCharles Dickens, Hard Times, p. 6.

G

”

|
( _ i \ . - v B T NV Sy L WU PRV

[ I Y




et e e o e = AP S, P g STPHEON I R

- 54 -

the circus, Bounderby tells Gradgrind that this. "vulgar curi-
osity" has its roots in "idle imagination".33 The Gradgrind
children are to be kept free of wonder:

No little GradgPind had ever seen a face in the
moon; it was up in the moon before it could speak
distinctly. No little <Gradgrind had ever known
wonder on that subject, each 1little Gradgrind
having at five years old dissected the Great Bear
like a Professor Owen, and driven Charles's Wain
like a locomotive engine driver. No 1little‘'Grad-
grind had ever associated a cow in a field with
that famous cow with the crumpled horn who tossed
the dog who worried the cat who killed the rat who
ate the malt, or with that yet more famous cow who
swallowed Tom Thumb: it had never heard of those
celebrities, and had only been introduced to a cow
as a graminivzrous_ruminating quadruped with sever-
al stomachs.3

&
No fairy tales were to be allowed to fire the imagination of

Gradgrind‘'s children. Of course, it is ironic that Bounderby

.energizes  himself ‘with a fantasy «concerning his own

childhood.

Actually, it is quite fitting that Dickens employed the
fairy tale as part of his own creative assault on the nega-
tive aspects of an increasingly industrial and utilitarian
England. Although some critics found the fairy tale atmos-
phﬁer:e strange in realistic fiction they ar.e vactually‘approp-
riate for Dickens's satiric intent as well as a suit‘:able
vehicle for his expression of the need for amusement. In

fact, as Kotzin nczﬁted, at a 1962 symposium Edgar Johnson made

4

’33 ~ Charles Dickens, Hard'Times, p. 6.

34 1pid., pp. 8-9.
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observations concerning four "emergent strands in Dickens

>

cg’.ticism".35 One of these obBervations was:

the willingness to~ treat Dickens not as a novelist
aiming at literal realism or naturalism and not
quite succeeding... but seeing in him instead
something much more adventurous than th#t, in which

~ the elements of the fairy tale are superimposed on.

the every day world and the deep symbolic truths of
myth gleam through the surface.

-

Perhaps this is one observation that we should keep in mind

as. we examine the blend of realism and fable. Clearly, the
moral fable gains strength from the association with the
fairy tale elements; however, underneath the fairy tale atmo-
sphere is always the social realism. No matter that Sissy is
the "good' fairy",37 Mrs. Sparsit JS( the "Bank Dr:agon"38 or
that Bounderby is the "giant" in the "red brick castle" .39
Never for a moment does Dickens let the reader forget the
cruel reality of ‘a 'forced fact' education or the analogy
between the Gradgrind children and the Coketown workers:
Is it possible, I wonder, that there was any ana-
logy between the case of the Coketown population
and the case of the little Gradgrinds? Surely,
none of us in our sober senses and acquainted with
figures, are to be told at this time of day, that
one of the foremost elements in the existence of
the Coketown working-people had been deliberdtely
35 Michael C. Kotzin, p. 1.
+ 36 1bid., pp. 1-2.

37 charles Dickens, Hard Times, p. 254.

38 1bid., p. 104. p J
39 1bid., p. 134. |
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set at nought? That there was any Fancy in them
demanding to be brought into healthy existence in-
stead of struggling on in convulsions? That exact-
ly in the ratio as they worked long and monotonous=
ly, the craving grew within them for some physical
relief - some relaxation, encouraging good huglour
and good spirits, and giving ﬁ}‘%m a vent - ...4

: \
Gradgrind is .enforcing the proletarianization of child-

k]
;

. / . as .
s ren = children are being made indistinguishable from the

industrial working class. This, in effect, would produce a
proletarianization of the world. Children and workers become
identical. This, for.Dickens, was the great sin of industri-

alism. It made children into workers and also removed the

thild-like quality from workers. For Dickens, it is good to

have child-like qualities. The workers are not allowed this.

Clearly, Dickens recogr}ized that submerged energies
needed to be "vented". In so recognizing, he not only
conveyed sogial realism but psychological reality - for
psychiatrists like Freud have revea;led the dangers of repres-
sion,"’l while others like Jung have displayed a reverence for
"wonder " . 42 While for Dickens f:hildhood is destroyed; for

Lawrence, love is destroyed. Here is the fairy-tale heart of

46\ Charles Dickens, Hard Times, pp. 22-23.

41 Sigmund Freud, Civilization and Its Discontents
(London: The Hogarth Press, 1972).

42 c.q. Jung, Modern Man In Search Of A Soul (New York:

" Harcourt, Brace and World, Inc., 1933).

i
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it: children and lovers are transformed evilly by mechaniza-
tion, and imagination re-transforms the 'ugly frog' into 'the
prince'. . All people need Fancy. They need enSertainment.
The circus is the Iexternal manifestation of t‘heﬁ fancy and
freedom within.

Just as the circus and the fairy tales provide the~ sense

¢of wonder and mystery in Hard Times, so too does the wood in

‘Lady_Chatterley's Lover prov{de this sense of the fabulous.

Although Connie had walked in the forest manys times - it"is
only immediaté\ly preceding her "visionary experience"43 of
Mellors washing h'imsélf, that Connie begins i:o per:'ceive the
potency of the wood. At first the world seems dead “to

Connie:

A
The air was soft and dead, as if all the world
were slowly dying. Grey .and clammy and silent,
even from the shuffling of the collieries, for the
pits were working short time, and today they were
stopped altogether. The end of all things!

In the wood all was utterly inert and motion-
less, only great drops fell from the bare boughs,
with a hollow little crash. For the rest, among
~the o0ld trees was depth within depth of grey,
hopeless inertia, silence, nothingness.

%

43 p.H. Lawrence, Lady Chatterley's Lover, p. 68,f.J

44  1pid., p. 67.

[ TRUS VY




Y
e s St 2P A v e e i, e Mo

e s e

- 58 ~

i
However, as Connie walks on she beginqﬂlo sense the growth

and vitality of the wood:

. Connie walked dimly on. From the o0ld wood came an
"ancient melancholy,-somehow soothing to her, better
than the harsh indentience of the outer world. She
liked the inwardmess of the remnant of forest, the
unspeaking reticence of the old trees. They seemed
a very power of silence, and yet a vital presence.
They, too, were waiting: obstinately, stoically
waiting, and giving off a potency of silence. Per-
haps they were only waiting for the end; to be cut
down, cleared away, the end of the forest, for them
the end of all things. But perhaps, their strong
and aristocratic silence, zge silence of strong
trees, meant something else.

and then she comes out of the wood and sees the gamekeeper's
cottage:
As she came out of the wood on the north side, the
keeper's cottage, a rather dark, brown stone cot-
tage, with gables and a handsome chimney, looked
uninhabited, it was so silent and alone. But a
thread of smoke rose from the chimney, and the
little railed-in garden in the front of the hguqe
was dug and kept very tidy. The door was shut. 6
This, of course, is the home of the 'prince', Mellors, who
will shortly awaken the 'sleeping beauty’, Connie. In other
words, Mellors is like Merlin the magician. He will rescue

Connie from her prison of 'false being' and make her a beau-

tiful princess again.

The planes of realism and fable intersect in Lady Chat-

[3

o e R G s e e

terley's Lover. Sanders commented on the preceding passages:

45 p.H. Lawrence, Lady Chatterley's Lover, pp. 67-68.

46 1pbid., p. 68.
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At first the woods seem to her as dead as the outer
world, where silence means the arrest of industry:
but in the third paragraph she begins to suspect
that the stillness of the forest disguises growth.
In this passage the realistic and the fabulous
intersect: on a naturalistic plane, the trees are
only potential industrial timber, mine props, tem—
porarily reprieved, a pathetic remnant” of the
defeated past; but on the plane of fable they offer

- sanctuary, they stand for the enduring forces of °

regeneration, they shelter the potent dark prince
who will restore Connie to life. The Kkeeper's
cottage partakes of the general silence and isola-
tion of the forest and [is likewise ambiguous: it
appears to be abandoned, lifeless, yet it trails a
- thread of smoke connoting warmth ‘and life; realis-
tically it is a poor and ramshackle place, but
fabulously - using that word in its root sense - it
lodges the dark prince, it is a frail ark that just
might weather the flood. The whole pageant of Lad

Chatterley is acted out simul;aneously on these two
wpIaneB of realism and fab}e.4 .

In Lady Chatterley's Lover there are reverberations of myth

which proceed from the moral fable and add a fairy tale aura

~

to an otherwise re‘&.?c novel.

Although Lady Chatterley's Lover is allegorical in nat-

-

.~ lure, Lawrence does use what Sanders called "mythic echoes" in
this novel.48 These are: the fertility myth, an inverted
Eden myth, and the resurrection myth.49 As ‘Sanders noted,

the basic fertility myth was delineated in The Golden Bough

by Sir James Frazer: ‘“the crippled and sterile king (Clif-
ford) rules a barren country (the mining district); his queen

(Connie), who suffers from .the barrenness of his realm, is

47  scott Sanders, p. 190.
48 1pid., p. 200.
49 ‘1bid., p. 203. , ‘
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‘restored - to ferti;'Lity by a potent prince (Mellors), who has

survived various ordeals (the war, pnewmonia, his first wi fe)

to reach her".>0 0f course, in Lady Chattérley's Lover, fer-

tility is not restored .to the entire land; therefore, the
myth is not completely employed. And, when Lawrence suggests
the Edenic myth - it is, of course, an inverted form whereby

~ L

Connie and Mellors (Eve and Adam) are cast back into the gar-

a

den to rediscover their innoce(\ce.51 Even the -resurrection

. -
myth is employed, as are the fertility and Edenic myths, as

part of the organic .metaphor which is central in ‘this novel.

Clearly, both Dickens and Lawrence combined social rea-
lism with moral fable in an unique way in these pnovels.

Adventurous and daring, this unusual blend represents an

" original attempt to employ a wide. variety of literary devices

in order to convey each authot's perception of morality.
Both Dickens and Lawrence had great qompassior; for the sub-
merded -and repressed creative enefgies of thg industrial
world. They wisﬁed to alter our perceétién - so that we
would dévelop an instinct for spiritual health and a disdain
for the .pyrely material and abstract. By‘co'"mbinir'ng fact and
fable they challenged the reader's perception, be;:ause we
cannot confine "them to one narrow category and t};en apply our

Y

own 'absolute' values.

50 scott Sanders, p. 200. _ ' v

51 1bid., pp. 200-201. ‘ ;
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" CHAPTER 4
MORAL PURPOSE: INDUSTRIAL IMAGERY, ORGANIC METAPHOR, AND

A
? BIBLICAL AELEGORY

The esséntial symbolism in both Hard Times and Lady

Chatfterley"s Lover 'is based upon the central contrast of
mechar{ical versué \organ‘gic or paradisal. Both Dickens and
Lawrence created a vivid picture of the "machine in the
gapden"l, which underlies, informs, and pervades these two
novels. These bold contrasts proceed quite r;aturglly from
Dickens‘s land Lawrence's poetic approach to art and vividly
reflect their attitude toward the threats of industrialism.

)

Juxt'aposed with the industrial imagery and the simul-

taneous interpretive narrative in Hard Times and Lady Chatt-

erley's Lover are pastoral and 6rganic imhges and Biblical

T

references which are employed as stark contrasts to thé in-

dustrial scenes. - The destructive, metallic, and mechanica{/
is opposed to the craative, warm, and spontaneous. The

raader is presented with a kale‘iddscopic view in both novels,
' * Y

M

'

.1 Leo Marx, The Machine in the Gardan (New Yorks
oxford Ufiiversity Press; 1363)
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as the action; occurring on the planes of both realism and

* fable, operates with the aid of conflicting images and verti-

I

cal dimensions of meaning. Everything becomes symbolic.
Characters, plapes and names are wh;t they seem. The fables,
whiie presented on the primitive, basic level of story-tell-
ing, employ a wide variety of 1itefary devices which all work

to convey one comprehensive vision of Truth. -

i‘ N -
Dickens and Lawrence have both been likened to painters
with words, because of their use of vivid, visual imagery.
Nancy K. Hill reminded us' that Victorians considered the

visual arts to be literature's sister:

m

A remarkable unanimity of purpose characterized the
.. sister arts as poets and painters recognized the
power of the visual image to instruct the burgeon-
ing number of people admitted to the world of cul-
ture. In this age of didactic purpose and coop-
erative endeavor in the arts, Charles Dickens
emerged as a central figure, one who combined moral
purpose and visual imagery in highly persuasive
fashion.

Dickens, employed his powerful skills with visual imagery in

\

"order to change the reader's perception and thereby to bring
about. reform. jAs Hill observed, during the Victorian era,
the central aesthetic was still most likely the picturesque.3

However, Dickens recognized the dangers inherent in this
y

2 ,Nancy K. Hill, A Reformer's Art: Dickens'
Picturesque and Grptedqge‘!mgggri [{Ohioi Ohio University
Press, I p. L.

]
f

3| Ibid., p. 9. / : ' A
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limited approach and he designed a way of exposing his.read-

ers to other realities of life by employing the grotesque:4

An extremely complex aesthetic mode, the grotesque
combines natural forms not found in nature; it ani-
mates the inanimate; it cavorts with the unexpec-
ted, the startling, the extraordinary.

Because it establishes a mood of tension and
imbalance, grotesque art can be profoundly dis-
quieting and can be used by the serious artist as g
means of awakening his readers to social concerns.

-

This "disquieting sense of apprehension" is elicited by means

of the grotesque in Hard Times.6

Dickens's descriptioﬁ of Coketown is an example of his
¢

~

use of the grdtesque in order to point out that, in reality,

4

. £
‘this reduction of life to utilitarian principles has warped

L

the people of the town and maFe them grotesques themselves:

4

”»
y

Nancy K..Hill, pp. 9-10.

i

It was a town of red brick, or of brick that would
have been red if the smoke and ashes had allowed
it; but as matters stood it was a town of unnatural
red and black like the painted face of a savage..

It was a town of machinery and tall chimneys, out.

of which' interminable serpents of smoke trailed
themselves for ever and ever, .and never got uncoil-
ed. It had a black capal in it, and a river that
ran purple with ill-smelling dye, and vast piles of
buildings full of windows where there was a rattl-
ing and a trembling all day long, and where the
piston of the steam-engine worked monotonously ‘up
and down like the head; of an elephant in a state
of melancholy madness. | It contained several large

streets all very like one another, and many small.

-

5 Ibid., p. 10.

6 1bid., p. 10.
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- streets still more like one another, inhabited by
people equally like one apother, who all went in

and out at?the same hours, with the same sound upon
the same pavements, to do the same work, and to
whom every day was the same as yesterday and tomor-
row, and every year the counterpart of the last and
,the next.
This, - of course, is the grotesquerie of the increasingly
industrial world. In one paragraph, Dickens painted a
grotesque picture for his'reader that pointed out not only
the mindless monotony of repetitive work and forms, but also
the air, water and noise pollution which surrounded these

indistinguishable workers. Comparing smoke to "serpents" and

the piston of the steam-engine to the head of an "elephant",

- Dickens animated the inanimate. The animal imagery, combined

with the vision of the "painted face of a savage" conveys the
idea that Coketown is a mechanical jungle. It is this type
of visual imagery which caused David Lodge to comment on the

belief that "Dickens's greatest achievement as a novelist was

\
- -

- 'his depiction of a disordered universe in which the organic

and the mechanical have exchanged places,..."8 Certainly,
Dickensts description of Coketown illustrates the end result
of a society being dominated by its own inanimate c;eatibns
who seem to absorb the life from the human beings and leave

them mindless robots.

+ 7 Charles Dickens, Hard Times, p. 20.

8 pavid Lodge, "The Rhetoric of Hard Times", (1966) in
Dickens: Hard Times, Great Expectations and Our Mutual
¥Friend (ed.)] Norman Page, (London: The MacMillan Press Ltd.,

' p. 85' < 4
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Lawrence used grotesque visual imagery in much the same

way, as he depicted the industrial workers of Tevershall as

grey robots in Lady Chatterley's Lover:f

Incarnate ugliness, and yet alivel What would
become of them all? Perhaps with the passing of
the coal they would disappear again, off the face
of the earth. They had appeared out of nowhere in
their thousands, when the coal had called for
them., Perhaps they were' only weird fauna of the
cold-seams. Creatures of another reality, they
were elementals, serving the elements of coal, as
the metal-workers were elementals, serving the
element of iron. Men not men, but animas of coal
and iron and clay. Fauna of the elements, carbon,
iron, silicon: elementals. They had perhaps some
of the weird, inhuman beauty of minerals, the
lustre of coal, the weight and blueness and resis-
tance of iron, the transparency of glass. Elemen-
tal creatures, weird and distorted, of the mineral
world! They belonged to the coal, the iron, the
clay, as fish belong to the sea and worms to dead
wood. The anima of mineral disintegration.?

This picture 1is . also grotesque and functions in the same
manner as the sée’}ﬁ of the Coketown mechanical jungle. Human
and yet non-human, the workers are described:as "weird and

distorted" creatures of thé mineral world. Again, there is

the conjunction of the animate with the inanimate - the per-

ception of the workers as half—a}ive beings mindlessly serv-

ing the inanimate while the life drains out of them. This is

the picture that Dickens and Lawrence insistently present in

these two novels. It is a world gone mad -" a world where
organic life is subservient to the mechanical creations of

ma\fz is a world where the natural life is fast disappear-

ing undér the mechanical regime.

