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‘which Lawrence embodies this psychic quest
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This thesis examines the quest for selfhood in The
sainﬁow. Lawrence's metaphysic of selfhood requirgs that the
qparacters develop consciousness of the mythic dimension of
their existence. Mythic motif and symbol a primary ways in

f§ithin his narra-
tive. '

The paper identifies psychic development as occurring
in three phases. The first phase i§ "preconscious" and is

informed by the mythic motif of Pluto and Persephone. The

second phase is a transitional one of growirlg awareness of

self and other and f% informed by the myth of Eros and
Psyche. The third phase is the transformatiqnal one leading
to consciocusness of the whole self and is informed by the
symbols and procedures of the glchemical process. These
phases correspond roughly to the three Brangwen generations,

but are also recognizable to varying degrees in each cparac-

_ ter. C %

The quest for selfhood demands an introspective "jopr-




»

ney" by which the characters become conscious of the psychic
‘ S . ,
polarities which underlie their lives. gpis mythic journey '

becomes increasingfy a gué%t to realize and restore the '

'lost feminine princ¢iple of being as defined by Lawrence in

-~

"Study of Thomas Hardy." Myth and symbol a;e‘used to explore

this attempted restoration and to express the struggle-of

the mythic matrférchal‘power to escape subjugation.

The narrative moves towards éstablishing. the conditions
Eépable of promoting a new;sociai order based on the hol-
istic,order.of myth and imaged in the symbol of the rain-

bow. The thesis discusses this movement not only - in indi-
. .

1 vidual terms but in social terms, since it is Lawrence's

~

contention that psychic transformatlons of individual% are

capable of bringin!rabout social transformatlon.
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Introduction : ‘ //

Thesis Oriéntation and Methodology
. )
I have chosen to apply, archetypal criticism to the ana-

lysis of D. H. Lawrence's The Rainbow since this is_dh\éffec-

tive method of revealing the mythical patterns of a litera;y

Qork. Originated by Ca}l Jung and popularized by Josébp

Campbel} among others, archetypal analysis approaches the
psychological challenges and options of the characters, hoth

as individuals and as members of a specific society and cul- -

ture. My purpose in giving a mythic reading of The Rai;!ow

is to show that Lawrence's concept of psychological health

"and wholeness of personality requires that the characters

4
connect with and evolve their mythical consciousness. The

Rainbow is seen as attempting to describe the dilemmas cre-

- ated by modern experienqe: principally those which‘resdlt

-

from a sense of alienaéion and loss of a system of values.

The narrative suggests, on,botg the personal and the cultur-

al levels, the means by which a reumion of the dismem&éré& .
parts cguld be e@fecgid. It will be demonstrated that the

journey to selfhood involv?s a progress in recognizing the

primal source of life not as a formless chaos, nor as an

outmaaed,pagaﬂ system of spirits, but' as a system having
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contemporary purpose, ,form and direction. For Lawrence this

wl

meant a religiou§'recognition of "man created by God" . The

acceptance byffhé individual wayfarer of the ality'of a

god contept sugéests the realization of the orijinal whole-
ness afld harmony.of life from which Qe have becomexéliénated.
The journey to selfhood is thus seen as an odyssey back to
wour spiritual beginn%ﬂg. Thé‘evolution of'mythical conscious-
ness is described in the novel as an individual issue"em-
bodied in the character development, gnd as a cultural issue,
embodied in the gené?ational patterns through which Lawrence
discusses industrial soc&g&y. My Aiscussion surrounds these

two issues.’

b
As this approach is part of a shift in response to

Lawrence's work, a brief'Look at‘the critical response to
date will help to place it in perspective. éarly critics
tended to apply a Freudian interpretation which focussed
upon Lawrence's own sexual life gnd possible consequedt at-
titudes. Middleton Murry's 1931 statement that‘;continually
in his work we are confronted with sexual experience of a
peculiar kind; it is quite impossible to ignore it . . . The

Rainbow is the story of Lawrence's sexual failure"2 illustrates

. ! D. H. Lawrence, The Rainbow (Methuen, 1915; rpt. London:
Penguin Books, 1979), p. 494. Al]l further references to this
work appear in the text.

2 nphe Rainbow", rpt. in D. H. Lawrence: The Rainbow
and Women in Love: A Casebook, ed. Colin Clarke (London:
Macmillan, 1969), p. 74; hereafter cited as A Casebook.
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the tone of much early Freudian criticism. This approach was
.

~developed by later critics such as F. J. Hoffman (1945)3,
Daniel Weiss (1962)4, and David Cavitch (1969)5. Indeed,
The Rainbow and Women in Love have emerged as major works of

A

our time in part because they respond to analysis of the

characters' psychdlogical depth, both Freudian and arche-
typal.

It was F. R. Leavis' D. H. Lawrence: Novelists, pub-

lished in 1956, which set the tone for subsequent more fully

rounded treatments of Lawrence. Leavis' study has encouraged
LY

critics to connect Lawrence's cultural vision to his art.

This broadened critical direction emphasizes the philosophical
basis of Lawrence's fiction as expounded in his major critical

and theoretical essays, as well as in his letters.
)

H. M. Daleski (1965)7, Keith Sagar (1966)%, and Mark

Kinkead-Weekes (1968)9 explore the central motifs of sexugl

3 "Lawrence's Quarrel with Freud," rpt. in The Achieve-
ment of D. H. Lawrence, ed. F. J. Hoffman and Harry T. Moore
(Norman, Okla: Univ. of Oklahoma Press, 1953), pp. 106-127.

4 Oedipus in Nottingham: D. H. Lawrence (Seattle, Univ.
of Washington, 1962). ‘

5 D. H. Lawrence and the New World (New York: Oxford
University Press, 1969).

6

(1956; rpt. Chicago: Univ. of Chicago Press, 1979).

. 7 The Forked Flame (Evanston, Ill.: Northwestern Univ.

Press, 1965).

8 The Art of D. H. Lawrence (Cambridge, N.Y.: Cambridge
University Press, 1966).

g

"The Marble and the Statue: The Exploratory Imagination
of D. H. Lawrence" in Imagined Worlds, ed. Ian Gregor and
Maynard Mack (London: Methuen, 1968), pp. 371-418.
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identity, marriage and religion in The Rainbow as they are

modified culturally through-‘each generation's experiences. |
b ~ : '
gn\ They ideéntify, at the same time, the major symbolsg§uch as
the rainbow and'the‘arch,'and show how these alter in an

eyoldtional structure according to the generational perspec-

tive. These studies have had a major influence on criticism

of The Rainbow because of their recognition of the evolut-
“y ’

ional and cultural approach of the novel.