9 Dp.H. Lawrence, Lady Chatterley's Lover, p. 166.
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Both Dickens and Lawrence relentlessly presented the

reader with industrial imagery in these two novels. They
combined the industrial imagery with organic metaphor which

creates a vivid and effective contrast between mechanical and

living things. Industrial and pastoral imagery is Jjuxta-
posed. The organic context is distorted by mechanical
intrusion. Consider the scene in Hard Times when Sissy and

Rachael go for a walk in the country:

. Though the gréen landscape was blotted' here and
there with heaps of coal, it was green elsewhere,

and there were trees to see and there were larks

singing (though it was Sunday), and there were
pleasant scents in the air, and all was over-arched
by a bright blue sky. In the distance one way,
Coketown showed as a black mist; in another distant
hills began to rise; in a third there was a faint
change in the light of the horizon where it shone
upon the far-off sea. Under their {feet, the grass
was fresh; beautdul shadows of branches flickered
upon it, and specked it; hedgerows were luxuriant;
everything was at peace. Engines at pits' mouths,
and lean old horses ,hat had worn the circle of
their daily labour into the ground, were alike
quiet; wheels had ceased for a short space to turn;
and the great wheel of earth seemed to revglve
without the shocks and noises of another time.

The green landscape is still evident; however, it-is being
blotted out by encroaching industrialism. By the time

Lawrence wrote Lady Chatterley's Lover it was fast disappear-

ing:

This is history. One England blots out. another.
The mines had made the halls wealthy. Now they
were blotting them out, as they had already blotted
out the cottages., The industrial England blots out

v L3

10 Charles Dickens, Hard Times, pp. 242-243.
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- the agricultural \England... And the continuity is
" not organic,. but mechanical.

r

Throughout Lawrence's novel the threat to the wood is obvi-
ous:
And sudd®nly, on the left, came a clearing where
there was nothing but a ravel of dead bracken, a
thin and‘-spindling sapling leaning here and there,

big sawn stumps, showingz their taps and their
grasping roots, lifeless.!

The wood is vanishing and the animals are getting fewer:

And once there had been deer, and archers, and
monks paddling along on_asses. The place remem-
bered, still remembered.l3 :

The natural landscape is being obliterated.

Of course, it is not only the/ﬁ,atural landscape that is
being obliterated. The very qualities that distinguilsh human
beings from machines are threatened with obliteration. Intu-
ition, imagination, gnd love would be stamped out, in favour
of a strict control of the emotions and an adherence to the
facts and figures of pure reason and scienti:fic technology.

In other words, the goal of characters such as Bounderby and

Clifford Chatterley ‘would be consistent with a type of robot-

life - a life devoid of emotions, instinct and imaginative,

creative amusements. Essentially Dickens and Lawrence were

11 p.m. Lawrence, Lady Chatterley;s Lover, p. 163.

12 1pia., p. 43. T

13 r1pia., p. 44.
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)

'demonstrating that in order to have a maximum industrial out-

y
put and therefore an increased profit, industrial managers

weré willing to allow and condone the dehuwanization of the
workers of society as well as deny their owh instinctive life
forces and those of their families.

The children of Coketown receive a 'hard fact' education

designed to prepare them to be one-dimensional creatures

rather than fully developed human beings. This is to school

them in a 'method' that will make them like Bounderby - a

successful busineds man. But Bounderby succeeds by his own

particular ability, which is a kind of commercial and indus-
trial genius. The idea of the ' method is to =xreate numerous
Bounderby; through techniques that can be learned. There-
fore, the children are not educated to think for themselves

but instead are filled with facts: -

The speaker, and the schoolmaster, and the third
grown person present, all backed a little, and
swept with their eyes the inclined plane of little
vessels then and there arranged in order, ready to
have imperial gallons of facts %oured into them
until they were full to the brim.!

They are compared to "vessels" precisely because their educa-
tors do not see them as individual human beings but perceive
them rather as a mass of empty containers which only need to

be filled with the 'correct' facts. This is borne out by the

v

14 charles Dickens, Hard Times, p. 2.
/
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m;nner of addressing each child., They all respond to num-
bers, rather than names: The reéder is gntroduced to Sissy
Jupe as "Girl number twenty", the one who cannot define a
horse in thé'Gradgrindiaq terms. !5 Note how her inquisitor
is described in mathematical, mechanical terms:

Thothas Gradgrind, sir - peremptorily Thomas - Tho-
mas Gradgrind. With a rule and a pair of scales,
and the multiplication table always in his pocket,
sir, ready to weigh and measure any parcel of human
nature, and tell you what it comes to....

Indeed, as he eagerly sparkled at them from the
4 cellerage before mentioned, he seemed a cannon
loaded to the muzzle with facts, and prepared to
blow them clean out of the regions of childhood at
_ﬁ\ one discharge., He seemed a-galvanizing apparatus,
too, charged with a grim mechanical substitute for
the tender xoung imaginations that were to be
stormed away. 7

- It is so much easier for characters such as Gradgrind, Bound-

erby, and M'Choakumchild t6 -deny the fluidity and changeabil-

ity of 'real' life and to attempt to replace raw life with a

- ~ !

mechanized subgtitute. If one replaces a spontaneous, alive
human being with a programmed- dead-alive person - that person
may be better controlled and maniﬁulated to serve the needs
of a materialistir world: "Bring to me, says M'éhoakumchild,
yonder baby just able to walk, and I will .engage that it

shall never wonder".18 .

A

15 charles Dickens, Hard Times, p. jl
16 1bid., p. 2.

17 1bid., p. 3.

18 1bid., p. 45.
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This same cruelty - the denial of spontaneous, creative

lifé forces - is vividly épparent in Lady Chatterley's Lover.

Clifford Chatterley sees the miners:- - as simply industrial

objects, not men of flesh and blood:

The miners were, in a sense, his own men; but he

saw them as objects rather than men, parts of the

‘pit rather than parts of life, c¢rude raw phenomena——— - —
rather than human beings along with him. He was in
some way afraid of them, he could not bear to have
them look at him now he was lame. And their queer,
crude life seemed as unnatural as. that of hedge-

hogs.1

And Lawrence described Clifford's attitude toward human life

"

in much the same way as Dickens described Gradgrind's

measuring of human beings:

He was remotely interested; but like a man looking
down a microscope, Oor up a telescope. He was not

in touch...

Connie felt that she herself didn't

really, not really touch him; perhaps there was

nothing to ge
human contact.

5Oat ultimately; just a negation of

Just as Gradgrind weighed human nature on his scales, Cliff-

ord observes the miners as though they were objects of a

scientific experiment.

In fact, both Dickens and Lawrence

1 a 'Y
demonstrated the fact that the industrial workers seemed more

like laborious insects than human beings. Dickens stated in

Hard Times:

For the first

time in her life Louisa had come into

one of the dwellings of the Coketown Hands; for the

first time in

her life she was face tp face with

anything 1like individuality in . connexion with

19 p.H. Lawrence,

\

Lady Chatterley's Lover, b. 16.

7. !
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them. She knew of their existence by hundreds and
thousands. She knew what results in work a given
number of them would produce in' a given space of
time. She knew them in crowds passing to and from
their nests, like ants or beetles. But she knew
from her reading infinitely more of the ways of
toiling insects than those of men and women.

. Lawrence presented the same black, beetle-like picture,

S S ———
i £

8

in Lady Chatterley's Lover:

Because when I feel the human world is doomed, has
doomed itself by its own mingy beastliness, then I k6
feel the Colonies aren't far enough. The moon |
wouldn't be far enough, because even there you °
could look back and see the earth, dirty, beastly,

- unsavory among all the stars: made foul by men....

' Though it's a shame, what's been done to people
these last hundred years: men turned into nothing
but labour-insects, 'and all their manhood taken
away and all their real life. .. 22

o A K T S § IR b S S

. e s

The 'real' life is disappearing amidst the insistent demands
of the industrial spirit and the denigration of the human

soul's desire for creative expression and beauty.

o bk anii® 3 5t 1

{
=
<

Both Dickens and Lawrence employed industrial imagery
that conveys a very black, bleak picture of the industrial

K world. In fact, Dickens painted us a picture of Coketown as

Hell:

The streets were hot and dusty on the summer day,
and the sun was so bright that it even sghone
through the heavy vapour drooping over Coketown,
and could not be 1looked at steadily. Stokers
emerged from low underground doorways into factory
yards, and sat on steps, and posts, and polings,
\ wiping their swarthy visages, and contemplating
< coals. The whole town seemed to be frying in oil.
‘ There was a stifling smell of hot oil everywhere.

..
14

o e an ey e

2l p.H. Lawrence, Lady Chatterley's Lover, p. 145. .
22 71pjd., pp. 229-230.
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The steam-engines shone with it, the dresses of the
Hands were soiled with it, the mills throughout
their many stories oozed and trickled with it.

And this picture is made more grotesque because Dickens calls
the factories "Fairy palaces”, repeats the animal imagery of
'breqious passages, and reminds the reader of Coketown's

substitute for "rustling woods": f

The atmosphere of those Fairy Palaces was like the
breath of the simoom: and their inhabitants, wast-
ing with heat, toiled languidly in the desert. ' But
no temperature made the melancholy mad elephants
more mad or more sane. Their wearisome heads went
up and down at the same rate, in hot weather and
cold, wet weather and dry, fair weather and foul.
The measured motion of their shadows on the walls,
was ‘the substitute Coketown had to show for the
shadows of rustling woods; while for the summer  hum
of insects, it could offer, all year round, fram
the dawn of Monday to the Eight of Saturday, the
whirr of shafts and wheels.?

If this depressing picture of heat, machines, noise and

‘measured monotony is not enough to convince the reader that

this is a Hell on earth - then Dickens spells it out for us:

Drowsily they whirred all through this sunny day,

making the passenger more sleepy and more hot as he
i passed the humming walls of the mills. Sun-blinds,
and sprinklings of water, a little cooled the main
streets and the shops; but the mills and the courts
and alleys, baked at a fierce heat. Down upon the
river that was black and thick with dye, some Coke-,
town boys who were at large - a rare sight there -
rowed a cragzy boat which made a spumous track upon
the water as it jogged along, while every dip of an
oar stirred up vile smells. But the sun itself,
however beneficent, generally was less kind to
Coketown than hard frost, and rarely looked

23 Charles Dickens, Hard'Times, ps 102.
24 1bida., pp. 102-103.
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intently into any of its closer regions without
‘engendering more death than life. So does the eye

" of Heaven itself become an evil eye, when incapable

or sordid hands are interspersed between it and the
things it looks upon to bless.25.

This industrial wasteland is Dickens's Hell.

Lawrence painted us a similar picture of Tevershall:
1 . . ;
The car ploughed uphill through the long squalid X
straggle of Tevershall, the ©blackened brick
dwellings, the black slate roofs glistening their
sharp edges, the mud black with coal dust, the
pavements wet and black. It was if dismalness had
' soaked through and through everything. The utter
negation of natural beauty, the utter negation of
the gladness of life, the utter absence of the
instinct for shapely beauty which every bird 'and
beast had, the utter death of the human intuitive
- faculty was appalling. The stacks of socap in the
. grocers' shops, the rhubarb and lemons in the :
* greengrocers! The awful hats in the milliners! ‘
All went by ugly, ugly, ugly, followed by the
plaster-and-gilt horror of the cinema with its wet
picturé announcements, 'A Woman's Love', and the
new big Primitive Chapel, primitive enough in its
'stark brick and big panes of greenish and raspberry §
‘'glass in the windows. The Wesleyan Chapel, higher i
up, was of blackened brick and stood behind iron
railings and blackened shrubs. The Congregational
Chapel, which thought itself superior, was built of
- rusticated sandstone and had a steeple, but not a
very high one. Just beyond were the new school
buildings, expensive pink brick, and gravelled
playground inside iron railings, all very imposing,
and mixing the suggestion of a chapel and a pri-
son. Standard Five girls were having a singing
lesson, Jjust finishing the la-me-doh~la exercises
and beginning a 'sweet children's song'._ Anything
. more unlike song, would be impossible to imagine:
a strange bawling yell that followed the outlines
of a tune. It was not like savages: savages have
subtle rhythms. It was not like animals: animals
mean something when they yell. It wag like nothing

on earth, and it was called singing. Connie sat

b ran

25 charles Dickens, Hard Times, P 103.
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and listened with her heart in. her boots as Field
was filling petrol. What could possibly come of
such a people, a people in whom the living intui-

tive faculty was dead as nails, and only queer "

mechanical yells and uncanny will-power rg=.-x'n::d.rx‘ed?2

Devoid of beauty and intuition. Lawrence's description of :

Tevershall reminds the reader of Dickens's Coketown, because
Tevershall also seems to be posessed by evi]..‘ Keith Sagar-
commented on the tough prose which Lawrence employed to

describe the reality of Tevershall: "The prose toughens, t;.o

3

‘convey the hellishness of the whole show, ‘soulless and tﬂxgly[

\and beauty as if

possessed by an evil, obscene wili",27 Sagar recognized what

a

the reader islforced to view in the streets of Tevershall: R

and insidiously destructive of freshness

°

The dirt and squalor combine with human philistin-
ism, wvulgarity and commervial ekploitation to kill
off the 'living intuitive faculty' in men, wémen
and children. In work and leisure,’ school and
play, there is the same pervagive ugliness

\

This fugly 1life, a life devoid of beauty, has resulted- in‘a ’

. , .
generation devoid of life: | ' .

Tevershalll That was Tevershall! Merrie Englandl!
Shakespeare's Englandl No, but the England of to-
- day, as Connie had realized since she had come to
live in it. It was producing a new race of man-
kind, over-conscious- in the money and social and

-

political side, on the spontaneous, intuitive side*

dead, but dead. Half-corpses, all of them: K but

with a terrible insistent consciousness in the

/e ‘ (

25 D.H. Lawrence, Lady Chatt.erley s Lover, p. 158.

27 Keith Sagar, The Art of D.H. Lawrencc (Cambridge:
Cambridge University PTess, P

28 1bia.. p. 186. | S
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other half. There was something uncanny and under-
ground ‘about it all. It was an under-world. And
quite inca¥culable. How shall we understapd the
reactions in half-corpses? When Connie saw the
great lorries full of steeél-workers from Sheffield,
'weird, distorted smallish beings like men,... she
thought: Ah God, what has man done to man? What
have the leaders of men been doing to their fellaw

+. " men? They have reduced them to less than human® ~

ness; and now there can be no fellowship any morel
It is just a nightmare.29 y

"
DY

*L,.awrence,. like Dickens, painted a picture of the induatrial‘ ]

nightm'arQ .

1 PR . '
The industrial nightmare is contrasted with the imagina-

tive, kind, generous, and 1oving values in Hard Times which

. are represented by the us@#.of ‘fai‘ry_ta.le ref'erences and cfrcus

¥

imagery to\nupplement the central Biblical allegory. Dickens
used these devices in Hard Times not only to demonstrate what

should not be suppressed in people, but also to demonstrate
1 4

what cannot be suppressed: ‘\
J n.
There was a library in Coketown, to {which general’
access was easy. Mr. Gradgrind grmsatly ‘tormented
his mind about what the people read in, this lib-
rary: a point whereon little rivers of” tabular
statements periodically flowed into the howling
ocean of tabular statements, which no diver ever
got to any depth in and came up sane. It was a
. disheartening circumstance, but a melancholy fact,
that even these readers persisted in wondering.,
They wondered about human hature, human pasgions,.
‘ human hopes and fears, the striggles, triumphs and
defeats, the cares and joys and -sorrows, the lives
‘- and deaths of common men and womenl , They some-
times, after fifteen hours' work, sat down to read
mere fables about men whil.yoman, more or less like
themselves, and about children, more or less likes .
. , b
, ‘,s ﬂ P ) . )
29 p,H. Lawrence, Lady Ghatterley's Lover, p. 1h9. "
. « 2 .
. ' ‘ o’ \ e . N
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: l ' ‘. \ .f . ! '. .
| C e L | R AL R

T s PR P



¢
e g

-
+ o Srornens R

[E—

- o o

- 76 -

their own. They took DeFoe to their bosoms,
instead of Euclid, '&nd seemed to be on the whole
more comforted by Goldsmith than by Cocker. Mr.
Gradgrind was forever working, in print and out of
print, at .this eccentric suym, and he never could
make_out how it yielded this unaccountable prod-
uct. -

Dickens made it clear that people will continue to "wonder”

and to seek-out expressions of "fancy"; therefore, he shows
i

fancy's revenge in Hard Times.

~

Y

A
.
Fancy's revenge is apparent in Dickens's choice of imag-

ery. .Whereas Dickens employed 1nduétria1:_imagé1"y in keeping .
with.the social realism, he employed fantasy imagery ccpsis-/-
tent with fable. Much of the fantasy }magéry results from
the imagery c;f the novel, irhii:i’x Robert Barnard found quite

insistent, _.Bérnard stated that::

Even more insistent is the imagery of the novel,
with its constant reference to fables, fairy tales,

! and the stu of childhood and adolescenty reading.

A——— Everything That was 1lacking in the upbringing of
Louisa and Tom is present in Dickens's treatment of
their story, and the Hard Fact men, who sterflly
‘outlaw fancy and emotdion from their lives, become,
" paradoxically, the stuff of fairy-tales -\ mere
ogres, ]

R
¢

Barnard further discovered fancy's revenge through Dickens's

use of myth and fable: (« - v
/ . " .

»

30 C;har;lles Dickens, Hard Times, p. 46.

31 Rpobert Barnard, Imagery and Theme in the Novels .of
Dickens (New York: Humanities Press, 19/4), p. B3.
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Stephen, for example, betakes himself at one point

to "the red brick castle of the giant Bounderby".
e Mrs". Sparsit, whose classical features are of the

"\ . "Coriolanian'Style”, is surrounded by Roman refer-

ences... Not particularly fanciful herself, Mrs.

. Sparsit is the source of fancifulness in Dickens,

and is rich in a number of other comparisons of a

fabulous nature: she is a griffin, she is the "Bank

Dragon keeping watch over the treasures of the

mine...", she trails Louisa "“like Robinson Crusoe

in his ambuscade against the savages"”. Similarly

Coketown, as well as being full of fairy palaces,

is “"red and black like the painted face of a sav-

age™. The more repulsively unimaginative the

subject, the more exotic and fantastic the imagery

. Dickens lavishes on it, always with rich comic

effect. Mr. Bounderby, for example, is a Venus...

risen out of the mud;" by banging his hat he be-

. comes an oriental dancer... . Indeed, his own

. ' description of the aspirations of the Coketown

. hands - "to be set up in a coach and six, and to be

fed on turtle soup and venison, with a gold spoon”

is drawn from the world of childish fantasy., re-

‘ minding one of the young Pip's 1lies about Miss

.o Havisham. Thus in all these ways Dickens drives

o ) home his message that the irrational and life-

o ’ giving world of fancy cannot be suppressed, will be

© heard: as Sleary says to Gradgrind: "You mutht have

uth, Th \51:'0... make the betht of uth; not the
wurtht”;\ ,

N

Sleary, of course, reminds us of the circus -~ where .the iniag-
ery has always been of a fantastic nature ("curls, wreaths,

wings, white bismuth, and carmine")33 and the circus people

* depicted as generous and kind:

»

there was a remarkable gentleness and childishness ‘

about these people, a special' inaptitude for any
kind of sharp practice, and an untiring readiness
to help and pity one another, deserving often of as
much generous construction, as the everyﬁday vir=-
tues of any class of people in the world.

32 pobert Barnaxd, pp. 83-84.
p 33 charles Dickens, Hard Times, p. 27.
) Ibid., p. 33.. |
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These same positive values find their expression in the
central Biblical allegory of Dickens's novel; In fact, the
morality of the novel is so thoroughly Christian -~ that many
critics discussed it as a moral fable,céntaining a parable.35
Hornback was accurate when he identified the text of the ser-
mon as the "mad world".36¢ as we hav; seen, Coketown repre-
sents the mad world -~ the mechanical jungle. The charaqte;s
who embody Dickens's protest against this world of mechanical
madness are Sissy Jupe and Stephen Blackpool.

Sissy‘ Jupe is goodness and vitality. From oﬁr first
introduction to Sissy until the novel's end, there is no
doubt that Sissy represents the author's positive values.
Responding to the question on Political Economy “What is the
f%rst principle of this science?",37 Sissy says, "To do unto
others as I would that they should do unto me".?a Therefore,
Sissy is associated not only with the posiLive val&es of thé

circus people, but also- functions within the Christian par-

able as a chief repreaentatiye of moral goodness.

H

- .
35 Kk.yg. ielding, p. [168. :
Bert G. Hornback, /"Noah's Arkitectuwe": A Study of
Dickens's Mythology (Ohio: OhIo Unlversity Press, 197/2),
p. 112.

Jane Vogel, Allegory in Dickens ‘(Alabama: University
of Alabama Press, 197/), p. 63. 4

36 pert G. Hornback, p. 112,
37 charles Dickens, Hard Times, p. 51.
3B 1pia., p. sl | ‘ >
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Stephen Blackpool is the central character in the Bibli-
cal allegory of this novel. He functions as the Christian
martyr who was étqqed to death. Obviously, in Hard Times
Dickens showed us that Stephen was, essentially, 'Stone
Lodged' to éeath. From thé time that the reader is intro-

duced to Stephen, there is one word that conveys his state -

'suffering'. Stephen suffers throughout the novel and is not

only associated with the Saint, but also Christ:

1t is said that every life has its roses and
thorns; there seemed, however, to have been a
misadventure or mistake in Stephen's case, whereby
somebody else had become possessed of his roses,
and he had become possessed.of the same somebody-
else's thorns in addition to his own. He had
known, to use his words, a peck of trouble. He was
usually called old Stephen, in a kind of homage to
" the Pact.

The reader immediately imgéines a crown of "thorns" and as

the parable proceeds finds that the connection with Christ is

deliberate.

Stephen is associated with the truly exceptional qua;i-
ties of goodness. He is a man of love, integrity and dignity
who forgives his fellow men when he is cast out, endures
remarkable suffering, and dies with a priyer for a better

world. Jane Vogel best articulated the Biblical allegory\iﬁ

Hard Times:

i

-

39 Charles Dickens, Hard Times, p. S8.
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Hard Times in its turn is set in what Dickens calls
VOId Time', the initials OT aglare, in an English
factory town in which eatanswill-ish 'Smoke Serp-
ents' coil overhead, shutting out the sun and
chimneys like 'Towers of Babel' (0ld Time indeed)
loom. Hebrew and Roman spirits command here. One

is Josiah Bounderby; another is a dour matron of

the 'Coriolanian stgle of nose' (anticipating
Wopsle's like - aggravating Roman nose in Great
Expectations perhaps), pagan to the root in her
obsessive visions of stairs that lead down, down,
as into an underworld or abyss. Again, it might be
B.C, as an Elect flourishes while the abject masses
toil in despair, fade, and die. Rising up against
intolerable conditions, Stephen, a factory hand,
confronts forces that crush him. One adversary is
the demagogue, Slackbridge: Slackbridge, symbolic-
ally a slack bridge, a, spiritual No Thoroughfare,
sign of treacherous footing over the void. No Two
Cities, Christ-celebrating sunrise is seen from the
vantage point of a Slackbridge. Following him, men
follow a false Saviour and reject the Stephen-
revealed, true way. '

Here, Vogel mentioned Rachael, who is also associate§ with

goodness in Hard Times:

40
41

oy

Stephen ‘Blackpool suffers further in loving a high-
souled, s8piritual Rachael, kept from him by an
archaic marriage law. As in first OT time her
hard-bargaining father kept Rachael from Jacob, so
in Dickens Rachael symbolizes the Jjoy of man's
desiring unattainable, or won only at soul-wearing
cost, under the o0ld covenant,.. -As Stephen was
stoned to death under Law in OT time, so in Hard
Times a Stephen defeated by Law is 'Stone Lodged'
to death, as it were; in the end he falls down a
mine shaft, called the 0ld Hell shaft, as man
without a ‘Redeemer into Hell. Yet man in A.D. was
not meant for the 014 Hell, but the New Heaven.
Hard, stoning - Hard Times indeed.4!

Jane Vogel, pp. 63-64.
Ibid., p. 64.
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Stephen is, essentially, too 'good' for the world as it is.
He dies because of the evil of the world. He dies precisely

. Ppecause he is an embodiment of pure integrity:

One of thé first and principal losses in the world
f of absolute system is the dignity of the indivi-
f dual. The man who would seek to retain his own
integrity, follow his own convictions, make his own
judgements and try to perceive the truth is neces-
sarily  destroyed. . The man who makes private
promises and tries to keep. them in spite of public
pressures on him to abandon himself to a cause is
.o crushed... In his efforts to follow a complex
! . rdle, to endure the suffering of domestic misery
‘ ' and simultaneously foster the love-relationship
_ , with Rachael, Stephen chooses the private 1life,
o The rhetoric of Slackbridge is professional and
designed to produce a unity in the workers, "one
: ‘ united power", that leaves no room for personal
‘ e decision or private allegiance. Caught on the one
side, between his imprisonment in the stereotype of
the "hands"”, created by Bounderby to justify his
exploitation of the workers, and on the other by
the Union's relentless demand for membership and
public profession, Stephen is not merely cast out,
he is used as a scapegoat both by Tom Gradgrind and
by Slackbridge, the two halves of the social vise

v that crushes him.42

An industrialD society founded upon non-Christian values
defeats Stephen Blackpool. He has to achieve his ideal by
dying because he 18 8o other-worldly that on earth his
behaviour and values seem foolish. An ironi; hero, he fails

“

in earthly terms. Saintliness becomes folly in the indus-

LN o

‘ trial world.

In Lady Chatterley's Lover the industrial wasteland is

contrasted with the "wood" and the 'tenderneasf of the

relationship between Connie and Mellors. This is achieved

i 42 Joseph Gold, pp. 201-202.
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largely through fhe use of organic imagery and myth. The
realism and poetic symbolism in this novel combine to create
a work of art which Nin stated is, "Paradoxically... at once
his Nfleshliest and his most mysti®al work:"43

To the telling of this story he brought the combi-
ned forces of his sensuous gy asp of ‘reality and his
poetic symbolism. With thewsymbolism he expressed
conceptions too subtle to reach the intellect dir-
ectly. 11 do not refer to the obvious symbolism of
Clifford's paralysis, of the scene where Lady
Chatterley cries over the new-born chicks (because
she desires a child), of Mellors's occupation as a
gamekeeper (symbolic of a force close to the
earth), but to the actual descriptions of the union
of Lady Chatterley and her lover. Here the rhythm
of emotions 1is associated with the profounder
rhythm of nature itself (a feeling familiar to the
poets), and Lady Chatterley feels that she is
sinking into the deepest sources of creation.%4

Lawrence took Connie and Mellors back to the source. He put
them into the Garden of Eden before the Fall - a beautiful

remnant of Sherwood forest. -

Lawrence argued for the organic life and the intuitive,
instinctive mode of human awareness, as opposed to the indus-
trial life and the mental mode of human awareness. In other

words, he: juxtaposed two modes: one concrete and ‘physical

-and the other abstract and cerebral. These two opposing

realms of experience are in conflict, and the heroine of the
novel, Lady Chatterley, goes from one realm to another. Her
eventual choice is Lawrence's choice, even though Lawrence

recognized that the realm of reason has the power.

¢
43 Anais Nin, p. 107.
44 1pia., p. 107.
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Sir Clifford Chatterley has the power. He is titled,.

owns Wragby Hall, is a writer and also a successful busi--

nessman, Clifford is portrayed throuth;tt the novel as
representative of the realm of reason. He is more like a
machine than a human being and becomes so detached and isola-
ted that, as we have already observed, Coﬁnie perceives him
to be "a negation of human contact".43 This obviously nega-
tive picture of Cliffora is pl‘aced near the beginning of the
novel, and it is clear that he 1lives in an Absttact world
that lacks vitality. Although Clifford is physically para-
lyzed from the waist down, and is therefore isolated from
some degree of human contact, it becomes evident that
Clifford would be jkust as detached if he was not physically
disabled. Clifford preferred the "mental life" even .before
he was wounded. His relationship with Connie before he was
paralyzed was a.kind of mental intimacy which they preferred
to sex:

No, the intimacy was deeper, more personal than

that. And sex was merely an accident, or an

adjunct, one of the curious obsolete, organic

processes which persisted in its own clumsiness,
but was not really necessary.46

-

Sex is an organic process that bglongs to the realm of the

wood in Lady Chatterley's Lover — not to the intellectual

realm of Wragby Hall.

-

4

45 D.H. Lawrence, Lady cr;attcr],cy'l Lover, p. 17.
46 1bids., p. 13.

|
|
|




> e e " . B g oAby e o LR ot
v Vo N . \ . it E- IO SN

- 84 -

Wragby itself becomes representative of the world of
reason and the inteilectual life. It is not only Clifford
whose enjoyment is connected with the world of abstract
ideas, but also his friends and acquaintances. Their discus-
sions at'\Wt:agby show that they prize the mental life above
the phyéical. Tommy Dukes is the character that Lawrence
employed to point out the dangers of a split between the mind
and the body: ‘

)

But, mind you, it's like this; while you live your

life, you are in some way an organic whole with all

life. But once you start the mental life you pluck
‘the apple. You've severed the connection between
the apple and the tree; the organic connection.

*
z

Immediately, the reader is reminded of Adam and Eve living in

the "Garden of Eden: relying sole_ly on- intuit-ior‘,’ until the

eating of the apple gave them knowledge and disconnected them.

from Paradise. Lawre;ace used the metaphor of , plucked apple
to demonstrate the lack of wholeness in an individual who
maintains a division be?:ween the cerebral and the physical
part of his be;ng. Yet it is essential to note t;hat while
Tommy Dukes articulates this viewpoint - the one who acts
upon it is of the wood. Hence, the fable element is con-
firmed. Sex has t; be escape into the fabulous wood, for
Lawrence - a negation of the modern social world.” This is

why Tommy Dukes will not do.

47 Dp.H. Lawrence, Lady Chatterley's Lover, p. 39.
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The mental 1life causes a fragmentation of personality

< .

such as is evident in Clifford, and it also creates an atmos-

phere that is static and dream-like. This is what happens at

Wragby. Clifford's paralysis pervades Wragby and spins a web
that entangles Connie and renders her void of energy or
interest. "Connie felt it spread in her. An inward dread,
an emptiness, an indiffergnce to everything gradually spread
in her soul".48 Life at Wragby becomes a life of non-exis-
tence, as though it were only a dream. "And thus far it was
a life: in the vc;id. For the rest it was non-existepce.
Wragby was there, the servants... but spectral, not really

existing".49 Life at wWragby becomes disconnected from the

natural world and appears as simply a mirror image of life.

Connie Secomes absorbed into this artificial world and
often echoes Clifford's views; however, she knows that some-
thing is very wrong. clifford i:!; becoming A7ery successful,
but there does not seem to be any energy or life at all at
Wragby. There were only words and "they were not the leafy
words of an effective life, young with energy and belonging
to the tree™ .50 Again Lawrence used the organic metaphor and
represented the world of the intellect as a world of discon-

nectedness. It is this dissatisfaction that Connie feels

LI

48 p.H. Lawrence, Lady Chatterley's Lover, p. 52.

7 - .
459 1bid., p. 19. .
50 1bid., p. 52.
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with the world of reasén, however vague, -that makes her sus-
ceptible to an alternative life-style. It is at this time in
her 1life that she could be ‘'reborn' if the opportunity
arose. At this time in Connie's life she has reached the
pivotal stage whevre she will either enter into an emotional
state of suspended animation or she will emerge somehow from
t&e inertia and begin to. !live'. "Was it actually her desti-
.

ny to go on weaving her life into his life all the rest of

her life? Nothing else?".31 No it is notl!

It is Connie's destiny to suddenly come upon Mellors in
the wood, _and this ultimately changes her 1life. Mellors,
gamekeeper, represents a mode of awareness that is totally
opposite to the world of the intellect. In fact, Mellors and
his realm of the natural world is a threat to the world of
reason: "That was how she had seen him, like the sudden rush
of a threat out of nowhere".32 Mellors, and the wood repre-
sent the- counter force against Clifford and Wragby and the
industrial wo‘r:ld; thérefore, it is significant that Mellors
‘emerge sud:ienly and with energy, with vitality. It is also
significant that he lives in the wood and wm}xlsly at
ease there among the birds and animals. -While Mellors is

1

very much .at home in the wood, his refuge, he resents the
<

51 p.H. Lawrence, Lady Chatterley's Lover, p. 47.
52 1bid., pp. 47-48.

“
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intrusion of people: "His recoil away from the outer world

was complete; his last refuge was this wood; to hide himsel f

therel".53 Mellors withdraws from a world where natural in-

stinct is replaced by mechanical reasoning. He also escapes:

from his wife,\ Bertha Coutts, whose egoistic possessiveness

is viewed as representative of a universal social and

. ~economic web of a wider form of behaviour. Mellors, like_

Clifford, is also isolated. Mellors exiles himself from the
world outside the wood.

Mellors is surrounded by "Lawrence's sacred wood within
which life-mysteries are enacted".5% Mellors's realm is a

realm of biological processes and instinct - a natural world

of the annuél cycle of fertility. Lawrence's beautiful des- .

criptions of the wood are images of a vital, alive place:

Yellow celandines now were in crowds,  flat open,
pressed back in urgency, and the yellow glitter of
themselves... The lush, dark green of hyacinths
was a sea, with buds rising like pale corn, while
in the riding the forget-me-nots were fluffing up,
and..t.;5 Everywhere the bud-knots and the leap of
lifel>>

The wood, which is the world of Mellors, is 'so 'alive' in an

i

obvious contrast to Wragby and Clifford's paralyzed exist-

ence. |

53 p.H. Lawrence, Lady Chatterley's Lover, p. 91.

54 Julign'uoynahan, *Lady Chatterley's Lover: ’n;s
Deed of Life", p. 76.° ' , - 7
o ‘h’“"""—'—-—-—-——._.ﬂ L ——

55 * p,H. Lawrence, Lady Chatterley's Lover, pp. 171-172.
(\/ . . : '
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The wood and the natural world'of Mellors offer a pro-
mise of new life to Connie. A relationship with Melloré
offers Connie the "organic connection™ and a sense of being
'alive' that Lawrence 'deemed essential for Connie's rebirth

of wvitality. Because sex is a basic, physical instinct, the

sexual scenes between the 1lovers are indicatjve of the orga-

nic connection. These scenes are not at all gratuitous. The

physical world of Mellors must be described in a concrete
fashion to express wholeness in tl’1e ;ame way,rthat disconnec~."
tedness at ‘Wragby required descri‘ptio‘n. Connie's relatio;x-
;hip and ‘rebirth' with Mellors is only possible through sex:
"The. possibility of a rebirth of wholesome{ feeling is
grounded in the gex act because only at the mox\nbn‘t of orgasm
does the individual escape his self-obsession .inti? ?dentifi-

»
cation with the 'living uniwerse'."36 'In other words, when

one ceases to exercise their own personal will they can

abandon themselves to instinct. However, for Connie, this is
a gradual process. That is why all the sexual scenes are
different to each other and evolve. It is not simply sex, of

any kind, that will do. s
¥ .

!
o

Mellors, then, representing the organic element ‘within

society, 1s the key to Connie's rebirth of vitality. " well-
ors, the complete Lawrencean man, furnishest'the key to her
. - » ’ ' . ,

56  Julian Moynahan, p.'87.

-
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final understanding of sex as a“living é}ing;-for he has kepé

aloof both from the’reptessive forces of _modern. industrialism

and from the petty intellectualism of Clifford's tribe".37

Mellors's mental consciousness does not dominate his bodily
consciousness or his intuition and this is, of course, an
essential theme in Lawrence's work. Lawrence advocated a new

"life-morality"" which had to beueétablished on an organic

basis.58 When Connile leaves Clifford "she sins against bour--

geois morality - but Clifford sips against org;nic life".59
As Spilka noted, 1it- it the "whole weight "of bourgeois

sentiment, which represents, ultimately, Clifﬁord{s only

-

moral asset",60 Thé life Connie lived before she met

2

. ) :
Mellors, was a life of deadness Eﬁﬂause it was established

upon the 'old' morality: | .