ColimyClarke's River of Dissolution (1969)10 develops

upon the scholarship of Daleskg/ Sagar and Kinkéad-Weekes by
suggesting not only that the generational approach of'gﬁg
Rainbow points éowards a theme of social change, but that
the novel is informed by the mythic motif of corruption aﬁd
renewal. This paper supports and develops this view.

Other critics during the sixties were beginning to
recognize the archetypal and mythic nature of the novel's

1 focusses_ upon the ritual

motifs. Julian Moynahan (1963)
structure‘and discusses the symbolic significance of ritual-
istic scenes as they reflect the psyéhological situation of

the characters. Moynahan has clearly influenced the analysis

of some symbolic scenes in this paper, although I have taken
v a4

10 (London: Routledge & Kegan Paul, 1969).

" The Deed of Life (Princeton, N.J.: Princeton Univer-
sity Press, 1963).

o
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.exception-to some of his conclusions. George Ford‘(1965_')12 -
. [ . . . [ 4

) discusses'in some detail'both the biblical‘analog@es and the

apocalyptlc myth in Lawrence' s work. Ford conflnes hlS‘dlS—

cussion .to evidence and 1nterpretat10n of Chrlstlan symbols
. r

and doctrine, whereas I treat Chrlstlanlty as 3 patrlllneal ‘

» : . * " ”~ .. i L4

mythology which 'is compared and contrasted. in the novel to

. ¢
Y N . 2

.a ‘latrilineal one.

J.” B. Vickery has been the most specifically archetypal .

s

critic of Lawrence. His‘The Litefary Impact'of The Golden

. Bbugh (19'73)13 includes some discussion of Thé Radnbow as a’

L

questing story. He identifies somé of the mythic motifs of \

, the novel, such as the resurrection motif of the dying'and

)

reviving god, and the motif of the sacred msrriage, Iﬁ the

paéer I expand upon his insights,in my discussion of the ' -
death of Tom Brangwen and the marriage between Anna and Will.
Vickery's discussish of tﬂe relationship betwsen~the harvest
rituals whlch Frazer discusses -and the harvest _scenes in the

novel has informed Wy analyses of these scenes. His contribu-

tion to the identification of mythic motifs in The Rainbow

and other works of Lawrence has providedlexéellent scﬁolarL v

3

vshib upon which to base in part my claim for a mythic inter

pretation. I have attempted to be as thorough as he has in }k
12 : R
Double Measure (New York: Holt, Rinehart and Winston,
1965). : - '
-/
13 '

\(Princeton; N.J.: Princetgn University Press, 1973).

e %
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my research of additienal ‘myths with which I explicate the
Qovel’s themesd. “

Recent psychaiggically oriented criticism of The Rainbow,

rather thén focussing upon a Freudian-based sexua} interpret-
ation, have centred upon the separatjion oflpsychic éIéments
evident in the novel. The mind/bodyysplit has been diécussed
to a limited extent by R. E. Pritchard-(1971)14 and Frank
Kgrmode‘(1973)15. This polarity between the spiritual and'the
temporal is reflected in mytﬁ and archezgpe. My discussiop
deyelops the observations of Pritchard and Kermode with a
gpgater awaréness of the mythic nature of this polarity.
Although the actual parallelism to Jung is infrequently
noted in Lawrence criéicism, Jungian psych&énalysts have cited

Lawrence's work, especially The Rainbow, in their studies of

psychic polarities and the process of individuation. In ana-
lysing works bf'literature Jungiancpritics iﬁentify paﬁterns
of individuation. Jung saw the process of ‘individuation as a
quest for self-realization. He considered that. each of us

_possesses characterigh&cg‘which/E;; universal to all men,

though in a unique combination. Realizing this uniqueness

Anvolves "complete fulfilment of the collective gualities

Y

14.D. H. Lawrence: Body of Darkness (Pittsburgh, Pa.:,

Univ. of Pittsburgh Press, 1971).
15

Lawrence (London: Fontana, 1973).



of the human being"16. ﬂpné's notion of individuation is very
similar to Lawrence's notion of selfhood. The patterns of in-
dividuation are identified in literature by Jungian scholagﬁ\\
as’ patterns of myth and archetypal symbolism.

wWhile acknowledging that Lawrence's use of myth, espec-

ially in The Rainbow, has frequently been noted, I stress in

-~

this paper that myth is his fundamental method of narration
and characterization: that the novel is "about" becoming con;
scious of the mythic nature of one's reality. The movement
toward; consciousness occurs for the individual at all times
and in all ages, but for the individuals who, as Lawrence sees
them, are coping with the fragméntary nature of early indus-
trial processes, it is a venture that is more difficult and
more urgént. while acknowledging the useful analyses of
scenes, symbols and psychic polarities, I am placing tﬁese in
_an archetypal pattern'of character development. This paper

has therefore been informed by the aﬁalyses of Jungian psycho-
analysts, specifically Erich Neumann's commentary on the myth
of Eros and Psyche (1956)17 and James Hillman's discussion

~

of spiritual alchemy in The Rainbow (1982) °.

16 C. G. Jung, The Basic Writings of C. G. Jung, ed.
Violet Staube de Laszlo (New York: Modern Librarx, 1959),
p. 144- ' ‘.‘ \."

17

Amor and Psyche (New York: Harper & Row, 1956).

18 nga1t: a Chapter in Alchemical Psychology' in Images
of the Untouched, ed. Joanne Stroud and Gail Thomas (Dallas,
Tex.: Spring Publications, 1982), pp. 111-137.

’ . o

f
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I contend that Lawrence saw the journey to selfhood, and
to a healthier society, reflected in three distinct phases
of\psyc.:hic development. These phases correspond routjhly to
the three generations of Brangwens, but can also be recog-

nized to a limited extent in each character's development.

" The reflection of the phases through the generations of

Brangwens suggests the developmen't of a cultural cons:cious—
ness. The reflection of the phases in each charactér shows
that each wayfarer must travel the same spiritual road.