«

'All the great words, it seemed to Connie, were
cancelled for her feneration: love, joy, happiness,
home, mother, father,. husband, all these great,
dynamic words were half dead now, and dying from
day .to day. Home was a place you lived in, love
was a thing you didr¥t fopl yourself about, joy was

a word you applied to a good charleston, happiness

was a term of h crisy used to bluff other people,
a father was an individual who enjoyed his own
existence, a husband was a man you lived with and
kept going in spirits. As for sex, the last of the
great words, it was just a cocktail term for an
excitgment'which bucked you ‘up for a while, then

G

57" F.J. Hoffman and H.T. Moore (eds.) The Achievement

of D.H. Lawrence (Norman: University of Oklahoma Press,
1983y, p. 113,

58 Mark Spilka, The Love Ethic of D.H. Lawrénce,

Al * . -

59  1bid., p. 197.
.60 1pid., p.-196. . -

N,

RO P




1
.
!
3
1

A

. ¢
Fhe theories of Tommy D:

= . - 90 <

left ybu more raggy than ever. Frayedl It was as
if the very material -you were made of was cheap ,
stuff and was f££aying out to nothing.6

»

~3
died in the gamekeeper and liis/ world.
/

' ] .

The gamekeeper's realm of the natural .wordd is threat-“
ened on both sides. ‘"The wood stands approximately qin
between two forces of negation".62 - oOn the ong sidé it |is
threatened by the ugliness of the hQuses and -mining installa-
tions of Tevershall and on the other, by Wragby Hall - whose

occupants value 1t only in terms of property and tradition.

The wood, symbolically a Garden of' Eden, is the realm of

_hatural order.,,This is Eden before the "plucked apple" epi-“

sode eevered the organic connection between man and his
natural environment, and rendered qntellect trlumphant. The
wood is surrounded by the societies of Tevershall and Wragby;
here, as in Dickens's Coketown, abstractions of money, power,

and proéerty are worehipped and human affairs are mechanic-

ally organized. The woed\is a quickly disappearing habitat

- for- animals and wbrld-weary'individuals who haﬁgen to taﬁe

refuge there from the encroaching 'civilized' world.

’
~

\

Al

Throughout both Hard Times and Lady Chatterley's Lover,

Dickens and Lawrence'clearly portrayed the naturalﬂordanic

- life as a threat to mankind's civilized pretensions.'Cn?rac-

ters such as Gradgrind, Bounderby, and Clifford Chatterley

61 p.H. Lawrence, Lady Chatterley's‘Loéer, p..64. )

62 ‘gulian Moynahan, p. 76. j J ) o
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are actually very much éfraié of the claimg of thé organic
life“ The‘érgnnic life is so full, 6f mystery and‘therefore
frightening - the mechanical world so knowable and therefore
reassuring. we have seeh that the éircus in Hard Times ‘is

associated wifh bhe mysterious:

> . . -

- ‘e By the end of the novel, Tom and his father become .

-

-dependent ‘on the Circus and its mysterious powers.. '
. The element of mystery, of magic, or miracle, of ~
gravity and reason defied, where dogs do tricks and

ded in the language of political economy.  The.
horse which ‘dances deftats Bitzer because .it is

1 outside the realm of his experience, for it was
Bitzer we remember who first defined ‘for us a
‘horse, a definition that takes no account of that
reality which gludes a horse's capacity for
learning to dance.

‘. ,
It "is the wood in Lady Chatterley's Lover which coptains the
element of magic: \
The wood was‘silent, still and secret in the even-
‘ ing drizzle of .rain, full of the mystery of eggs
: . and half-open buds,.half—unsheathed flowers. In
the dimness of it all trees,glistened naked and
‘ dark as if théy had unclothed themselves, and the
green things on earth seemed to hum, with green-
ness. ,
Lawrence's wood and Dickens's circus are vital, mysterious .
sanctuanfes.’ They contain- the remaining undissected nystef:
dles of 1life and harbour the refugees from the 'civilized'
* . f -
world.. Significantly, the circus is run-down and the wood is
quickly vanishing. .
' ‘ ' ' . 3
4 63 Joseph Gold, p. 203.
v : LY

'64 p.H. Lawrence, Lady Chatterley's Lover, p. 127.

horses dance, is a world that cannot be comprehen-. . -
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ISCLATTQF/ ALIENATION AND PARALYSIS

S , ~ , <

-

o

v Images of entrapment and paralysis abound in Hard Times

- v

and Lady Chattérley's Lover. The reader responds to feelings
of imprisonment, restriction, and suf,fgcationain .both novels.
'I‘h'i_s atmosphere of pervasive para_lys}s is a 5irec‘t result - of

the suppression of vitality.which occuts ‘in these works due

to the demands ~of a‘hard, industrial society. Functionipg on

- the levels of social realism and f‘af)l.e ~ the paral&rsis 1eads$

b,

to feelings of disconnectedness and isolation. which further

alienate human beings from themsélve.sQ and others. .

N
! * \
'

.

The ché)racters who are the most obvious victims of psy-
A

-

.chological répression are gLouisa Gradgrind and Cgonnie Chat-
terley. Locked up, in Stone-'Loagé and Wragby Hall they are '

portrayed as the 'ice princess' and ‘sleeginé ‘beauty' ~respec-.

tively. However, the QSYChological" accuracy of Dickenhs's

portrait-"of Louisa, and Lq,wfence's depiction of Congie is

what makes the paralysis effective on the levels of both,

»

fable and realism. Of 311 the characters in these two

‘novels, Louisa and Connie are tﬁg best deweloped. ‘Although

they are not t\remendousl_y complex characters, both Louisa and

n e e it o e B
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'Co'nnie are obviously not. the rydimentary figures found in .
pure fable. N ' T .
a - , v 0* . * * R . ¢

? e

- * . - P

.Lawrence' s portrayal -of Connie 'Chatter'ley beats ‘a
remarkable simllarlty to Dickgns's Louisa Gradgrind ,Louisé
is a prototype for Connle Cnatterley. Both women occupy a
Afairly‘h’igh level on the social scale and do not .want for
anything material Both women énffer from stefilé enjiron-;
ments where abstra'otlons of money and power -have reduced

human be1ngs to robots. And each woman is enchained by meh

who denigfa’te the imaginative and physmal beauty of life.

<. They bgth reoress their natural‘ instincts to meet the demands

of society, yntil nothing is left but':\ an empty’ ohell

L3

containing a dying soul. ‘ L : ‘ . e

by
4

Y L
Louisa Gradgrind and Connie Chatterley are fYowers that
\ -

" are not blooming - plants that are not growing. Both Dickens

and Lawrence employed the ‘organic met_:aphor_ to convey the

.

. & 4 .
'‘choked-off' lives of Louisa and Connie. When Louisa finally
accuses ner father of denyir@ her every{hinq that distin-

guishes life from death, she stat;es:

]

‘"How could you give me life, and take from me all

the inappreciable things that raise it from the

state of conscious death? Where are the graces of

my soul? Where .age ‘the sentiments of my heart?.

Wwhat have you done, O father, what have you done,’
, with the garden that should 1have bloomed once, in
o this great wilderness here?" . :

Lo,

1 Charles bickens, Hard Times, p. 198.

3
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enta;yled dymg plant:

1!

. . . \ - - - -
A8 Louisa But_s her hands .upon her heart, the reader under- .

. N . : . '_ . . r'/',
stands the psychological reality rwithin the melodramatic
1 ' +
language. _Louwisa is deadly serious. .Just like a plant needs

water-and sunlight, so too does Louisa need some food for the

soul. Like 'a neglected garden she has withered and ﬂdied.

Lawr%ce employed” the same organic imagery in Lady Chat-

»
terley's Lover to demonsttate the paralysis Connie exper-

LN

iences living with Clifford. Together they are viewed as an

.

It ‘was as if thousands and thousands of 11tt1e.

’ roots and threads of consciousness in him and  her
. had grown together .into a tangled mass, till they
could crowd no more, and the plant was dying.

PN

ERE

tiving with blifford is” like 1living with a parasite. He
lives off Connie'vs? vitality, just.: as he >l‘ives; -off the
vitality of his miners. - he proftits from them and drains
their vitality. Clifford drains the vitality from Connie
because he lacks i.t: himself: "lThe fine flower of‘ tpei;:

. ;o ) _ ’
intimacy "was to her rather 1like an orchid, a bulb stuck

parasific on her tree of life, and producing, to her eyes, a C

. . o
rather shabby f\tower.‘. 3 \ ‘ .

1]

Since Louisa and Connie suffer from psychological re-

pres&%on, entrappment 1magery is dlso ’used to convey the

N
state of thg,lr stifdied existence. These’ images of entrapp-

ment are dlrectly related by both DLckens and Lawrence to

+
K

2 D.H. Lawrence, Ledy Chatterley's Lover, p. 86. .

3 1bid., p. 86. ' : . R

-
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each woman's restricted fee&ings of“creative and sexual .ex-
s - pression/. Marrled off to' a.man she does not love, thirty
0 ‘ years :her sem.or, Louxsa ‘is the 'ice princess'. of suppressed

passion: _— o -

-

H

i ' f .

i _ Her instincts, feelings, 'and imagination, as a
Lo .~ woman, have been forced back into the interior
> 7 . : recesses of her mind by the method .of her educa-
: ‘\" tion, and are therefore ever ready to burst forth,
' ‘ with an impetu031ty corresponding to the force used
i o0 in their repression and restraint. Now Dickens, as
an English novelist, was prevented, -by his English
sense of decorum, from describing in detail those
sensuous and passionate elements in' her nature
e, which ‘brought her to the point of agreelng to an

elopement with her lover.

Jr—

ey e

This is an accurate description of Dickens's portrayal of

-

T ‘;;,//"of sexual repression and déscribing a potential Connie

h’ - .
- Chatterley. She is, as Dickens shows us, imprisoned:
. / -
Her féatures were handsome; but their natutral play
was so locked up, that it seemed impossible to
guess at their genuine -expression. Utterly indif-
¢ ferent, perfectly self-reliant, never at a loss,

- and yet never -at her ease, with her figure in
) company with them there and her mind apparently

- quite alone - it was of no use ™going in" yet
awhile to comgrehend this girl, for she baffled all
N penetration. : .

- 9

.Diékens. employed Louisa G)radg'rind, who is imprisoned an@

psychically ill, to prdvide an example of the. destructive

L -, 3
effects of repression of the human spirit: *
7 - '

] , 4 Edwin P. ,Whipple, from an essay on Hard 'I.‘imes, in the
. " . 'Atlantic Monthly, in Dickens: The Critical Heritage, p. 320.

5 Charles Dickens, Hard Times D. 117.

~

Louisa. Dickens, in his discreet Victoriart way, is speaking

ey
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All closely imprisgned forces rend and -destroy.
The air that would be healthful®' to the earth, the
water that would -enrich it,  the heat that would
ripen it, tear it when caged up. So in her bosom
even now; . the strongest qualities she possessed

‘long turned upon themselves, became ~a heap ' af °

obduracy, thgxt rose against a.friend.

Throughout the novel, these ‘images of entrapment -serve to

-

mirror the paralyzed conditibn of Louisa.
' ’ ’ .4'1 T

This state of emotional deadn;ss and. p;aralytic disinte- .

@

gration is ‘evident also in Connie Chatterley. Clifford's

o ]
physical paralysis. becomes an overall paralysis at Wragby

- '

Hall and Connie is entangled in this web%‘of numbness., /A

growing restlessness in Connie becomes a sense of emptiness
“» . ' c
and nothingness:

! -

(8 o > . .

~ And she went through the days drearily. There was

. ( nothing mow but this empty treadmill of what Cliff-

: ord called the integrated life, the 1long 1living
together of two people who are in the habit of
being in&the same house with one another.

Nothingness! To accept the great nothingness of
Jdife seemed to be the one end of living. All the

many busy and important 1little thingls that make up

~t:he‘\grand sum-total of nothingness!

o . >

3

The paralysis which spreads from Clifford to Connie was

exacerbated by the organic "bruise” of the war: -

EEY

. . Q
,5 ‘Charles Dickéns,‘ﬁard Times, p. 206. - 4 ,

‘7T DpL.H. Lawrenge, Lad‘y Chatterley's I.;over, p. 52.
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And dimly she realized cfne of the great /laws of the
human soul: that when the emotional ul receives
a wounding shock, which.does not kill the body, the
Soul seems to recoVer ‘as ' the body recovers. But
this is ‘only appearance. It 'ig really only the
mechanism of the re-assumed habit. Slowly, slowly
the wound to the soul begins to make itself felt,
like 'a bruise, which only slowly deepens its terr-
ible ache, till it. fills, all the psyche.... 8

v

-
- .

-The organic bruise which CLifford received in the war spreads

~ ]

iovel in the same way that

like a cancer throughout
, ; .

‘Shakeéspeare depicted Hamlet's emotional paralysis following a

great shock,to the psycHe. ', .

Nevertheless, al‘thougjh Connie is inevitably affected by

both Clifford's physical and emotional pa:a{ysis ‘ai;d is drawn’

into his cocoon-~like existence of - the hental life,/ she is

also aware of the essential 'deadness’ ef wcliffor and his

A

| Y v
Michaelis had seized upon Clifford as the central
figure for a play; already he Had sketched in the
plot, and written the first .act. For Michaelis was
. even better than Clifford at making a display of
P nothingness. It was the last bit of passion left

] "in these men: the passion for making a display.
/ Sexually they were passionless, evedf dead.

N s

friends:

annle lives, as does Louisa, surroundedrby people who pros-

titute themgelves to what Lawrence called the ”bitch—goddess

8 D.H. L.awrence, Lady Chatterley's Lovei, p. 51.
- 1 R ' . . ¢ !
9 1bid., p. 53. ' \
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of Sucgegs". 10 This quest for money, power, and rECOénition
is pursued at the expense ?f emotions and,feelings. Clifford

tells Connie:

1

... Emotions that'are ordered and given shape are

more important than disorderly emotions'... ‘'The
modern world has only vulgarized emotion by *?tting
it loose. What we need-is classic control'.

”

This "classic control® is essentiaily a fear of life. ‘

Both Bouhderby and Clifford'Chatterley are portrayed as
puffed up 'windbags' who substitute talk for actual living.

L]
v

Dickens created for us a comical picture of Bounderby:

t

He was a rich man; banker, merchant, manufacturer,
and what not. A bxg, loud man, with a stare, and a
metallic laugh.- A man made out of coarse material,
which seemed to haye been stretched to make so much
'of him. A man with a' great puffed head and fore-
head, swelledr veins in his temples’, and such a
strained skin to his face that it seemed to hold
his' eyed open, and left his 'eyebrows up. A man
with a pervading appearance on him of being infla-

ted like a balloon, and -ready to start. A man-who

v could never sufficiently vaunt himself a selfmade
man. A man who was alwa proclaiming, through
! that brassy speaking-trumpet!of a voice of his, his
old ignorance and his ?%d poverty. A man who was

the Bully of humility. )

K

Note .Dickens's emphasis on Bounderby's tendency to loudness

and bbasting. Bounderby exéends his energy puff;né himself

N

10 p, H. Lawrence, Lady Chatterley's Lover, p. 111.
1 1bid., p. 144. '

i
e ‘ .

12 Charies Dickens, Hard Times, p. 13.
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up and proclaiming his accompiishments as a "self-made man".
Also, Clifford sees himself as a self-made man, despite his

inherited weaith. "0f <course, Mellors declines the opportun-

EN

ity to be a sélf-made man of success. For Mellors, to be-

part of nature and organic iife{ one does not 'make' one-

self. Both Bounderby én Clifford overwhelm people with an

excess of talk as they create a self-pqopelﬁing image of - -

themselves as successful.

s

clifford Chatterley surrounds himself with friends_ and

acquainfances at<ﬁragby Hall who sit in drawing rooms and

diséuss sex, politics and philosophy in dispassionate terms.
'Sanders felt that Wragby Hall’seemed a "thin confection of
words, not simply because Lawrencé like ény novéliét has
written his worlq, but because the inhabitants'and friends of

Wragby have spun around ﬁhemselves a chrysalis of talk,

theories and fictions as a shelter against life".13 1o keep

the "organic claims of 1ife" '4 away, both Bounderby and
- . ‘

Clifford Chatterley substitute talk for life. They erect

barriers around themselves. in an effort to keep out emotional

7 :

Both Hard Times and Lady Chatterley's.Lover are filled

life.

L

A}

with references to prison. This is because the characters in

Scott Sanders, p. 187.

who Lived (Carbondale, Illinois: Southern Illinols University
149. : . .

R.B. Portlow and H.T. Moore, D.H. Lawrence: The Man"

R,
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‘the novel are bound b'y ~éocial’ class as well as restrictive

philosophies. Class \s a man-mqéevbarrier that 'imprd:a\ns and
stifles all classes.. Class awareness is, of ‘course,.a char-
acteristic of the British novel; however, in Hard Times and

-

Lady Chatterley's Lover the reader is always cognizant of its

detrimenta} effects on all’ concerned. Because people move ‘ir‘l
different “spﬁeres",15 which are determined by social cl ass,
they miss out on some: gtgéat human values which are to be
found in the class to \yﬁich'they do not belong. Not only
that, they are often trapped between spheres and sacrificed
like Stephen Blackpool:
Y t.

"Then, by the prejudices of his' own class, and by
the prejudices of the other, he:  is sacrificed
alike? Are the two so deeply separated in this
. town, that there is no ?la‘ce whatever for an honest

workman between them?™ 16 .
Class is a bagrier also -against individualism. ' Stephen
Blackpool cannot be tolerated because he refuses to conform.