» The three phases of psychic develob?nent which I identify
correspond with particular mythic motifs. The first phase
is termed the 'preconscious', which is Lawrence's own term
to’ describe non-reflective experiencesm. The second phase
is the transitional one during which the individual confronts
the masculine and feminine principles within himself. The
third phaﬁe involves a series of psychological transforma-
tions as the individual is divested of "the suggestive power

w20

of primordial images while at the same time achieving

consciousness of his or her uniqueness as a mythic being.

These phases are reflected in the chapters of this paper:
"symbol and Myt¥ in the Preconscious Experience,'" '"The Symbol-
‘

19 Lawrence writes in "Psychoanalysis of the Unconscious":
"she possesses something, a certain entity of primal, pre-
conscious knowledge." In Fantasia of the Unconscious and Psy-
choanalysis of the Unconscious (Harmondsworth, Mddx.: Penguin
Books, 1960), p. 239. This editjon is hereaffer cited as
Fantasia.

20

C. G. Jung, The Basic Works of C. G. Jung, p. 144. :
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ism of Growing Awareness,'" and "Alchemical Symbolism and the

Second Half of The Rainbow." The central myth of the precon-

scious phase is that of Pluto and Persepﬁpne; the transition-

. al one is informed. by the myth of Eros and Psyche; the real-

£ 4

v

ization of consciousness is described by the symbolism of
the alchemical process. In addition, I identify mythic themes
which recur throughout the novel, the principal~of these
being the motif of life as a questing journey. These mythic
themes provide the connecting and unifying ideas and symbols
among the three phases.

I am nét suggesting that at all times Lawrence was aware
of specific myths; rather, it is my intention to contribute
to the understanding of those passages which all‘readérs
sense to bé both obscure and important by focussing upon the
my;hic level of the work. As well, this method emphasizes
what is original, powerful, and enduring in Lawrence's art,
rather than what is vitiated or dated by his attitudes to

sex, class, and industrialization.

-

The Nature and Function of the Mythic in Fiction

_As I propose to give a mythic reading of-The Rainbow I

should like to clarify what is meant by 'mythic', and how it
functions in fiction‘generally. J. A. Allen has written that
"myth can be defined in many ways, but in the literary con- ~

text it is the distilled essence of human experience; ex-
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pressed as metaphoric narrétive"21

Familiar myths such as ~
the myth of Adonis and the myth of OUsiris are metaphoric nar-

ratives. They reflect to some extent the society and culture

~ which gave rise to them. All myths from any age of man, how-

#
ever, have in common what J. G. Frazer calls "motives which

w22

“

led to.its institution . When we detect these underlying

motives, or motifs as they would appear in literature, we

2
find révealed the mythic reality of the metaphoric narratives.
Lawrence defines myth as "the old wisdom, only in its half-

‘ .
forgotten, symbolic forms. More or less forgotten as know-

n23

ledge:‘remembered as ritual, gesture and myth-story . Myth,
then, can be defined as the story which ekpresses a culture's
knowledge of the fundamental experiences of life. Within the
story is that whiéh is mythic: the knowledge (or in Lawrence's

term, the "carbon"24

) that is "more or less forgotten'.
A
The essence of mythic knowledge is an awareness that
)all life ipvolves a transformational process;, that in nature
all birth comes from death, and that life is a pérpetual cycle

¢

of birth, death, and energy transformation. The myth-story

21 Hero's Way (Englewood Cliffs, N.J.: Prentice—Hal?i‘

-1971), p. xxi.

22 The Golden Bough (London: Macmillan, 1971), p. 3. ' o

23 "Fantasia of the Unconscious" in Fantasia, p. 13.

24 Letter to Edward Garnett, 5 June 1914, cited in D. ﬁ;
Lawrence, ed. H. Coombes (Harmondsworth, Mddx.: Penguin
Education, 1973), p. 91. '
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serves a psychological function by preparing us for these

stages of life and helping us to realize that what may seem
to be an end is in reality a new beginning, part~of the cycie
of growth in existence. The myth can also serve a religious
function when it operates as a bridge between the temporal

and the spifitual, life and deatg. In fiction, however, myth
functions as a means of exposing the degpest motives of a
character, through relating the characters to a well-known
myth-story or mythic motif. Myth—sfories and metaphors are
therefore suited to the development pf cﬁaracter in that

-

sort of fiction which holds that character is more than”

125

"stable ego' and plot development more than a "moral scheme

into which all the characters fit"zs.

A4

The Mythic in Nineteenth and Early Twentieth Century Literature

Myth was used overtly in the nineteenth century by writers
other than realistic novelists. Myth's dual qualities of
introspection and universality were recognized by Keats,
Colgridge and Shelley. They employed myth-story and mythic
analogy to embark on voyaq;s of introspection largely in
reaction to the m;terialism and collectivism of their age.

A similar reaction to current events and attitudes was evi- .

dent in the Victorian era: the poetry of Tennyson "may be

cited in Coombes, p. 91.

26 D. H. Lawrence, letter to Edward Garnett, 5 June 1914,
cited in Coombes, p. 90.

P .
23 D. H. Lawrence, letter to Edward Garnett, 5 {;ne 1914,

-
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seen as a dialogue between an inner, timeless and fixed core
.of apprehension and an outer, public world of activism and

nwd?
energy

. The work of the Pre-Raphaelites and their success-
ors clearly anticipates the modern use of myth-story and
ﬁythic motifs. They used this technique to reveal the complex
workings of the minds of the cha;ecters, ae does Lawrence.

Rossetti's The Blessed Damosel is an exampxe of a Pre-Raph-

‘ \
aelite work which uses mythic motifs in order to convey to
i . \

the reader a sense of the characters' own psychological depth,
v \ .

and by extension the psychological complexitx of the univer-.

sal experience of life.

Oscar Wilde's The Picture of Dorian Gray is an‘experi—

ment at developing these nineteenth century concerns with
myth in the form of prose fiction. Through the u?e of myth
and symbol in a realistic setting, Wilde suggests the depth
and complexity of the human psyche, the necessity of includ—
ing "corruption" in any myth of spiritual tfensformation,
and the loss of vitality in the instltutions and art forms
of his society.
Medern liteiatufe benefits from modern. psychologié;l

theory in that myth 1is seen as metaphorical for the uncbn—

scious. The mythic reality which is embodied in myth is the
literary equlvalent of the psychological concept of the “
archetype. The effect of this psychologlcalatheory oﬁ llteg—

} 27 John Dixon Hunt, The Pre-Raphaelite Imagination)18;k:
1900 (Lincoln, Neb.: Univ. of Nebraska Press, 1968), p. 16. '

»

. v . v . W .
K N - e 18
k .
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ature has been to engender a new school of both writing and
criticism. T. S. Eliot has discussed this new line of thougﬁt
from the writer's point of view: " . . . Psychology,

N .
., s .

ethnology, and The Golden Bough have concurred to make poss-

ible what was impossible even a few years ago. Instead of
narratiye methodz we may now use the mythical method. It is,
I seriously Bélieve, a'}tep toward making the mgdern world
possible for art"za. The 'narrative method' often recounted
entire myth-stories as if they actually took place. The
'mythical method' transposes meaning to'the symbolic level.
It uses mythic mptifs which, in a modern setting, suggest ‘
psychological depths, depths shared by "each in his prison

"29.’What Eliot is suggesting, of course,

/ Thinking of the key
is .that the modern world presents the artist with an inter-
pretive problem&‘ngrence clearly agrees with him, and in

The Rainbow he shows the changes he perceives as having taken

place between the idyllic rural society and the fast-paced
modern society of disintegrating principles énd values.
Eliot suggests that-mythic metaphor proviées a method by
which the modern artist can reflect the modern reality, and,

as I will show, Lawrence applies this method in The Rainbow

because he, too, felt that it was one way in which to refiect

- modernity.

28 "'Ulysses', Order and Myth" in Selected Prose of T. S.

Eliot, ed. Frank Kermode (London: Faber and Faber, 1975), p. 178. o

23 T. S. Eliot, "The Waste Land," 11. 413-14, in
Selected Poems (London: Faber and Faber, 1954), p. 67.

<t
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The Psychological Function of the Mythic in Lawrenc's Fiction

*

Lawrence's use of myth—story and mythic motif differs
somewhat from the mythopoesis of his contemporaries such
as Eliot, Joyce and Yeats. For him it is not, as it was for
Eliot, "simply a way'of cogtrolling of ordering, of giving

#*

a shape and a significance to the immense panorama of fu-

tility which is contemporary history."30

Unlike Eliot,
whose mythopoesis operates within the context of traditional
Christianity, Lawrence struggles with the inability of the
Christian mythology to express what for him was the modern
reality. In Joynce's fiction, although the author and the
readers are aware of the mythic dimension, the characters
are depicted for the most part as living it unconsciously.
Their relationships to’myth are ironic. Lawrence, in con-
trast, demands’ that his characters strive for mythical con-
sciousness, and this is a recurring theme in his work. The
visionary world into which Yeats wants to awake is never
depicted in L;wrence's work as the ideal end of man's

aspirations. Myths, symbols and mythic allusions within

a novel such as The Rainbow serve the function of reveal-

ing psychic transformations within the characters. Such
transformations substantiate Lawrence's thesis that, if the,
inner life were to become the basis of consciousness, the

transformation of the individual would bring about a trans-
\

30 "'Ulysses', Order, and Myth" in Selected Prose of
T. S. Eliot, p. 177.
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formation of society, which in, turn would create a new social

order. The psychological function of the mythic in Lawrence's

fiction serves a serious social purpose: he wants "folk . . .

to alter, and have more sense"31.

~ ’

Intellectual and Philosophical Influences on Lawrence

o

We can identify several major' forces in.Lawrence's back-
yvground and in his life which influenced the development of
his thinking.‘These,influences led to the formulation of his

belief in the transformative nature of the psyche and its

social consequences. We can see the influence of Romantic

epistemology in Lawrence's conception of the ‘heart' as first
and most important purveyor of knowledge'. The philosophic’ s
~and religious pgiSCiples of Victorian Evangelicalism directed

his early thinking, and we see its influence in the tremendous

"At this main centre of our first mind the solar plexus

we know as we can never mentally know," he writes in'

n32

"Fantasia of the Unconscious . His concept of 'blood-

consciousness' is a development of the "natural shrewdness"
) r

that the Victorian John Stuart Mill noted was -the "spﬂiit"’

3 Letter to A. W. McLeod, 26 April 1913, cited in
Coombes, p. 73.

32 Fahtasia,.p. 34.

- value which he places on feeling as opposed to intellect. J/,\/:g”
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of his age33. Lawrence felt that the 'blood' or the instincts
ére often more accurate in their inclinations than the intel-
lect which, more often than not, has been polluted by educ-
ation: "No newspapers--the mass of people never learning t
read. The evolving once more of the great spontaneous gestures

of life"34

. In his forward to "Fantasia of the Unconscious!
Lawrence acknowledges the debt that his metapﬁysic owes to a
variety of sources: "the Yoga and Plato and St. John the
Evangel and the early Greek philosophers like Herakleitos
down to Frazer and his 'Golden Bough', and even Freud and

Frobenius"Bs.

»

i

Lawrence turned to European thought in his attempt to
deal with the split which he perceived as having occurred
between the body and the mind. Through his university reading,
and later through his German-born wife, Frieda, he had direct
contact with Liebniz's philosophy of organicism. Lawrence's

own theory of the mind and of 'blood consciousness' parallels

" _Nietzsche's philosophy of the power and worth of the individ-

ual, as well as his critique of the rational.
The European philosophical tradition, which had a direct

influence on Lawrence's thought, gave rise to one of the most

33 wppe Spirit of the Age" (1831), cited in Walter E.

- Houghton, The Victorian Frame of Mind, 1830-1870 (New Haven:

Yale University Press, 1970), p. 124.

34 "Fantasia of the Unconscious" in Fanta&ia, p. 88.

35 Fantasia, p. 1l1l.
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important intellectual movements of our time, a mové@ent which

specifically deals with the dichotomy of mind and body--modern

psychological theory. Lawrence partook of the growth of this

movement through his European contacts. In The von Richtofen Y
Sisters, Martin Green relates how Lawrence came into direct
contact with Freudian psychoanalytic theory through Otto

Gross, a disciple of Freud and the husband of a close friend

of Elsge von Richtofen (to whom Lawrence dedicated The Rainbow).
Thgfe were stimulating contacts for Lawrence. As Green relates,
"Freudhﬁimself wrote to Carl Gustave Jung, February 28, 1908,

that Gross and Jung himself were the only two among his follow-

ers who had original minds"36

. Modern psychological theory

as it has developed out of the Eurbpean‘philosophical trad-
ition embraces the possibility of profouna inner change, and
this aécdrded with Lawrence's own thoughts and needs. It was
through his interest in and invgstigation of European thought
that he came to evolve his own theory 6f the psyche which

stresses the development ‘of the individual through his or

her coming to terms with the mythic 'wholeness' of life.