LN}

Lawrence, like Dickens, conveyed class barrier as a res-
prictive force. Connie thinks of Clifford's’ lack of warmth

as a human being and attributes some of this to-the maintain-

ig - .
ing of class barriers by iu"mself, and his counterparts:

3 . . ,
15 Charl'[es Dickens, Hard Times, p. 110.
16 1bid., p. 146. ‘

-
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They - were all inwardly hard and separate, and
warnth to them was just bad tasté. You had to get
OfpWithout it and hold your own; which was all very
well if .you were of the same class and race. Then
you could keep yourself cold and be very estimable,
e -and hold your own, and enjoy the satisfaction of
holding it. But if you were of another class and
. " another ‘race .it wouldn't do; there was no fun
> " ‘'merely holding your own, and feeling you belonged
* to the ruling class. .What vas thé point, when even
the smartest aristocrats had really nothing posi-
tive of their own to hold, and their rule was
really .a farce, -not rule at all? what was the

point? ‘It wasg all cold nonsense. "

Lawrence saw class distinctions [ﬂs artificial barriers which
\

'separated and isolated human beings. It cut off the natural

flow of life: "Class makes a gulf across which all the best

Yo~

human-flow is lost:".18 Therefore, Connie's own class bar-

riers in. regard to Mellors (encouraged by her sgister's

snobbery) are eventually eroded in this novel.
~N
{

L]

The metallic imagery in Hard Times and the crustacean

imagery 1[n Lady Chatterley_s Lover reinforces this 1dea of
hard separateness in both novels.. Grodgrind and Bounderby
are constantly referred “to in hard, metfliic terms, while
Clifford Chatterley is E‘requenﬁ}y_ compared to crustaceans.
Ciifford is "one of the amazing crabs and lobsters/of the

modern, industrial and financial world, invertebrates of the

. J ) '
. , | P
{
17 D.H. Lawrence, Lady Chatterley's Lover, p. 74.

18 p,H. Lawrence, in Geoffrey Thurley, p. 5!0)7 N

(“-"“‘z-’“ ,~ ‘ \
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© crustacean or‘dei-, with shells ‘of steel, like machinest,' and"

»

» ‘ . C.
inner bodies of soft pulp,..."19 _Essentially, ‘as we have
oi)served, .Dickens and Lawrence contrasted the organic way of

life with the mechanical. Their employment of this imagery

~is an attempt to convéy 't}e cripplting effects of a sys;em

-

which has narrowed human _energy rather * than allowed it

®

-

freedom for growth: _ PN
' S

-l

R rFN - . ‘! )
You can have life two ways. Either everything is
created from the mind, downwards; or else every-
. thing proceeds from the creative quicK, outwards
into exfoliation and blossom... The actual living
quick itself is alone the creative reality. <

o

~

_Characters like Gradgrind, Bounderby and Clifford Chatterley

clemrly create their lives ~from the. "mind, dowmfrar‘ds" while

te

they - suffocate characters such'\as\ Louisa .and Connpie’ who

would, if free to do so, "blossom". \

\ ' ‘ . N

N - ‘ A}

N . / ° ’ R -
1% D.H. Lawrence, Lady.Chatterley's Lover, p. 114,

*-20 ' p.H. Lawrence, "Democracy” in Phoenix, p. 712. -
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) . 1y : CHAPTER 6 N L /

S

. . ) .
GRADGRIND'S CONVERSION AND CONNIE'S AWAKENING

)

s

~

The pivotal stage in Hard Times is ©€radgrind's. 'conver- |

Ki i

sion‘ and in Lady Chatterley's Lover it is Connie's 'awaken- I

ing'. In each novel, it is a change toward .organic.wholeness' .
and a spiritlial resurrection. However, the methods employed .\
by Dickens and Lawrence to demonstrate these transformations, -~

while often similar, also indicate a striking difference in |
end restlt - which is totally in keéping with their respec-
tive moral stances and visions of Truth.

] 2 . A=l

-

- Let us first examine Gradgrind's conversion. Dickens

st the stage for Gradgrind's transformation from'the' begin-

ning of the novel. Although thj "ogres” in Hard Times are P

Gradgrind and‘ Bounderby, there is an essential difference in -

the manner of their characterization. This is immediately

apparent in tneir differing responses to Sissy. While \Bo'un-'-
derby feels. no sympathy fQr Sissy, Gradgind does.‘ He offers
to take Sissy into his hoffe: : : \

. ' - i

"Well then. . who came here to inform the father
. ‘of ‘the poor girl, Jupe, that she could not be re-
ceived at the school any more, in conseguence of
there being practical objections, into which I need
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not enter, to the reception there of the children

of  'persons so employed, am prepared in these

altered circumstances to make a propposal. I am

willing to take charge of ypu, Jupe, and to educate
‘ you, and provide for you... ‘
» , .
Naturally, Gradgrind attaches conditions to his proposal:

The wnly condition (over and above your good be-
‘haviour) I make is, that you decide now, at once,
‘whether to accompany me or remain here. Also, that
if you accompany me now, ft is understood that you
communicate no more with any of your friends who
are here present. These observations comprise the
whole of the case".*

-

Althodgh Gradgrind's conditions are cruel, Dickens. portrayed

him as a man who had meant to do well:
B 5 ’ v

In gauging fathomless deeps with his mean little
excise-rod, and in staggering over the universe
with his rusty stiff-legged compasses, he had .meant
to do great things. .Within the limits of hi's short
tether he had tumbled about, annihilating the
flowers of existence ‘with dgreater singleness of
purpose than margy of the blatant personages whose
corﬂpany he kept ~

4 Q

Gradgrind errs; however, i't. is due’ to an entirely false

perception of humanity rather than to the 11mit1ess self—

interest which Bounderby#sqes. .
. > -~

Gradgrind's f'ault, of course, 1is his non-critical

attachment to’ a system of belief: >

He has been wedded to a system and thus abdicated
his sympathies, th perception, his heart. It is a

~

'( Charles Dickens, Hard Times, p. 35.
2 1bid., p. 35.
3 1bid., p. 204, ' -

- -
a
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form of self—blinding. Gradgrind represénts the
dangers- of doctrine, dogma and absolutism, in "this
case Rationalism, in education, yet education by
definition is resistant to the evils of its forms,
: : for, except in a totalitarian state... education is
S the most disinterested form of social activity., It
‘ is ralways, relatively speaking, liberating and for

this riason Dickens places much value and emphasis

on it,

. N\ " .
Gradgrind's systenlt of education, as we see in Hard Times, is

LN . very far from "liberating”. It is isolating and* restrictive.

~— Th?refore,‘ Gradgrind is. able to miss all the signs’ of
N Louisa 8 pent-up emotions and Tom' s corruption. He is" blind.
Nevértheleés, although Gradgrind is metaphorically
bi&nd, the possibility.of transformation lies in his neces-
sary relations with others. As Gold pointed out: "It is

b +
Gradgrind's inev;table involVement with others (his pupils,
his government, "his constituents) that keeps his tenuous
» This is true. Gradgrind is affected by the positive values

- of association with Sissy, even though he does not recognize

it 9nt11 the change is occuring:

T

"Louisa, I have a misgi;ring that some, change may_

have been slowly working about me in this house, by,
mere love and gratitude: that what the Head had'
left undone and could not do, the Heart may have
been doing silently. Can it be 50?6

*

.

, 4 'Joseph Gold,/p. 200. ’

"5 1bid., pp. 200-201.

6 charles Dickens, Hard Times, pp. 205-6.

thread of sympathy unbroken and permits his redemption®. 5

e e e v s e bt s >
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- ) siss§ is associated with _the compassionate values of the-
heart. . Her presence in Gradgrind's home affected the entire
hou%gpold in a positive way.

N
k4

Manning indicated that Gradgrind's ‘breakdown and rejec- -
- tion of his system is not on£>\the last step in the thematic
i 1 demonstration,‘but ‘also signals’ the escape of the character
o himself from tge sati?ic mooid‘to aovelistio sympathy.7 For

ai}hough Tom and Louisa suffer because of Gradgrind's

beliefs, .the strength of Dickens's attack lies in Gradgrind's

. confutation.by his own system:, -

.

) . ees. Only Mr Gradgrind's realization of failure, his

. gradual perception of Sissy's values, and his con-,

sequent rejection of his own system can fully dem-

onstrate that system's poverty. At the same time,

. . : , however, that he 1is used as a satiric counter to

i ! make this point, in his struggle . to assert the

.~ human values he has learned he achieves the novel-
" istic state of a sympathetic character. As he ™

stammers to explain to Bounderby the’ enlighten-

. ment (that) has- been painfully forced upon"™ him

; o : (Bk. III, chap iii), the acute discomfort of a man

. - as yet without words to express his new emotions

; combi%fs with the ‘unabated bluster of Bounderby to

\ A - make -Gradgrind wholly deserving of compassion and

. ' Bounderby the sole satiric villain,8

t. , . \ .. ~

Gradgrind's transformation is such a painful process that tbe‘

Lty g o e g
.
é

reader cannot continue -to see him as a villain.
-

- + A

b 7..Sylvia Bank Manning, p. 146.
\ .
8 1bid., p. 146.
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Dickens makes it very clear that Gradgrind's transforma-

~

tion is a painful process: ’

[ 4

"It would be hopeless for me, Louisa, to endeavour
to tell you how overwhelmed I have been, and still
am, by what K broke upon me ‘-last night. The ground
~on which I stand has ceased &to be solid under my
" feéet. _ The only support on which I leaned, and -the

strength of which it seemed, and still does seem,’

impossible to question, has given way in an. in-
stant. I am stunned by these discoveries. 'I have
no selfish meaning in what I .say; but I find “the
shock of what broke upon me last night, to be vVery
heavy indeed".%

essential recognition of what he légks:

"Some persons hold," he pursued, still hesitating,
"that there is‘a wisdom of the Head, and that there
is a wisdom of the Heart. I have not supposed so;
but, as I have said, I mistrust myself now. I have
supposed the head to be all-gufficient. It may not
be all-sufficient; how can I venture this morning
to say it is! 1If that other kind of jwisdom should

be what I have neglected, and _should be the -

instinct that is wanted, Louisa - "{0

" This new insigﬁt 4is bought at a great expense of persdnal

suf fering for Gradgrind, who is forced to recognize what his

'system' has done .to Louisa, his favourite chifd:

~ "In the course of a few hours, my dear Bounderby",
Mr Gradgrind proceeded, in the same depressed and
.propitiatory manner, "I appear t9 myself to have
become better informed as to: Lopisa's character,
than in previous years. The enlightenment has been

L] -

9 charles Dickens, Hard Times, p., 203.
10 1bid., p. 205. | | *

Gradgrind's subsequent mistrust of himself, leads to an .

5Y
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. painfully forced upon me, and the discovery is not
RV mine, I think there are - Bounderby, you will be

surprised to hear me say this - I think there are
qualities in Louisa, which. - which have been
harshly .neglected, and - and a little perverted.
And - and I would suggest to you, that - that if
you would kindly meet me’ in a timely endeavour tg

leave her to her better nature for a while ~ and tor -

encourage it to develop itself by tenderness and
consideration it - it would be better for the hap-
piness of all of'us. Louisa", said Mr Gradgrind,
shading his—face with his hand, "has' always been my
favourite chilg".!!

v

Gradgrind's transformation is. further facilitated bf

. \
having to *knov}ledge the fact that his son Tam is a crimipal

- ¢sand that he had framed the now dead Stephen Blackpool. Facing

these 'fa”cts‘“ agés‘ Mr Gradgrind considerably, - causiixg him to

lose his appetite,. to pace in his room, and to gener.alllyl '

suffer .an emotional shock. - "Aged and bent he looked and

. quite bowed down; and yet he looked a wiser man, and a better

°

man, than in the days when in his 1life he wanted nothing -bnt‘

Facts".'2 Gradgrind is redeemed by his suffering, while in.

Lady Chatterley's Lover we see that Clifford. is embittered

and alienated by it. Though, in Great Expectations we see

that Dickens also sees that suffering may embitter. Thefe .1§

‘no. question that .Gradgrind is suffering and 1is repentant;
~

however, his spiritual conversion is accomplished not only by .

his own grief - but ‘also, through the suffering of numerous

11 charles Dickens, Hard Times, p. 221.
12 1pia., p. 253. |

v
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cﬁaractefs and the ultimate sacrifice of Stephen Blackpool.

Of course, this use of sacrifice is not found in Lawrence.

3

r

Dickens used the remnant of a Christian myth. If DicKens is

"Christian in his fable, Lawrence is Dionysian. '

Gradgrind certainly does not di;ectlx cause Stephen’'s 'k
death; héwever, he is part of a society that ‘kills' goéd
pedple - and it is his own son, Tom, who ;Ets the stage for

., -Stephen's Qeathx) 1f Sﬁeéhen had not been ostracized by the .
union égg isolated by Bounderby, and then deliberately set up

as a scaéegoat by Tom, he would not have fallen down Hell !
Shaft returning to\eanerate.himself. Had .Stephen not been
exiled and cruelly treated, he would not have left Coketown

and Rachael. Therefore, Gradgrind must bear some ofurtﬁgj;fd”‘h

responsibility fér Stephen’'s death.

.However, it is wessentially the entire industrial societ§
or the "mad world" which kills Stephen. (It is a world where

Mammon is worshipped and human beings are merely cogs of a
. A

wheel. Stephen's fall into the uncovered mine shaft is sym-
1

B

" bolic of the descent into Helll. Nevertheless, it is a Hell

on earth; because the pit is a relic: of past industrialism i

that is still killing in the present: ) <

{
f
"I ha' fell into th' pit, my dear, as have cost l
wi'in the knowledge o' old fok now livin', hundreds .

. and hundreds o' men's lives -~ fathers, sons, bro- ‘
thers, .dear to thousands an thousands, .an keeping
'em fro' want and hunger. I ha' fell into a, pit
that ha' been wi' th' Fire-damp crueller than
battle, I ha' read on 't if the public petition,

. as onny one may read, fro' the men that works in

. v N
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pits, in ‘'which )ﬁhgy ha' pray'n and pray'n the
lawmakers for Christ's sake not to let their work
be murder to 'em, but to spare ‘em for th' wives
and children that they loves as well as gentlefok

loves theirs. When it were in work, it Xkilled
wi'out need; when+"tis let alone, it kills wi'out
need. See how we die an no need, one way an other

- - in a muddle - every dayl"

Stephen is totally innocent. He is raised from the pit and
before he dies he sees the star that led the wise man to

k)

Jesgus. On the fabulous level, Stephen is a martyr whose
death aids in Gradgrind's redemption. Realistically, he is a
'good', hard-working man who is a tortured victim of "forces
operant in the'industrial wasteland.

Although Stephen's d#éty contributes to Gradgrind's'con-

. , »
version, because Gradgrind is forced to -recognize what his

son Tom has done to Stephen; nevertheless, it is essentially

Sissy, Louisa and Tom who are responsible for opening his

eyes. Barbara Hardy stated that iGradgrind's redeeming
opposite is Sissy and his double is his son Tom. 14 Sissy, of
course, is "the pupil who teaches her master that the truth
of the heart é?n be stronger thaﬁ the truth of reason, and he
can learn her lesson only whgn faced by the steriie fruits of

his teaching in another pupil, his daughter".l5 Hardy

!
13 cCharles Dickens, Hard Times, p. 249.

kS

14 Barbara Hardy, "Change of Heart in Dickens' Novels" .

in Dickens: A Colleq}ion of Criticgl-Essaxa (ed.) Martin
Price, (New Jersey: Prentice-Hall Inc., 1967) p. 49.

15 1bid., p. 49.

v
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further pointed out that full insight comes to Gradgrind when

he is quoted out of his own mouth:16

His dishonest son says, "So many people are emp-
loyed in conditions of trust; so many people, out
of so many, will be dishonest. I have heard you
talk, a hundred times, of its being a law. How can
I help laws? You have cohforted others with such
things father. Comfort yourselfl!” (Bk. III, chap.
7). The statistical unit confounds the statisti-’
cian, and Tom is made even more detestable and
ridiculous by the "disgraceful grotesqueness" of
his comic minstrel disguise. The truth is driven
home in the form of gross parady.

Gradgrind is confronted with his double.

EY

Obviously, Hard Times is filled with irony; however, ‘it
is particularly effective near the ‘end of the novel when
Gradgrind and 1\3itzer(:'-1=e-enact~ the -opening schoolroom scene
and Gradgrind finds out what a éerfébt ‘éupilfpf Utilitarian-

ism Bitzer has become. Gradgrind i‘s"ﬁattempting to stop Bit-

zer from taking Tom back to Coketown fgt punishment: ¢

"Bitzer", said Mr Gradgrind,. broken down, and
miserably submissive to  him, "have you a heart?".
"The circulation, sir," returned Bitzer, smiling at
the oddity of the question, "couldn't be carried ‘on
without one.  No man, sir, acquainted with the
facts established by - Barvey relating to the
circulation of the blood, can doubt that I have a
heart"®. - b

[

"Is it accessible”, cried Mr Gradgrind, "to any
compassionate influence?". "It, is accessible to
Reason, sir", returned the excellent young man.
"And to nothing else".

‘16 parbara Hardy, p. 49.

17 " 1pid., p. 49.

18  charles Dickens, Hard Times, p. 263. o
) N w -

y
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By this time, Mr Gradgrind's face is as white as Bitzer's;

“o

nevertheless, Gradgrind continues to appeal to some pity in

h,)"'.
Bitzer: . .

M

7
+

.. ' "What motive - even what motive in reason - can you
‘ have for preventing the escape of this wretohed
youth", said Mr Gradgrind, "and crushing his miser-
able father? ee his sister here. Pity usi".1
Bitzer replies to Gradgrind, in a "very business-like and
logical manner"”, that he does, in fact, have a reasonable
motive.?0 Bitzer intends to hand over Tom to Bounderby -and
thereby gain a promotion at the Bank.2l ‘Whén Gradgrind says
to Bitzer, "If this is solely a question of‘\agyf—interest
with you -", Bitzer interrupts:22
"I beg your bardon for interrupting you, sir"...
"but I am sure you know that the whole social
system is a question of self-interest. What you
must always appeal to, is a person's self-interest.
It's your only hold. We are so constituted. I was

brought up in that catechism when I was very young
gir, as you are aware".

Bitzer was an excellent studeni, §

L

19 Charles Dickens, Hard Times, p. 263.
20 1pid., p. 263.
21 71piga., p. 264.

22 1pid., p. 264. =
23 1pid., p. 264.
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When Gradgrind tries to buy Bitzer's co-opératidn~and'he

A

\
does not succeed, Dickens then. underlines again the 'buy and

sell' attitude of a material world: . .