Lawrence and the Jungian Approach to the Psyche

°

» We can trace the development of Lawrence's own theory of

the mind through "Study of Thomas Hardy" (1914§1§?5), "Psy-

choanalysis of the Unconscious” (1921), and its continuation,

36 (New York: Basic Books, 1974}, p. 43.
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"Fantasia of the Unconscious" (1922). Lawrence read and was
affected by Freud, as we can see specifically in Soﬁ§ and
Lovers, but clearly during the middle period of his work he
anticipates the Jungian mode of thought whereby tpé psyche
is explicated through myth--and myth is explicated psycho-
logically. There is no evidence that Lawfence was 5wgre of.

Jung's "original mind" at the time that he was working on

The Rainbow37. Jung's- first major work, Transfo{?ations and

Symbols of the Libido, was published in 1912, just thrge

years before The Rainbow was published. Despite the lack of

textual evidence of Lawrence's awareness of Jung's workL some
of Jung's most original concepts are to be found fleshed out

in the narrative of The Rainbow, and Lawrence's essays cen-

tre oh concerns which parallel Jungian psychology.

Lawrencq's attempt to describe the most profound motiv-
ations of his characters lead him into uncharted areas of
investigation of the mind, what we now call dept; psychology.
He, like Jung, discovered striking’similarities between
universal motifs, found in religions and mythologies of all
ages and cultures; and what he perceived to be the contents
of the individual psyches of his characters. As:- he delved

into the unknown he, like Jung, reali;ed that the more

profound the experience, the more it was felt as religious:

37 By 1922, Lawrence was familiar with Jung's concepts
and most probably had read one or more of his works. In
"Fantasia of the Unconscious" he writes: "Jung dodges from
his university gown into a priest's surplice till we don't
know where we are." In Fantasia, p. 19.

a

/
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"At the maximum of our imagination Qe‘are reliéious"BB. Like
Jung, he envisioned the‘essence of being as-a tension between
opposinj prinéiples, what Jung call psychic polarities, and
~“~he felt that neijther one pole nér the. other would-be excess-
ively'emphasiied in a wholesome psyche: "So life consists in
_ the ‘dual form of the Will-to-Motion and the Will-to-Tnertia
. . . Since there is never to be found a perfect bglance or
accord of the two«Wills, but always one triumphs'over the
other, in life, acco;diﬁg to our knowledge, sq must the
human effort be always to recover balanqg, to symbolize and
so to possess that which is missfhg“39. Like 3ung, he envis-
ioned these polaritiés'in both social and cultural terms,
and thus the individual exéerience is a.reflection of the
. myphic experieﬁce which, in turn, rgflects a culture's know-
ledge. Lawrence,’' as well és Jung, saw the psychic life force
as a movement towards a healthy balance oﬁ opposing principles.
In both of their concepts this psychic health is a c¢onscious
state. | 4n
It is not the intention of this paper to analyze the

similarities between Jungian thought and the development of

characterization in The Rainbow, .but rather to allow the

" Jungian approach to enlighten the discussion of mythical

patterns in the narrative wheq\this approach ﬁarallels

1

38 wIntroduction to these Paintings" in Phoenix, ed.
Edward D. Mcdonald (London: Heinemann, 1961), p. 559.

39 "Study of Thomas Hardy'" in Phoenix, p. 447.
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Lawrencé's. I would like to point out at this time a .par-
ticular parallel approach of which the reader should be a-

ware since it embodies that which Lawrence saw as both the

'problem and the £olution for the ailing modern world. The

most interesting parallel studied in this paper is Jﬁggf%
and Lawrence's presentation of the feminine. Ann Belford

Ulanov considers this Jung's most original contribution to
\

‘psychology, and in‘'this light Lawrence's artistic‘explora-"

tion is remarkably perceptive and far ahead of his time.
Ulanov dlstlngulﬁhes three features of Jung's approach to

the feminine: "Jung's notion that the feminine is.not con-
I 4 i B

- fined only to females; Jung's description of the nature of

—_
the femlnlne in the language of symbol and myth; and Jung's

notion that personal wholeness can only be achieved by a

full awareness of contrasexuallty"40.

— 4

The first notion is central to Lawrence's approach to

psychic sexuality. Like Jung, Lawrence was convinced that
’ * t

along with a specific female sexual identiy there exist
||41

, to borrow Ulanov's term,

certain '"modalities of being
which are common to all human beings. These characteristics
are seen as 'feminine', and the psychic polarities--conscious-

unconscious, flesh-spirit, active-passive--are most often

.

40 Thd Feminine in Jungian Psychology and in Christian .
Theology (Evanston, Ill.: Northwestern University Press, 1971),
p. 141; hereafter cited as The Feminine. .

41

The Feminine, p: 142. o C : )
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characterized in masculine-feminine terms. "Study of Thomas
Hardy! attempts to delineate and describe psychic sexuality:

# "The physical, what we call in its narrowest meaning, the -
sex, is only a definite indication of the great male and

né2

female duality and unity . He goes on to say, "For every

man comprises male and female in his being, the male always
struggling for predominance. A woman likewise consists in

male and female, with female predom1nant"43

Ulanov's second point, that Jung explores the nature of
the feminine in the language of symbol and myth,lwould apply

equally to the technlque of The Rainbow. The myths and sym—

9

bols which inform the work are those deallng with the recovery
|

of the lost 'feminine', and so we see Persephone waiting in
t the darkness of the underworld for the Hero to discover her
and bring her back to the light. As'theucharacters become
more cagscious of the mythic dimension of their belngs, as
they begin to explore consciously the psychic polaritles
which inform their lives, the myth changes and’ we see
Persephone resisting belng dragged into the darkness by a’

forceful Pluto. As we shall see, the central metaphor whlch

1nforms The Rainbow is the struggle between the masculine and

the feminine principles--in both the personal and the social

42‘Phoenix, p. 443. , .

o 43,Ph0enix, p..481.. ‘ \ i
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contexts--and Lawrence clearly sees the subjugation of the
mythic matriarchate by the existing patriarchate to be a
cause for the ills of modern spciety.

Ulanov's third point deals with the achievement of

personal wholeness, a notion which is central to the psych-

‘ology of individuation in Jung and to the venture in conscious-

ness in Lawrence. There is a strong sense in The Rainbow of
an earlier age when the psychz\was not disturbed by polar-
itieslbut accepted the masculine-feminine tensions without
guestion or conscious reflection: "they knewqthe wave which
cannot halt, but every year throws forward the seed to
begetting, and, falling back, leaves the young-born on the
earth" (p. 8). This experience of wholeness is withéut con-

sciousness. In fhe paper I have preferred the term 'precon-

scious' when referring to this holistic experience Because

-

it expresses more clearly than 'unconscious' the archaic and
collective nature of the images. ’ b
The earlier age of natural connection with the precon-

scious experience of the mythic oneness of all things is

<

aisrupted; in the narrative this disruption comes'in the form
.Qf the man-made canal which divides the Brangwen farm. Both

’jJung-and Lawrence agree that once this connection is lost

the tendency of the mind is to develop towards conscidusness.

It is Lawrence'stcghtention, as I shall show, that full con-

sciousneiﬁ incorporates not only an awareness of the nature
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creatures experience is a té;rible cacaphany of battle cries

Chapter 2

Symbol and Myth in the Preconscious Eﬁperiencé

The Mythic Opening of The Rainbow |

‘ ' '
"No summary can do justice to these deeply interior

novels [The Rainbow and Women .in Lovel," writes Alastair

Niven, "for if they are about the dissolution of old values ‘\
they do not simpiistically assert new ones. In no other

English fiction are social and personal themes interconnected
in so metaphysical a context."! As Niven suggests, the inter-

connection in The Rainbow is between o0ld values and new. The

evolution of this connectipn is imaged in both.social and

personal terms. o
Myth is the means by which the new is asserted while

the connections with the old are maintained; the mythic

process is the experience of the individual in cultural

‘terms. The essential nature of myth is the pain of the in-

dividual which occurs within the structure and the unity, -

the "peace,"

of the universal experience of mankind. Joseph .
Campbell contends that the paradox of the particular and the "

universal is revealed in myth: "But what the swiftly passing

|

! D. H. Lawrence: The Novels (Cambridge: Cambridge Univ,

PN

C

Press, 1978), p. 60. i N

/._,J

¥
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and pain. The myths do not deny this agony (the crucifixion):
tﬁey reveal within, Sehind, and around it essential peace (the
heavenly rose)"?. This "essential peace" is the mythic 'one-
ness of- all things', a concept which is readily identifiable
in the mythologies of Eastern religions. It is less obvious

in occidental mytgélogies, which featuré\a hierarchy of divin-
ity which seems to preclude human participation in the divine.

In Christian mythology, the human and the divine come to-

gether only after death. In The Rainbbw, Lawrence confronts

the limitations of Christian mythology while expressing the
psychic challenges and options of each individual's journey
toward selfhood.

The opening pages of The Rainbow establish the connect-

ion betwééﬁAthe old'aﬁd the new, the social and the personél,
through an allusion to a mythic figure which predates Christ-
ianitx-—the figure of Janus. Lawrence expl;ins his concept

of this figure {P "Study of Thomas Hardy": "Facing both ways,
like Janus, face forward . . . facing'the unknown, and looking

backward ovér the vast rolling tract of life . . . man is

given up to his dual business, of being . . . and of knowing"3.

1

Lawrence's 'mythical method', to borrow Eliot's ternm,

is to create a new story which parallels a familiar myth or

,2 The Hero with a Thousand Faces (Princeton, N.J.:
Princeton Univ. Press, 1974), p. 288, :

3

Phoenix, p. 430.

.
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‘mythic ihage. In so doing, he evokeé the perr of. the inform-
ing archetype which is the sign;ficance of the‘myth being
paralleled4. In the following:passage the archetype of Janus
is evoked in the tension which Lawrence develops bgtween the

outward-looking Brangwen women and the inward-looking Brang-

wen men: N

But the woman wanted another form of life than
this, something that was not blood-intimacy. Her
house faced out from the farm-buildings and fields,
looked out to the road and the village with church
and Hall and the world beyond. She stood to see
the far-off world of cities and governments and
the active scope of man, the magic land to her,
where secrets were made known and desires ful-
filled. She faced outwards to where men moved
dominant and creative, having turned their back -
on the pulsing heat of creatYon, and with this
behind them, were set out to discover what was
beyond, to enlarge their own scope and range and
freedom; whereas the Brangwen men faced inwards

to the teeming life of creation, which poured
unresolved into their veins. (p. 9)

The woman is the protagonist whose life borders on the
"teeming life of creation" on one hand and "the world beyond"
on the other. This passage introduces the incipient.jpurney,
the mythic action which is contained in the womanfs desire
for "another form of life." Janus, the reader will recall;
is the divinity of beginnings, doorways and entrances. His

4 Northrop Frye, in his Fables of Identiy (New York:
Harcourt, Brace & World, 1963) contends that myth is arche-
type, "although it might be convenient to say myth when

referring to narrative, and archetype when speaking of

significance" (p. 15). This paper has adopted such a distinct-
ion for 'convenience'--and for clarity.

o
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temple is an arch. The symbols of the doorway énd the arch
recur throughoht the novel. They symbolize the possibility
of, and the aspiration towards, a movement fram old values
to new, from one sense of self to a new realization, from
unconscious to conscious. Ifl the above pass;ge,_the mythic ¢
image of Janus' doorway indicatés a larger social movement
as clearly the Brangwen woman's fulfilment ligs beyond the
marital relationship. One of the titles originally consider-

ed for The ﬁainbow was The Wedding Ring. Lawrence's concern

was to find an image for wholeness, representing wholeness
of Seing and wholeness of society. The rainbow image which
Lawrence finally choke is more complex than tﬁe ring image.
It represents aspiration rather than aéhievement. In partic-
ular, ;t suggests the possibility of wholeness within marri-
‘age and without.
The aspiration which is contained in the rainbow image
is the same desire which is evident inﬂthe woman's looking
\ 'beyond'. If the novel is about any one thing, it is about
a j&rney. "The goal of life," Lawrence writes, "is the
comigg to perfection of each single individual"s. Thus, the
myth of aspiration which connects the individual and the
goal is that of the quest. The traditional mythic questing

journey is embarked upon by a hero who is strongly motivated,

either to rescue a loved one or something which has been lost,

5 "psychoanalysis of the Unconscious" in Fantasia, p. 240.
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or in search of self-fulfilment. The journey involves a
submission to the unknown, a c;ossing over the threshold
from thg familiar to.the unfamiliar world. Entering the un-
familiar wor;d is analogous to dying, for it involveé the
death of the familiar self. The journey through the under- ’

world is a dangerous one, involving the extreme risk of

losing oneself in the darkness. The hero must therefore

‘have tremendous strength of character and bear in mind at

all times the purpose of the journey and its goal. In addi-
tién, it is traditional in mythic quests that -the heré makes
a sacrifice in order to emerée‘safeiy‘from the underworid,
reborn into life.