N

It was a fundamental princtlple of the %ra\dgrind
philosophy that -everything was to be paid for.
Nobody was ever on .any account to give anybody
anything, or render anybody help without purchase.
Gratitude was to be abolished, and the virtues
springing from it were not to be. Every, inch of
the existence of mankind, from: birth to death, was
to be a bargain across a-.-counter. And if we didn't -

~ﬁ\\; - get to Heaven that way, it.-was not a politigz—eco-

nomical place, and we had no-businegs there.

This last line is comical; however, the reader Eggzg'that
Dickens was not laughing when he wrote it. Gradgrind's con-
version is a transformation from' that hard, heartless philo-
sophy to a new perception of }ife. He gains insight ‘into the
warm, coﬁpassionate values of people whé actually give with-
oﬁt thought of recompense. Gradgrind learn;-the Truth. How-
ever, it is ironic,iyhat he learns it in terms of self-
\

interest (though underlined with affection) when his own son

is the Victim. , a

e

It is of crucial significance and deliberate irony, that
at the rdovel's end, Gradgrind discovers Truth amid the cir-

cus. For, as we have seen, the circus represents far more

than merely an argument for entertainment: ‘ *

Sleary's itself represents more than the diversion
of entertainment from relentless Gradgrindery. It
is the principle antithesis to the whgle world of

24 - charles Dickens, Hard Timea, pp. 264~265.
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mechanized, confined, antagonistic non-humanity - a

»~ vital ‘mixture of animals, people, and imagination
that emodies the fluidity of life itself. 1Its sym-
bol - which opposes both the Bounderby selfinterest
and the divis%gegess of the trade union - is a
human pyramid. ‘

Manning ié correct in her obser@gtipn that the human pyramid
is the cikrcus"s;g_wlx_ -symbol:26\ ';;rhe father_ 4 one of the
fami;ies waé in the habit of balancing'the father’of another
of tﬁe families on tﬂe top of a gréat éole: the father of a
third family often made a pyramid of both those fathers, with

Master Kidderminster for the apex, and himself. for the

w 27

base". This is Sissy's original environment and family '

setting; therefore, she developed in an atmosphere of
. M oy

"reciprocal interdependence"28 that ultimately proves to be

v

Gradgrind's salvation.

Gradgrind's conversion could not have occurred strictly’

within his own society. Dickens showed us that Coketown h )
no regard for the warm, vital impulses of humaqi;y. The con

version had to be achieved through gssociaéﬁon ith the rep~

resentative of these outlawed values - Sissy. Just as Tom's
rescue could only occur with the help of the circus ensemble,

so too was Gradgrind's conversion dependent upon the humane

impulses found outside society. It is because it is outside

L]

25" Sylvia Bank Manning, pp. 142-143.

26 Ibido, po 1420 " ) /

3

27 charles Dickens, Hard Times, p. 32

- 128 Sylvia Bank Manning, p.fiﬁ;,————hg o | R
. : Y . .
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society (i.e., outside the real world as constituted) that

~

the valuable forces and behaviours must belong to ‘the world
- of the fabulous. "i'his is one of the reasons why the authors
resort to fable: '

vt ‘Saving Tom may disregard a code, but it obeys the

v humane impulse of generosity in a situation where

L] there are extenuating circumstances that the code's

- rigidity would not recognize. The illegality of

) ‘Tom's rescue, in fact, has the same relation to

Bitzer's code that the circus has to Coketown: the

’ formal code is so inconsiderate of individual

‘. exceptions that the impulse of human forgiveness

and charity can only be realized outside it; Coke-

town has no room for Sleary's, so the valles. of the

latter can be embodied only in a gypsy-like group
barely on the fringes of soc:i.ei:y."{,9 '

\4 ' Gradgrind learns Truth amid dogs, ' horses and. clc;wns. and
receives I\Lé final moral lesson from Sleary:

. It theemth to prethent two thingth to a perthon,
: "don't it, Thquire?" said Mr Sleary, musing as he
‘ - looked down. into the depths of his brandy and
. water:. "one, that there ith a love in the world,
@ not all Thelf-interetht after all, but thomething
very different; t'other that it hath a way of ith,
'own of calculating or not calculating, whith thome-.
how or another ith at leatht ath hard to give~a -
- name to, ath the wayth qf the dog ith130 v -

- . ¢

Gradgrind is taught that 1love .is the greatest mystery: ’that
//i./t elud;s all attémpts to defir;e it and that it is no less
~ present because we _pe’éxse to recognize it. Mrs Gradgrind's
dyihg words -echo in our ears again: "But tﬁe;e is something -

F

not' an Oldgy at all - that your father has missed or forgot- .

—_—

ten,” Louisa... I want to write to him, to £ind out for God's

?

29 Sylvia Bank Mannihg, ph. ‘143. . L - ‘1
30 cCharles Dickens, Hard\‘rinlea,' p. 268. “
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‘has a change of heart.,

"words ‘blow through her mind:

. =116 - : ‘ -

sake, what it is".31 Gradgrind, after inflicting much suf-"

fering on others and then experiencigg it himself, finally

\ o

¢

The transformation of Connie in Lawrence's novel is also

o

a type of rebirth; “however, the resurréction is from a living -

-death to life, rather. than a change from '‘evil" to ;good'.

Both ‘organic and é;blical," the transformation process is

-

grounded in ‘the physical. For Connie there must be a physi-

cal rebirth for the spiritual resurrection to occur. As

~

Connie draws further away from Clif’fc;rd toward Mellors, these

2

!

'Ye must be born again! I believe in the resurrec-

tion of the body! Except a grain of wheat. fall
into the earth and die, it shall By no means bring
forth. When the crocug_cometh forth I too "will

/ emerge and see the supl'

5

Lawrence united the organjc metaphor with the Biblical pto-

mise of .resurrection, re’ir{forcing his message of ' totality of
body and "soul. , s

y T |
Clearly, Lawrence demonstrated that one cannot deny the

body and pretend to be all. mind and spirit; however, it “is

apparent that this is the goal of numerous modern people:

" 'so long as you can forgét your body you are happy',,

said Lady Bennerley. . 'And the moment you begin to
be aware of your body, you are wretched. . So, |if

31 Charles Dickens, Hard Times, P. 183. ,
32‘ D. H( Lawrence, Lady Chatterley s Lover, p. 87.
[74 B
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civilization is any good, it has to0 help 'us to
. forget our bodies, and _then time passes happily
" without our knowing it'.

1 * How sad ‘this is, and.hdw abnormal, 1is obvio_us to Lawrefxce.
' He recognized the humap robots produced by this mentality.
Tommy Dukes speaks for Lawrence:

We're not men, and the women aren't women. We're

- only cerebrating make-shifts, mechanical and intel-.
lectual experiments... But it'll come, in time,
when we've shoved the cerebral stone away abit,
the money and the rest. Then we'll get a democracy
of touch, instead.of a democracy of pocket.

‘It is these words which echo inside Connie: "Give me th&

-

™ democracy of touch, the resurrection of the bodyl".35

L ~ ’
@ : - .

-

Connie's awakem.ng is both phys:.cal and splrltual. Law-

3

rence prepared us for her transformatlon by deplctlng her
increasing 'restlessness with her sterlle existence and the

mental life. When Connie sees Mellors quhing himself, un-

aware that he is being, observed, she has a visionary experi-
ence:

He was naked to the hips, his velveteen breeches
slipping down over his slender loins. And his
~ white slim back was curved over.a big bowl of soapy
water, in, which he. ducked his -head, shaking his
head with a queer, quick little motion, lifting his
slender white arms, and pressing the soapy water
from his éars, quick, subtle as a weasel playing.
with water and utterly alone. Connde backed away
.round the corner of the house and hurried away to
‘the wood. In spite of herself, sher had had a

: 33 p.H. Lawrence, Lady Chatterley's Lover, pp. 76-77.

( b et
34 1bid., pp. 77-78, ) c
- 35 Ibid!' ‘po 78. . ) ,. e T
hd ’ ¢ . i - v :
cp ——— - b - -
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ﬁ,ﬁfslhock. After all, merely a man washing himself-
- Feommonplace énough, Heaven knowsl!

\

!
)

he shock is both real and mystical:

. Yet in some curious way it was a‘visionary experi-
? ence: it had hit her in the middle of ' the body.
i ' She saw the clumsy breeches slipping down' over the
pure, delicate, white loinsg,= the bones showing a
¥ little, and the sense of aloneness@® of_a creature
! purely alone, overwhelmed her. - Perfect, white,
o splitary nudity of a creature that.lives alone, and
i 'inwardly alone. Ahd beyond that, a certain beauty
) : of a pure creature. Not the -stuff of beauty, not
& ‘ even the body of beau)ty, but a lambency, the warm,
: white flame of a single life, revealing itself in

contours that one might &ouch: a body!3 i

e Wttt

- Reallstlcally, the scene® is one, of a man bathing himself;

T .

v hbwever, on the fabulous level, Mellors is the "white flame"

N . - -

-of life.

A

Connie and Mellors s celebratlon of the human body is,

of course, a celebration of life itself .

. ) N

' For man, the vast marvel is to be alive. For man,
as for flower and beast and bird, the supreme

D triumph 1is to be most vividly, most perfectly
+alive. Whatever the unborn and dead may know, they

. ‘ cannot know .the beauty, the marvel of being alive
: TR in the flesh.38 .

o

, When Connie 'awakes' épas'sion, then Wins t;o live from

L 1)
- o

-

" 36 p.H. Lawrence, LadyjChatterley's Lover, p. 68.

37 Ibid., pp. 68-69.

. 38 p.H. Lawrence, in The Art Nerversity: D.H. ;
Lawrence's Shorter Fictions, K. Widmer TSeattle: Univeraity

. . * Of Washington Press, 1962), p. 192. )

-

.
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centers other than the mind.39 Spilka discussed the variou‘é ’

\

descriptions of love as dramatic centers in the novel:

[

Y

for the act of love is the communion-rite in this
novel, and every description of it conveys some
' part of the general change of being in,K Constance
Chatterley - from the first submission to the first
adoration, from ridicule to rebirth, and then the

= final rooting out of shame.

-

Connie's transformation is charted, in pai:t, through her

changing responses to sexual communion.- We cannot forget
‘-

‘that Qhen Connie 'married Clifford she sharedﬂ his love of

’~
e

r .

talk. - Her experiences 'in Germany discussing "philosophica‘l,
sociological and artistic matters"4l had left her with the

conviction that: "It was the talk that mattered 'supremely:

A}

the impassioned interchange of talk. Love was only a minor

acc:omp::mi.ment.".42 In. fact, she and her sister, Hilda, had
their "love experience"43 as though it was an item on a
checklist. T‘ney‘soén forgot their lovers when they died in

the war. _— N

, » A

Lawrence told us that at- the beginning of the relation-’
ship between Connie and the gamekeeper - Connie viewed Mel~-

lors's behaviour during love-making to be rather ridiculous:

Al

‘ e, |

39 Mark Spilka, The Love Ethic of D.H. Lawrence, p.187.
13

.40 1bid., pp. 187-188.

4} D.H. 'Lawrence, Lady Chatterley's,LoQ%r,’ P 6 .
43~ 1pid., p. 7.

43\ Ibid., p. 8.

(
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After all, the moderns were right when they felt
contempt for the performance; for it was a perfor-

mance. It was quite true, as some poets said, that -

the God who created man must have had a sinister
sense of humour, creating him a reasonable being,

) yet forcing him to take this ridiculous posture,

and driving him with blind craving. for this ridicu-
lous performance. Evern a Maupassant found it a
humiliating anti-climax. Men despised the
intercourse act, and yet did it.

-

Soon, however, Connie finds love-making to be absolutely

beahtiful :

3

After each encounter with Mellors everything' seems more vivid

How beautiful He felt, how pure in tissuel  How
lovely, how lovely, strong, and yet pure and
delicate, such stillness of the sensitive bodyl
Such uatter stillness -of potency and delicate
flesh. How beautiful! How beautifull45, .

R
L

‘/to Connie: . . \

As she ran home in the twilight the world seemed a

dream; the trees in the park seemed bulging and
surging at anchor on a tide, and the heave of the
slope 1'70 the house was alive.

)

: Senses acuté, and mind now in abeyance, C;:nnie experiences

life through touch.

-
~

.

L]

Life, for ‘Conn:i:e(. is renewed through touch - direct

ccpi:act’ with the organic world: "Connie wakes to passion,

. beauty, and human warmth through Mellors' touch, and Mellors

]

D.H. Lawrence, Lady Chatterley's Lover, p. 179.

Ibid., p. 182.
46  1pid., p. 185, .
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hearted love".47 In the wood, Connie is released from the

> cold grip of the iQdustrial world and reborn through human

b contact:

y

Thus "touch", which the modern world régards as
mere sensation, is conceived here in its fullest
and finest sense,' as a mode of communion, as a
binding and regenerative force for 1love, friend-
ship, and creative labour. It flows outward, as it
were, from men and women who are "quick and alive"
at emotional levels of consciousness, and*thereby
helps to restore ,some of the old°warmth, closeness,
"and .togetherness to human tasks and relation-
ships.48. | '
-

Ve

annie's rebirth is clearly both physical and spiritual.

To make her choice, Connie moves both physically and

-

)
2

psychologically between the two obp&sing‘orieni:ations toward

) life delineated in the novel. Her experience results in her

. choice for the. physical and c¢oncrete existence. clifford

says to her that he supposes a woman does not take supreme

. pleasure in the mental life. ‘She‘responds:

P

47
190.

48
49

~ Mark Spilka, The Lqve Ethic of D.H. Lavkence,

-

Is that sort of idiocy the supreme pleasure of the
life of the mind? No, thank youl! Give me the
body. I believe the life .of the body is greater
reality than the life of the mind: when the body is
really awakened to life.49 .

g

Ibid., p. 192 ' S
‘ ' ~ Al
D.H. Lawrence, Lady Chatterley's Lover, p. 24%. .
(

r

-
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Lawrence made a distinction between the 1life of the body

“awakeneé" and. the life of thé body when- it is—not 'alive'.
Connie has bheen awakened to iife by Mellors and her retort is
a typical Lawrencean retort from a character who has experi-
enced a rebirth of vitality. Connie chose be;ween the two
;ealms ana the concrete and physical realm triumphed over the
abstract, cerebral one. Tﬁe.heroine of thg novel has not
only made hef'choice, but she has also used b6£h heF bodyuand
her head in choosing, ;nd therefore experiénces and ulti-
mately succeeds in achiéving an emotional integration - a
totality of body and mind.

The plausibility of Cénnie's awakening and Gradgrind's
conversion is not the point. In fact these transformations'
should be'somewhat,idplauaible - because what is needéd is
some kind of break with the current consciousness. It is a
consciousness of a ceétain kind of wholeness that <hey did
not have before. In both cases, it is the hope to save the
things that human beings once had but are now lost. It is an

t]

expression of the retrieval of what is lost.

Lawrence's portrayal of Connie's transformation in Lady

' Chatterley's Lover demonstrated his own 'new morality' which

is in contrast to Dickens's view of morality in Hard Times as
perceived through Gradgrind's conversion. In Hard Times we
have observed that the 'change of being' occurs in Gradgrind,

0

[]
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rather than Louisa; Louisa remains trapped by the static,
hard effects of her upbringing while her father experiences
the transformaéion for which numerous characters are sacrifi-
ced. In a tfaditionally Christian ’perspective,‘ the previous—

ly cruel Gradgrind becomes aware of compassionate values.

However, in Lady Chatterley's Lover, Lawrence dic;y not sa‘crif
fice Connie ‘for a spiritual awakening of Clifford but rather
showed her emerging from her &ralyzed state and asserting a

new view of morality:

«+. Connie pushes this deadness aside by rejecting

. Clifford - a physically helpless man - as her hus-

[ band. And therefore she asserts the priority of
phallic marriage over the half-dead morality:; and
at the same time, she also asserts what I would
call the root-value of Lawrence's work, . from a
social point of view: for the new "life-morality"
now acts as the base, or better still, the fount
from which the old morality of ideals can be regen-
erated; it comes before good and evil, as we know
them, and makes them once more possible - and in
this it differs radically from its-supposed coun-
terpart, Nietzsche's "master-morality"”, which lies
beyond good and evil. ‘

It is this non~traditional view of morality which directs

Connie's choice for life over a living-death.

' No matter how much Dickens sympathized with Louisa =~ it
was her fate to remain permaner{tly crippied by her childhood

deprivations. Louisa is the tragic example that xriust sarve

n

e
_ 50 Mark Spilka, The Love Ethic of D.H. Lawrence, p.198.

~
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as a basis for her father's conversion. Lawrence's view of

—

morality could never let him confer such a fate on Connie.

' Unlike Dickens, who enabled Gradgrind to become a -sympathetic

character, Lawrence never let Clifford escape his role as a

satiric wvillain.

It is Spilka who articulated for the reader three imme—
diate aspects of Clifford's physical paralysj.s.51 These
aspects contribute to our understanding of Lawrence's purpose

with regard to what has sometimes been seen as a cruel depic-

<€
< tion. Spilka pointed out that Clifford's .paralysis "served

to isolate the sensual basis of human ex:i.st-.ence".52 Connie
. ) .

holds Clifford morally responsible for his coldness:?3

Deep inside herself, a sense of injustice, of being
defrauded, began to burn in Connie.... Poor Clif-
ford, he was not to blame. His was the greater
misfortune. It was all part of the general catas—
trophe.

And yet was he not in a way‘to blame? This
lack of warmth, this lack of the simple, warm,
physical contact, was he not to blame for that? He
was® never really warm, not even kind, only
thoughtful, considerate, in a well-bred, cold sort
of wayl But never warm as -a man can be warm to a
woman, as even Connie's father could be warm to

51  Mark Spilka, The Love Ethic of D.H. Lawrence,

52 1pid., p.195. .
L)
+ 53 Ipid., p.198.
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her, with the warmth of a man who did himself well,

and intended to, but who could. still comfort a
woman with a bit of his masculine glow.

Thus, Lawrence impressed upon the reader, as Spilka asserted,

that Clifford's impotence here is sensual rather than sex- .

ual. >3 Clifford "fails to affirm the common sensual basis

.of human sympathy, and his paralysis helps to isolate and

define his, moral lapse".>6

»

However, Clifford's paralysis also dramatizes another

concrete fact - "his lack of life-responsibility:"57

Throw this "crippling" element out, leave Clifford
whole and potent, and you must also toss out Mrs
Bolton, the motor-chair scene, and the sharp moral
contrast with Mellors - in short, the present.moral
core of the novel, and much of the most successful
ritual drama. For it is only through the fiasco
with the motor-chair, remember, that Connie is

finally purged of the deadly attachment to her.

husband: "And it was strange, how free and full of
life it made her feel, to hate him and to admit it
fully to herself. - 'Now I've hated him, I shall
never be able to go on _living with him, came the
thought, into her mind" .58 .

i

Spilka noted that this feeling of "freedom-through-hate" not

-— only brings out the final significance of Clifford's paraly-

sis, but also leads to the "bourgeois sentiment" aspect of

\

54 p.H. Lawrence, Lady Chatterley's Lover, pp. 73-74.

55 Mark Spilka, The Love Ethic of D.H. Lawrence, p.196.
56  1pid., p.196. ‘
57 1pbia., p.196.

58 1pbid., p.196.
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this novel.®?2 cClifford's only real claim on the reader's

sympathies is our pity for his injury received in the war;

however, as the novel progresses the reader begins to find

that even this pity is sgtrained by Clifford's lack of truly

admirable human qualities:

.And so we actually come to hate:-Clifford as Connie

hates him, consciously and vividly, because he
makes a 'ga se demand upon our sympathies, because
he lacks bbge\moral strength and human warmth which
alone coul

enough, when Connie 1leaves him, she sins against
bourgeois morality -~ but Clifford sins adainst
organic life. Two moral systems clash and yet we
recognize at once that phallic marriage is creative
and moral, above and beyond our vision of Clif-
ford's plight. Indeed, goodwill turns counterfeit
before our very eyes, because it rests on counter-
feit emotion, on easy public righteousness". 80

‘To be born again, Connie must disentangle hersélf from

her relationship with Clifford - because he lacks the human

warmth and vitality which alone can bring her to life and

raise her out of a permanent numbness. Clifford's disconnec-

tedness

living:

59

60

'is replaced by Mellors's understanding of cqreative

Living is moving and moving on. My life won't go

down the proper gutters, it Jjust won't. So I'm a

bit of waste ticket by myself. And I've no
business to take a woman into my life, unless my
life does something and gets somewhere, inwardly at
least, to keep us both fresh. A man must offer a

Mark Spilka, The Love Ethic of D.H. Lawrence, p.196. .

‘Ibid., p.196.

command our respect and love. True *
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woman some meaning in his life if it's ‘going to be
an isolated life and if she's a %enuine woman. I
can't be just your male concubine. 1

Mellors's understanding of human relatedness is in stark con- )

4

- trast to Clifford's mechanical life and egoistic attitude.

-~

Her choice is her salvation.

Dickens's rendering of Gradgrind's conversion and Law-
rence's portrayal of Connie's awakening are: totally consis-
tent with each author's moral stance in their respective
novels. Dickens's ’central argument for ‘'goodness' |is
présented through the use of ‘good' and 'evil' contrasts and
the Christian values of }varmt'.h and kindness are celebrated
and affirmed through Gradgrind"s conversion. Similarly,
Connie's awakening celebrates L;.lwrence's vitglist.philoaop’ny

and affirms warmth and tenderness as natural expressions of

physical love. Clearly, Dickens's idea of 'goodness' and

'Lawrence's view of 'vitality' are both grounded in the belief

that life is not a system of absolutes - no matter how much

we try to render it static.

AN
.
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CHAPTER 7

.MORAL FABLE AND SOCIAL REALISM: VEHICLE TO ACHIEVE HARMONY

\

Dickens and'Lawrence blended social realism with moral

fable in Hard Times and Lady Chatterley's Lover in order to
create a new mode of perception which would result in a
change of individual consciousness. These creative and
prophetic artists fought for a balance between fact and
fancy, mind and body, that would result in wholeness,
totality or spiritual health. While neither author provided
social blueprints for reform, theg both advocated ‘vlove and
personal integrity as the basis for a new way of seeing.

Divergent in some respects, but ‘ex”traordi'narily similar in

method and content, Hard Times and Lady Chatterleyss Lover

are successful works of art that challenge our preconceived
expectations of the traditiorl realistic novel while simul-
taneously enacting on two planes the quest for -harmony.
. 1 ]
As we have observed, the central problem that concerned

Dickens in Hard Times and Lawrence in Lady Chatterley's Lover

was the repression and sublimation of creative energies and:

basic human needs and capabilities. Although Dickens and
1 . {

Lawrence wrote these novels over seventy i(ears apart, they

E
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were both fighting against the crippling and stfultifying
effects of an increasindly mechanized world. They both
t . * :
reacted with passion, agjainst what they perceived as crimes

‘perpetrafced by the industrial society against natural human

instincts and needs. Both artists saw the threat to the

human soul inherent in a work ethic that valued increased

~

material production and wealth over nmoral and spiritual

-

concerns. e o

w !

Since the soul is intangible, both Dickens and. Lawrence
needed more than one level on which to enact the quest for
organic wholeness or spiritual harmony. ¥hile realism would

allow the presentation of the 'fact' or physical realmn fancy

or fable could help convey the realm of the incorporeal or

metaphysical existénce. Therefore,. in order to relate the
threat to the spirit inherent in reductive philosophies and
practicesﬁ —~ Dickens and Lawrence chose to.blend realism with
fable. The “choice was judicious. Fable could help convey the

ir;effable.

Hill is one critic who recognized that in Hard Tdimes

Dickens was protesting the reduction of life to "paltry
y .

dimensions® .l She realized the importance of the soul in his

work: "An immaterial entity it may be, yet, as Dickens shows,

the soul holds the key to whether 1life continues at all.

‘n

i

X

}

1 Nancy K. Hill, p. 113
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Neglected or destroyed, the shrunken soyl throws up a grotes-

LN + A N
. ; . :
K\‘ . . ., 'que surface:"? 'We see the ’'same grotesquerfess in Lady Chat- !
- | - ;
:
i

""" terley's Lover, where as Williams indiéated, "the recovery of ‘
. ) ' . the human spirit from the base forcimj of industrialism must

lie in the recovery of 'the creative reality'."3o~ Clearly,

: L)

spiritual progress is difficult to articulate through the use

—

. ' . of realism alone, because our ordinary understandmg of-
+ reality tends to be restricted, ta what we can expenrlenct b#

§

sight, sound, , touch, taste( or smell. )

° . - :

By combining fable and fancy with ‘the realism, Dickens

.and Lawrerice were able to take us into another world. This

is a world whefg literal probabilities or the plausibility

S
of experience was not important - because both .authors
‘ g

oo G -y

L . g created these ‘worlds to evoke a break in.consciousness in

-

- ordetr to encourage a new way of perceiving. Fancy was used .

not simply to presment an ideal and ‘evoke imagination, but
. 5 .
o also to combine with the realism as a transcendent method of

et e
v

: conveyance. In \other words, the realism‘in both novels/was
’ . Just a SOlld foundation or. stepglng—stone to an awareness: of

r S ‘ the metaphysical quality of the human spirlt.

r T

Althou%h they have not discussed infdepth the mixture of
realism and fable in these two novels, there are c¢ritics who

~ recognized the transcendenge of realism. Vogel stated: "At
. 2

moménts any Dickens reader will recognize‘that he has left

-

: ‘ . X
' = 2 Nancy K. Hill, p. 118. -

. 3 Raymond Williams, "Lawrence's' Social Writings",
p. 173. ’ :

{
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the realms of realism behind and entered a Pilgrim's Pro-

« gress-like world of ' giant symbol‘s.“4 Thurley said of

Dickens's novel:

In Hard Times, Dickens is moving from a fiction

which, however dazzlingly 'expressionist in his
hands, conformed to the laws of realistic practice,
to an altogether more daring idiom, 1in which
natural symbolism, emblem, and metaphor fupction as
integral elements in the narrative design.

Critics also commented on Lawrence's development from

realism toward fable and myth.  Sagar noted that "Lady -

Cﬁattérley's Lover takes its place in the long-term develop-

ment of Lawrenceé's fiction from realism towards myth."®6
Sanders felt that "read as a fable the novel has the cogency

of myth.” But the ‘insistent realism of the sexual descrip-

' tions prevenfs us from reading Lady Chatterley/siﬁply as a

fable".? It is Nin, however, who realized that Lawrence's

4
worK is realistic because of the "vividness of his senses",B

L

\ .
but that the realism is merely a beginning or basis.? oOf

“

Lawrence himself she correctly observed that: ‘ l e

’
)

N\ .

\ . N [
Probabilities of the literal kind do not bather
him, and his dialogue is as often impossible as
possible, his sityations unreal as real. ' He is

1 4
~

.4 Jane Vogelg;p. 42.
© 7.5 Geoffrey Thurley, p. 210.
Keith Sagar, p. 196.
Scott Sanders, p. 195. ;

Anais Nin,'p. 63.

["- I R )

Ibido » Po 1080

.




PR

.
WP St NPT A T ¢ wsvag

-

~ -

- 132 -

outside of that. A great part of his writing might
be. called "interlinear" because of His constant
effort to make conscious the silent subconscious
communications between human beings. 0 .

The realism is -ohly the beginning for the creation of a

new mode of perception which would lead to a change in
individual consciousness. Both Dickens and Lawrence recog-

nized that in order to éffect social change, 'they Jhad to

.begin with the individual. The society would change with the

multiplying effect - since society is, after all, conly a

collection of dindividuals. Sagar noted that by the time
? * ' , .

Lawrence wrote ‘Lady Chatterley's Lover he realized that doing

something for the future England was no longer a challenge’ to
social or political activity.11 Sagar said of Lawrence that

"He saw that there must be a change in the individual con-

1 .
‘sciousness before such action would be possible®,12

’

-

Therefore, both authors employed the blend of realism

©

and fable in:an effort to provide a new way of perceiving,
thal, when act®d upon would result in social1change. What
Dickens and Lawrence attémpted' to accomplish with their

novels, is clearly:the kind of social criticism that Williams

saw as belonging to literature:

’

10 Anais Nin, p. 16.: ' L

e

11, geith sagar, p. 178.
. . .
.12 1bid., p. 178.
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But the social criticism, giving that phrase its
full value .- not a set of opinions only, nor a
series of reforms only, nor even habitual attitudes
only, but a vision of -the nature of man and the
means of his liberation in a close and partlcular
place and time - this ‘social criticism is in the
end marvellously "achieved and still profoundly
active. For indeed it is the kind of sgcial
criticism which belongs to literature and especi-
ally,” in our civilisation, to the novel.
Sociology ca describe social conditions more
accurately, e level of ordinary measurement.
A political gramme can offer - more precise
remedies, a level of ordinary actdMon. Litera-
ture can att
most importa process is different and yet

s e s8till inesca ly social: a whole way of seeing
that is communicable to others, and a dramatization
of values that becomes an action.

It is precisely through presenting a new way of seeing and a
dtamatization of these values, that both Dickens and Lawrence

hoped to. effect a change in the reader's own perception.

! , . <

-

In order to awaken readers to a new mode of perception,

Dickens and Lawrence needed to clearly dramatize the defici-

encies in Gradgrind's, Bounderby's and Clifford's views of
reality. This necessitated in Hard Times an obvious deline-
ation.,of the 'split between fact and fancy, and in Lady Chat-

terley's Lover, a clear dlsconnectedness between mind and

body; They chose to dramatize these divisions through .the

apparently opposed genres of fact and fancy or rea}}pm and

-

’ -

13 Raymond Williams, The English Novel: From Dickens to

o follow these modes, but at its-

Lawrence, pp. 58-59.
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.fable. By combining such diverse elements, .both authors

challenged the reader's traditional habjits of perceiving,

while simultaneously dramatizing the need \for harmony in

’

e
individuals between the body and the mind and spirit, or

between a person's physical being and their intellectual,\

imaginative, and spiritual existence.
) o L]

Essentially, then, both Dickens and Lawrence argued for

tholeness; therefore, they united fact and fable to present‘

Gradgtind's and Connie's journey toward wholeness while
simultaneously mixing the 'real' with the 'imagined' as their
method of presentation to match the content of their works.
Bounderb& and Clifford, while !real' characters in many

respects, are alsQ 'imagined' 1limits " toward which the

~industrial society can distort human behaviour. We a}l know

people like Bound?rby and Clifford, but we are also aware of
the f;ct that they are not as 'evil' or as 'dea&—alive"as
these two characters of fiction. That is because both
Dickens and Lawrence employed the moral steréotypes of fable
to dramatize imagined results of the division between _fact
and fancy, mind and body. ' N
¢

However, Bounderby and Clifford are 'real' as récoqniz-
able symbols. Since they are stereotypes of industrial
managers they are readily familiar to the reader. The fable

functions in order to allow the reader to perceive these

S SR
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characters as ‘good' or 'evil' in a fairytale-like manner so

that the didactic messages’ of the novels are not lost or

buried beneath psychological complexities of character.

It is because of the insistent moral lessons in these
novels that characters are aligned on opposite sideg. fhere-
fore, if characters such as Sissy, Steyhen, and’ Rachael seem
'too good to be true' : it is because they function largely
on the level of fable and are largely fairytale-like charac-

ters. They are essentially symbols of goodness and vitality
and therefore their begaviour is extraordinary or fabulous.
Nevertheless, these characters also exhibit realistic
gqualities.” Stephen may be a mythological saint and Sissy the

éood fairy; however, men and women capable of selfless love

and uncompromising integrity do exist in the 'real’' world.

,Love and integrity are seen by both Dickens and Lawrence
as the paths to personal and social salvation. Certainly
Lawrence saw love as mutually inclusive of persoﬁal inte-

» . . .
grity. To love was to recognize the essential isolate soul

in another while nurturing the interdépendent relationship.

Lawrence stated:

v

Love is a thing to be learned through centuries of
patient effort. It is a difficult complex mainte-
nance of individual integrity throughout _the
incalculable processes of inter-human polarity.

14 F.R. Leavis, D.H. Lawrence: Novelist, p.- 118.
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It 'is this individual integrity and love which Dickens also

suggested. 'Sleary asserted that there was something beyond

self-interest and this was love.!3 And Thurley noted that &

P

] however great Dickens's understanding of the social organism

was - he always in the end held "the persistent integrity of

..
R LS L O

the individual as the only real mode of human and even of

- e

social salvation".16

/

o ent Ve 1w ¢

Dickens and Lawrence viewed love as a nurturing process

.

encouraging of others' unique capébilities and special quali-

. i
! ties, rather than a restrictive force. That is why the

'evil' characters in Hard Times and Lady Cﬁatterley's Lover
are those who would deny another human being's individuality
and cast them into a mold. Characters such as Bounderby and
Clifford deny the individual qualities of peoble. They see ,
them 'as simply cogs of an industrial wheel rather than human «
beings with needs for an existence inclusive of emotional,
spiritual[ﬂimaginative, and physical expression.

$
s : There are critics who found Dickens's and Lawrence's
b ‘remedy of love and integrity to be overly simplistic. Watt

nbted that "some critics have asserted that Hard Times.... |

T . — -

. 15 Charles Dickens, Hard Times, p. 268.

16 Geoffrey ThHurley, p. 219.
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& 4
offers no message except as George Orwell puts it: "if men

would behave decently the world would be decent".17 However, .

the' question the reader must address is the qne that Watt

himself posed. "Is the Golden Rule toco trite to be the

central theme of a. great novelist?"18 The answer is no!

Unquéstionably, questions of morality are the business
of literary artists. In fact, as Dr. Johnson asserted, it is

the frequent business of the human mind to be perpetually

19

moralists. In the search for the Truth there is no moral

4 f .
discussion that is undeserving of repeated examination.

\ Y _
Aidan Burns questioned the usefulness of Lawrence's
N

remedy in Lady Chatterley's Lover because he felt that the

theme of tenderness no more solved the complex problehs of
industrial life than the old Christian formula of "Love thy
neighbour".20 Of course, these critics seem to expect
details of proposed social or political programmes which we
look to other disciplines. to provide. Dickens and Lawrence

-

employed literature for what it was capable of doing. They

)

"17 Ww.W. Watt, p. XXII.
18 71pid., p. XXII.
19 Dr. Johnson, quoted in "A Conversation with Sir

Peter Medawar" by Rosemary Dinnage, Psychology Today, July
1983' jo 0 69. '

20 aidan Burns, p. 104.
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hoped to promote change through a new mode of awareness that
Woulq then serve as a basis for the regeneration of old

)

ideals or the creation of new ones. .

The love advocated by Dickens does not differ‘signifi-
cantly from that of the world's major'religions. And while
Lawrence's idea of ldve is more complex and individual, it
nevertheless has much in ;;mmon with Christianity, as Father

Tiverton pointed out.2l  piverton praised Lawrence for his

| grasp of the ISness rather than the OUGHTness of religion"22

and traced the correspondence between three of Christianity's .

central tenets with Lawrentian philosophy.23 As Spilka,
/IBdicated,,if Tiverton is correct, then the "pagan element"
*ins Christianity is much stronger than many Christians would

admit .24

The love remedy advocated by Dickens and Lawrence would'

. alleviate numerous problems if it were acted upon. Action is

the key. Mankind has had this answer for a long time; how-

2l  Father Tiverton, D.H. Lawrence and Human Existence
quoted in Mark Spilka, The Love Ethic of D.H. Lawrence,
. 214n *

22 1pid., p. 214.

23 1pid., p. 215, ‘

24 Mark Spilka, The Love Ethic of D.H. Laﬁrence, p. 215
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ever, if we do not practice what we preach it is of no
value. For example, consider the following tale in/light of

Dickens's and Lawrence's remedy:

o . -

A Rabbi and a soap-maker went for a walk together.
“The soap-maker said, "What good is religion? Look
;at the trouble and misery in the world after
'thousands of years of religion. If religion is
true, why should this be?