N ) v ) “
The psychological and the mythic quests have a number .

of parallels. The psychological quest'involveé an introspect- .

ive journey into the shadowy depths of the unconscious. Tﬁe

- mythic goal of self-fulfilment is usually seen in terms Sf,

immortality of the soul through identification "with the

inexhaustible source of life"G. This goal is reflected in

the psychological quest in a similar realization of the
universal experience which underlies the particular;
Lawfence's use of the quest myth is distinctive in thgt
he modifies the symbols to reflect not a masculine journef,
but a feminine one. in the Janus-like‘fension which Lawrence

4

creates in the above passage and throughout the novel he

6 Allen, p. xxvii. .
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exbresses his vision of éhe challenge of the modérn world:
to create individuals who, will incorporéte the kn;wledgg of
the past as they meet the chanéing sociai world whicﬁ will
bgﬂthe future.« It is Lawrence'é impliéd vision that)in the

future world women will reclaim some of the active power
, ) .
that archeological studies indicate they possessed in an-

cient matriarchal.mysteries.7 As Carolyn Heilbrun writes,
Ythis is a book about woman, about her destiny in the world,
and, more important, the world's déstiny in her. Whether

consciously or not, Lawrence prophesied a world in which

" the lost 'feminine’ impulse would be spontaneously'reborn."8

The Brangwen woman is looking outwards to the modern "world

5

~of cities and governments'and the active scope." Lawrence

is,sugéesting that she has a key part to play in the future
of this world. The narrative goes on to show how, and with
what difficulty, she enters this "active scope."

The goddess Diana is not well known as the Roman coun-

’

terpart.to Janus, and it is possible that her importance as
a deity second only to Zeus was downplayed as the patrigr—

chal Judaeofchristian concepts were on the ascendent. She

4 LY

is familiar to us primarily as the ruthless goddess who

caused Acteon to be transformed into a stag when he saw her
| S

7 For a discussion of ancient matriarchal mysteries as
revealed by the study of archeological evidence I recommend
Gunther Zuntz's Persephone: Three Essays on Religion and
Thought in Magna Graecia (Oxford: Oqurd Univ. Press, 1971).

i

3 Toward a Recognitfon of Androgyny (New York: Harper

Colophon, 1973), P. 102.
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bathing in her secret grove. Her extensive influence‘'was
thought to include the moon, childbirth and chastity. It may ’

seem odd to us now that the goddess of chastity and child-
, )

a

birth were one, but these were not alwayé mutually exclusive

(23

concepts. A chaste person was one who was an autonomous in-
/ ’

diviaupl: The, noted anthropologist Ja#@ Hafrison, with whose
work Lawrence was familiarg, discovered that in the, pBe-

, ' \
Greek and Oriental cults there were priestesses as well as

P

deities wno called themseives viréin, which meant "not tied
by any bonds to a méle‘who~must be acknéQledged as master."10
fhe birth of a child is the birth of a new individual, and
the moo; also represents individuality, as we shall see in
mqre detail later. Diana,;then, represents ;ndividuality.

Thé qguest of the Brangwen women which is imaged in tge ar-
chetype of Diana and her mafe counterpart, Janus, is the
'quzst for individuality. ‘

'The purposé‘behind‘Lawfence's modificétion of the tra-
ditional quest myth from Hero to Heroine .lies in his per-
ception of the unnatural, stultifying bias with which the ™,
patriarchal norm perceives life. In the following passage

; 9 Lawrence read ﬁarfison's hAncient.Art and Ritual" in
October of 1913, according to Rose Marie Burwell, "A Check-
list of Lawrence's Reading" in A D. H. Lawrence Handbook,

ed. Keith Sagar (New York: Barnes and Noble, 1982), p. 81.

- 10'Themis (New York: Meridian Books, 1962), p. 41,
cited ;n Heilbrun, p. 9.
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he develops his perception of the relationship of the mas-

culine-feminine polarity to mythical consciousness:.

All the women of Cossethay talked eégerly about
Mrs. Hardy, of her husband, her children, her
guests, her dress, of her servants and her house-
keeping. The lady of the Hall was the living dream
of their lives, her“¥ife was the epic that in-
spired their lives. In her they lived imaginative-
ly, and in gossiping of her husband who drank, of
her scandalous brother, of Lord William Bentley
her friend, member of Parliament for the division,
they had their,wn Odyssey enacting itself, -Pene-
lope and Ulysses before them, and Circe and the
swine and the endless web. (p. 11)

The epic of life is lived vicariously by the women.
They are conscious of the epic pattern as evolving, outside
of their own lives and yet intimat;ly connected with them.
The "endless web" suggests ﬁot only the all-encompassing
mythic structure of experience, but also a tragic sense of
a predestined life. The "feminine" experience--and I use

this term deliberately because I believe it indicates for

‘Lawrence far more than 'woman'--is confined to a secondary

and vicarious role. The active role is commanded by the nen

.in the 'epic of Cossethay', the "husband who drank," the

"scandalous brother," and the "member of Parliament." Law-

- rence addresses the question of whether the secondary role

of the feminine is itself mythicaily predetermined or whetﬁbki

er a change in the role might not bring about needed social '

change.

\
\

The woman in the novel becomes the vehicle through wﬁich

\

_the connection between the old and the new is established. '\

\

v
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In "Stﬁdy of Thomas Hardy".Lawrence expiaiﬁé the significaﬁce‘

which .the symbol of the arch ﬁolds for him: "This column ‘must ‘

always stand for the male asgiration, the arch or ellipse for
~~ the female completeness containing this aspiration. AAd the
//// ‘ wﬁole picture is a geometri? §ymbol of the consummation of

e ntl

life. The arch, like the‘rainbdw,.is a bridge betweén

earth and heaven. Lawrence is attributing to the "femgle ° »

completeness" the power to act as a bridge between opposing

realities, whether it be the realities of the tembora} and

. 4

e

the divine, the conscious and the unconscious, or the ordered

world and the chaotic.