The Rabbi said nothing. They continued walk-
ing until he noticed a child, filthy with mud and
grime, playing in the gutter. The Rabbi said,
"Look at that child. You say that soap makes

" people clean. We've had soap for generations, yet
1look how dirty that child isl Of what value is
soap?"

The so -maker protested, "But, Rabbi, soap'

can't do any' good unless it is usedl"

"Exactly", smiled the Rabbi.23

]

Dickens's and Lawrence's answer is meant to be put into

action. Their answer may seem simple - but who has decided’

that Truth is complex? Thelcomplexityllies only in attempt-
ing to translate belief into practdee. This is the challenge
they present to us. It is a call to purposive action based
Lpon a new awareness and felt through our deepest and best
instincts.
j
.

Of course, the fact that they expressed their answers as

fable also seems to imply a pessimism about the translation

25 Francis Gay, The Friendship Book, (London-

.D.C. Thompson & Co. Ltd,) p. 98.

-
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(2]

of their remedies into action. However, this is inevitable
prééis‘el; because they do see these realms of regeneration as
existing only on the margins of" society - .as being absent
from com;;m social real'ity. They seem to be saying that
salvation exists only on the periphery, lﬂtil the periphery
joins the center. 1In othér words, salvation is not possible
until the fable (periphery) unites with the realism (center)

and results in harmony.

Although Dickens and Lawrence viewed love and persd;xal
integrity as paths toward salvation, and both employed the
the same striking literary blend of realism and fable with
similar patterns of metaphor - there is also a striking and

significant difference in their final outlook in these two

~

novels. This difference not only reflects the years between

these works, but also demonstrates each author's consistency

with regard! to his own vision of Truth and his successful

rendering of his vision.

Both novels, when judged by their own standard of truth,
are clearly successful works of art. Dickens bl{r]éﬁds realism
with fable and advocate:a. a change in consciousness based upon
a fair1~y traditional understanding ;f Christian principles.
His remedy of love without self-interest is seen las a "duty

to be done".26 The novel's end presents a bleak future for

26 charles Dickens, Hard Times, p. 274..
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most of the characters and a real sense of darkness and
foreﬁoding. The totality of form and content‘ is apparent
throughout Hard Times. Following the Biblical schema of
Sowing, Reaping and Garnering, chéeacters reap what they
sow. The exception is Stephen Blackpool. True ts Christian
myth,'he is persecuted, exiled, énd subsequently dies because
of his other-worldly 'goodness'. He suffers, like Jesus,
because of the sins of others. The bleak ending is appro-
priate. There is a sense of futility about Stephen's death
and the injustice of Louisa's fate. There is a call to
-action at the novel's end that is in keeping with a return or

maintenance of Chgistian morality.

Lawrence's change in consciousness is an advocacy of a
new morality that seems like quite a departure from Christian
principles. His remedy of love is physically grounded and
includes no sacrifice. The .only' duty is to the life in
oneself. Therefore, Connie does not sacrifice herself to a
life with Clifford but responds instead to love founded upon
instinctive desire and attraction rather than an adherence to
social convention or Christian morality. This is of course a
radical digression from our understanding of Christian prin-
ciples. Traditional Christian authors would have bound
Connie to Clifford for life due to the maf;igge vows and deep
feelings of pity for war-wounded Clifford. There would be
little thought for Connie's bleak future. She would be

sacrificed. She would respond to the social conventions and

H
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her own sense of duty. The fact that La rence courageously L,/P
i
united Connie and Mellors, despite all traditional Christian

&orality and social convention, demonstrated the totality of

forq/and content in Lady Chatterley's Lover. The form of the

j
novel is governed by the natural flow of Lawrence's writing.

©a

In the same way, the relationship between |Connie and Mellors

— |
is governed by the natural flow of desire and attraction,
rather than the mechanical adherence to so%iﬁleforms. Unre-
strained by rules of construction or convention Lawrence's
writfﬁg can be called organic. Corresponding with &.B.
Pinker, Lawrence stated that, “aJh rules of construction hold

good only for novels which are copies of other novels. A

book which is not a copy of other books has its own construc- .

r

tion".27 And, in keeping’ with Lawrence's philosophy of

living and flowing, there is not a tidy summation at the end

of Lady Chatterley's Lover. Although the ending leaves

|
plenty of doubt concerning the future of the l?vers and their
|
unborn child, there is a strong sense of serenTty and hope:

|

You can't insure against the future, except by \m.
really believing in the best bit of you, and in the
power beyond it. So I believe in the little .flame
between us. For me it's the only thing in the
world... And I won't let the breath/ of people blow

it out. I believe in a higher mygg ry that doesn't
let even the crocus be blown out.

&
-

. 27 Richard Foster, "Criticism as Rage: 6.H. Lawrencé"
in D.H. Lawrence: A Collection of Critical Essays (ed.) Mark
Spilka (New Jersey: Prentice-Hall Inc., 1963), p. 178.

28 p,H. Lawrence, Lady Chatterley's Lover, p. 316.

-
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Of course Lawrence's belief in a "higher mystery" is

shared by Dickens as we can see in Hard Times. There is also
mystery in the power of love in both novels. More important,

there is a clear belief in a power beyond man. ° It does not
really matter whether that higher mystery is God as is

suggested, in Hard Times or nature as evident in Lady

Chatterley's Lover. Ikﬁis the belief in something beyond

that which/man himself can create that is important.

x Bounderby and Clifford are essentially arrogant because
they see no power or mystery beyond themselves. Wrapped
forever in their own egos they suppose man's own creations,
technological or otherwise, to be the sup&éme accomplishment.

Forever boasting about himself as a "self-made"” ‘man, Bound-

erby ploughs through igfe oblivious to ahytﬁing naturally

‘beautiful. Clifford is the same: "I ride upon the achieve-

ments of the mind of man, and that beats a horse".22 Both

v

men revel in their own personalities - not stopping to ponder
the beautiful mysteries of nature, the "common pulse of
humanity"30 or their part in a larger design beyond their own

R

creation.

4

Quite simply, ,both Dickens's and Lawrence's efforts in

Hard Times and Lady Chatterley's Lover can lxguviewéi as an
ci

;ttempt to create an understanding or cons sness of the

29 p.H. Lawrence, Lady Chatterley's Lgver, p. 186.

30 1pid., p. 15. -

4
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“human soul's need for expression and beauty. They wished to

alter, ‘through the mixture of realism and fab‘le, the narrow
" and cruel reduction of life to ism's ‘or "ologies". Their
. flght was .a reactlon agalnst the assault to the human sp1r1t

\ inherent in reductlve systems and beliefs. All systems and

-

“ : ',
“ to reduce life to that which can be codified, measured, and

requlated. y \ ‘ ‘ .

"
i

Therefore, the journeys Qf Gradgrind and Connie toward

5 L3 - R ) N ' © « - .
wholeness, are journeys away from ideas of 1life that are
- Q [N -
severely restridtive and reductive. The characters which are

(3

P ) most successful “in both novels are those who function credi-

o .
bly on the levels of both realism and fable: Gradgrind,

< Louisa, Mellors, and Connie. ~In fact, each novel 'works'

Ce precisely .because Gradgrind's conversion and Connie's awaken'-'
ingﬁ - the crucial stages in the dramatic presentations - are
, the‘points where reallsm and fable 1ntersect and are convin—
‘ cing. The changes in 'being' do not have to be ent1re1§:
believable, because as v;ve noted in chapter .6, plausibility is

not the point.

. Co As we have observed, there are remarkable similarities

)

‘ ‘ ~
' in the way that Dickens and Lawrence chose to dramatize their

jnessages in Hard Times and Lady Chatterley's Lover. They

both*juxtaposed. the mechanical with the organic and polarized

5

artificial orders ignore the dlver51ty within 1life by trying-

P——
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. ’
their characters accordingly. The victims of psyghalogical

‘repression, Louisa Gradgrind and Connie Chatterley, are

identified with images of entfapment and '‘paralysis and appear

_as the ice princess and sleeping beauty respectively. Their

captors are their husbands who are captains of industry and
leaders in thé community. Louisa is pent up in Stone Lodge,
a fortress of fact, while Connie 1is imprisoned in Wragby
Hall, a mansion of the mental life. Coketown and Tevershall
are described as polluf:ed, industrial towns bfackened with
soot and the industrial workers are robots and beetles
scurrying to and from work - their life devoid of beauty.
Dicker;s‘ and Lawrence even shared a similar view of unions.
Both authors see that the union's demands; are still on an

economic level. Essentially, they both sum up the whole

industrial problem as a "muddle".3!

Significantly, the ironic({leroes of both novels are r;1en
capable of love and possessed of personal integrity. Their
roles are qu.ite divergent and differ in efféctiver;ess; never-
theless, they both choose the private life over the' social
one. Their integrity necessitates a private existence
because they do not compromise their person;al values and

beliefs in order to conform to the social order. They are at

31, Charles Dickens, Hard Times, p. 69.

D.H. Lawrence, Lady Chatterley's Lover, p. 314.
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once a pr: of the world and yet apart from it. They both
have the courage of their own convictions and the 'strength to

endure the consequences of iconoclastic behaviour.

'The sanctuaries in both novels are also apart from

society. The circus in Hard Times is on the fringes of

Coketown and the wood in Lady Chatterley's Lover is a small
ren{nant of Sherwood Forest. The circus and t:he wood are
shelters where the fluidity of 1life is recognized and warm,
vital impulses can be freely expressed. It is for this very
reason that Dickens and Lawrence chose these places to be the
sanctuaries in these novels. It is only 'outside' the-
industrial society where we can find this haven where 1life

can'be celebrated rather than restricted.
i

~

<

Dickens and Lawrence fought for a natural flow in 1life
as opposed to a rigid existence full of absolutes. Louisa
and Connie, like birds in a cage beating their wings. against
the bars, represent this fight for freedom from soul-destroy-
iné forms and philosophies. Lawrence said: "We can't make
life. We can but fight for the life that grows in us".32
The remedy of love would allow people the sp;ce to grow and

L4

change rather than remain static. It would also provide an

-

32 p,.H. Lawrence, Note to "The Crown", Phoenix II
(Middlesex, England: Penguin Books, 1978), p. .

v
' . \
'
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atmosphere conducive to dialogue rather than confrontation.
N For Dickens and lLawrence did not fight to replace reason with

instinct, or scientific knowledge with the intuition of the

heart or -blood, but rather to create a balance, whereby
science and technology, facts and figures, were not exalted

/ over the expressions of the humanities and the special
' 2 4
[ . feelings and emotions of human beings. The challenge is to

act upon the best that is in us as human beings or to destroy
ourse€lves with the worst that is in us. We have been

- passionately forewarned. We are free to choose.

& N -
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»

The exploration of the unusual blend of moral fable and
social realism in these novels, provides us with an answer to
the question, posed in thé introduction: "Why did Dickens and
Lawrence resort to fable in their efforts to expose the nega-
tive aspects.of industrial society?". They employed fable as
a tgchnique to assist in the conveyance of the realm of the
incorporeal. Of course, this is not the only reason that
the;} used fable. It was also employed to teach lessons,
create ﬂislands of removal, invoke imagination and play and to
present their ideal. However, its most valuable function in

Hard Times and Lady Chatterléy's Lover is precisely its suit~-

ability as a vehicle to convey the realm of the metaphysical.

The journey toward organic wholeness or harmony cannot
be‘ cofnmunicated stri'ctly through th,e use of realism. Realism
can convey the physical aspects of human existence and beha-
viour; however, it :is an inadequate method of rendering
metaphysical qualities. Both Dickens and Lawrence were
protesting industrialism as a habit of mind that eventually
led to a shrinking of the soul. The industrial mileu, or
physical enviftonment, could be accurately and vividly reflec-
ted through the use of realism; however, sinr;e the soul is
intangible and ineffable, the fable (being of .supjernatural

character) could suggest it. Due to the soul's immaterial

.
e
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nature, it can only be grasped intuitively through the aid of
[a)
language or symbolism which attempts to capture its ethereal

essence.’

The main threat to the human soul is the depersonaliza-
tion inherent in the industrial system. Dickens and Lawrence

dramatized the split between fact and fancy, mind and body,
RN

in terms of the heavy emphasis on reason and technologyxéﬁ\

the expense of intuition and imagination. They wefe not
alone in their perception of the threat to the individual in
an increasingly mechanized world. George Eliot and Hardy are
amon§ those who recognized this threat. Lawrence continued
the process of providing a critique of industrial society.
This process became more evident in authors writing after
World War One. As we see in Surfacing, Margaret Atwood is
one of numerous contemporary writers whose reaction to the

P
influx of techndlogy has resulted in an attempt to get back

»to our roots. It is a quest to recapture something we have

lost. One contemporary Qriter, Norman Cousins, captures this

feeling of despair: '

... The new technology has produced the theoretical
basis for the greatest liberation from drudgery in
human history, but the pervasive effect has not
been availability of new options but the quantifi-
cation of life. Human beings in a world of compu-
terized intelligence are taking on a quality of
spindled artifacts; they are losing their faces.
They are also losing their secrets. Their mistakes
and indiscretions are metabolized by a data base,
never to be forgotten. Nothing is more universal
than human fallibility; nothing is more essential
than forgiveness or absolution. Yet astatistical
maintenance is as remorseless as it is free of
redeeming judgements nourished by intangibles or
the passing of time.’ Hope must be associated with
names, not numbers. Helplessness, therefore,
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increases in direct proportion to numbering mechan-
isms that are unaffected by acts of faith, or grand
leaps of intuitive splendor.!
Clearly, Cousins's understanding of the depersonalizing ef-

fects of today's technology is a reflection c;f Dickens's and

Lawrence's perception in Hard Times and Lady Chatterley's

Lover.

The perception that science and technology should not be
glorified above the arts and human'itiegs is at the heart of
thisldiscussion. It is at the heart of the discussion. pre-
cisely because, Wwithout imagination, the scientific diséov—
eries and technological creations would not exist. 1In fact,
it is technology that is subordinate to human imagination:
"
because of our imagination. An objective had first to be

conceived. The conception fathered technology".2 Therefore,

'Dickens-'s’ and Lawrence's blend of realism and- fable is an

attempt to dramatize the need for both reason and imagina-
-

tion. There can only be harmony w both are acknowledged

as equally necessary and the split between them is repaired.
5
Integration or organic wholeness depends upon an inter-con-

nected balance between the two.

.

1 Norman Cousins, The Celebration of Life (New York:
Harper & Row Publishers,” 1974) p. 42.

2 1bid., p. 44. g
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Of course, in a discussion of two such didactic novels,

it is a natural tendency to assume a strident tone; however,

such a tone is justified since to discuss these novels is to

become involved with the moral argqument. Obviously, the

KSubject matter of Hard Times and Lady Chatterley's Lover is

as relevant today as it was then. However, it 1is the
literary significance of this discussion that must be our
focus. The content of this examination of the blend of fable
and realism leads to a number of interesting djscoveries and

suggests new avenues of exploration,

One of the facts that this thesis reveals is that when
these two novels are Qread with the blend of fable and realism
in mind, the previous misconceptions with regard to charac-
terization in these novels 1is apparent. As discussed in
Chapter 3, the characters must be 'viewed in terms of both
realism and fable. 1In this light, some previous interpreta-
tions of the characters may b.e seen to be insufficient; since

any discussion of characterization that does not recognize

N

both operating levels of action in the novels is likely to be

an over-simplification. 1In fact, any éiscussion of charac~-
ters, language, style and plot in these works must acknow-
ledge and address both planes of -action if they are to be
compr;ehensi.ve. Although both these novels have generated
considerable hostility over the years - it is though‘t that
this must be due to an adverse reaction in respénse to the

preachy tones of the novels or a basic disagreement concern-
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ing the subject matter and moral argument. Certainly, this
H
must be the case, since this thesis reveals that Hard Times

and Lady Chatterley's Lover are successful works of art when

judged according to Henry James's understanding of the
critic's task, as stated in the introduction of this discus-
sion, The substance of this thesis, and in particular
Chapter 7, reveals the totality of form and content with
reéard to each author's own standard of truth. The var}‘!ous
levels are _reconciled at the point where the realismuand
fable intersect. This is, of course, Gradgrind's conversion
and Connie's awakening, as delineated in Chapter 6. This is
_the dramatized and rhetorically persuasive point where the

novels' levels meet 'a\g render the argument and drama

convincing.

Lawrence is usually read in terms of Hardy. Neverthe-
less, as indicated in Chapter 2, he has special affinities
with Dickens which F.R. Leavis noted. Jerome Meckier saw

Hard Times as Dickens's Brave New World and as a novel which

anticipated not only Huxley, but Wells and Lawrence.3 John

Bayley, in his essay "Oliver Twist: Things As They Really

Are", commented that "The Dickens of Hard Times whom Dr,

Leavis admires, manipulates symbolic meaning in a manner that

reaches its apotheosis with Clifford Chatterley sitting in

3 Jerome Meckier, "Dickens and the Dystopian Novel™ in
The Novel and its Changing Form (ed.) R.G. Collins,
(Winnipeg, 1972) from A Bibliogqraphy of Dickensian Criticism
1836~1975 (ed.) R.C. Churchill, (New York and London: Garland .
Publishing Inc., 1975), p. 98.
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his motor-chair".4 Perhaps in the future Lawrence will be
read in‘. terms of Dickens. ‘We know that; Lawrence read
Dickensd; therefore, it is reasonable to tbelieve that Dickens

~ influenced Lawre?ce's work. . We should not allow"a wild dis-
r,~ parity in style/ to blind us to a clqse similarity in theme
and technique. For instance, looking at the content of this

. thesis, we can see how Louisa Gradgrind is a precursor of

- Constance Chatterley. The connections are established. The

possiblities .for further 1literary correlations between

\ Dickens and Lawrence are considerable, and therefore,

exciting.

\

’ y

4 John Bayley, "Oliver Twist: Things As They Really
- Are"” in Dickens And The Twentieth Century (eds.) John Gross
and Gabrlel Pearson (Toronto: University of Toronto Press,
1962), p. 62. .

5 Jesse Chambers, D.H. Lawfence: A Personal Record (New
‘ York: Barnes & Noble, 1964).
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