The ques£ around which éhe novel is structured is there<
fore that of retrieving the 'lost ¥feminine impu;se'/ as
Heilbrun terms it, from its secondary énd unconécious place.
The myths which inform the stages of this journe§:addrés§ the
issue of conspioﬁsness, from Persephone to Psyche to the
female a}chemist. The’depiction of women in Christian myth-
ology is primarily as 'helpmates' for the men, subordinate
in social life and their role in sexual life subdued as

- ‘ T s -
virginal Mary figures. Earlier mythologies, however, reveal
women as active and powerful, and therefore the quesf to

retrieve this image.involves.a conceptual return to the

mythic matriarchy.

n Phoenix, pl 460. 3 " —
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The Preconscious Experience in’ Tom and Lydia ,

”

Lawrence  traces the evolving psychic awareness of the
tharacters through progressive generations. The earliest .
phase of awareness is the preconscious, the precursor of

. L] .
consciousness. While the characters are at this stage they

show little or no mythic awareness. ng‘pregonscieus exper-
ienee }s recognizable in the narrative for its dreamlike
quality. It has a vagueness about 'it, as though Lawrence
were attempting te describe the indescribable. Those details
which’the preconscious scenes do possess are remarkable for
thelr clarity--again like a dream. This experlehce is also

recognizable by ‘the way it evokes either a cledr mythologlcal

image or a rhythmic, pulsating reminder of the natural cycle
12 ‘ ‘ ¢

of life.

The social concerns of the opening pages of the‘noveiw
1maged 1n the undﬁffereni/gted figure of the double headed
Jahus, become deeply intérior with the introduction of Tom

Brangwen and his wife, Lydia. Although thege characters lack
b
an awareness of the universal order of life, they seem very

¢close to its complexity. The mythic life permeates their
beings. We have a clear example of this in the courting

scene when Tom, flowers in hand, stops outside Lydia's cottage:

12 At the other levels of mythical awareness the connect-
ion with the natural cycle becomes disrupted, resulting in
reactions of hostility, alienation and confusion in the
characters, as we shall see primarily in Chapter Three of .
this paper. In the more advanced stage of evolution of aware- "’

" ness, examined in Chapter Four, the mythic images break through

1nto conscxousness like visions or hallucinations.

° - &
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There was a light sﬁreaming on to the bushes at

the back from the kitchen window. He began to hes-
itaté.nHow could he do this? Looking through the
window{ he saw her seated in the rocking-chair
with the child, already in its nightdress, sitting
on"her knee. The fair head with its wild, fierce
hair was drooping towards the fire-warmth, which
reflected on the bright cheeks and clear skin of
the child, who seemed to be, musing, almost like
a grown-up person. The mother's face was dark and
still, and he saw, with a pang, that she was away
back in the life that had been. The child's hair
gleamed like spun glass, her face was illuminated
till it seemed like was lit up from the inside,
The wind boomed strongly. Mother and child sat
motionless, silent, the child staring with vacant
dark eyes into the fire, the mother looking into
space. The little girl, K was almost asleep. It was
her will which kept her eyes so wide.

*  suddenly she looked round, troubled, as the
wind shook the house and Brangwen saw the small
lips move. The mother began to rock, he heard the
low, monotonous murmur of a song in a foreign
language. Then a great burst of wind, the mother
seemed to have drifted away, the chlld's eyes were
black and dilated. Brangwen looked up at the clouds
which packed in great, alarming haste across the
dark sk& (p. 43)

o
Y

-

Lawrence creates a tension in this passage between the
princiwles of lighi and dark, inside and outside, awareness

and non-awareness. The light is stréaming from the kitchen

‘onto the bushes, and Tom stands in the darkness. The fire-

light reflects on the skln of the child, but the mother lS

PLd

dark. Tom is outside the kitchen looklng into the light ofu
domesticity. Although the kitchen is imaged in the light
the scene contains the suggestion of the darkness of the

FA

i { .
unconscious as the mother and child appear to have an other-

worldly connection: '"the mother seemed to have drifted away."

e :
They are both involved in a trance-like state that has the

) »
effect of dehumanizing and depersonalizing their characters.

¢
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'Aspects of the universal and mythic experience replace the .
suspended individuality of the ohild who stares with ''vacant
eyes . She is transformed intg a totemic doll like those used
in rites of magic, her hair gleamlng "like spun glass'" and |
her face illuminated '"like wax lit up from the inside." She
partakes of thie illuminated image withouE having any aware-
ness of it. The mother and chiid live without any thought

for the mythiclreality which they are expe;iencing. , , .

Law§ence makes it‘olea; that Lydia has a cohnection with

an earlier, ambiguously defined reality: '"she wasfaway back ]

in the life that had been." Anna isﬁaésociated with words of

~

«thought'ahd reflection as she "seemed to be musing." These )‘
distinctions continue to separate the two generations through—

out the novg} There-i$ an overall feeling that in . this

flre 11t kitchen, there exists the faculty of 1n51&ht When .

L%SLa utters "the low, monotonous Wurmur of a song in a

foreign language" and seems to cause the clouds'to move, it

is clear that she has powers beyona those of most women.

These powers are the last vestige of a former life with which

she can connect only through a-qystic‘trance. This indicates

that the original and powerful preconscious-experience is
maintained ohly tenuously ewven at this earl} stage in the
‘evolutional process. |

As the narrative continues, we get a strong sense'of’t'heQ

characters as mythic beings,.acting outrtheir part ip an

age-0ld life mystery: N S
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A change went gquickly over her face; she was un-
prepared. She looked down at him as he stood in
the light from the window, holding the daffodils,
the darkness behind. In his black clothes she
again did not know him. She was almost afraid.
But he was already steppling on to the thresh- .
. 0l1ld, and closing the door behind him. She turned
' into the kitchen, startled out of herself by this
invasion from the night. He took off his hat, and"
came towards her. Then he stood in the light, in
his black clothes and his black stock, hat in one
hand. and yellow flowers in the other. She stood
away, at his mercy, snatched out of herself. She
did not know him, only she knew he was a man come
for her. she could only see the dark-clad man's
figure standing there upon her, and the gripped
fist of flowers. She could not see the face and
the Livipg eyes. {(p. 44)

Both Tom and Lydia clearly represent a universal real-
" “ - ity, and as such are to a limited extent allegorical figures.
\Thé strongest echo of an archetypal nature in this passage
is of the classical Greek myth of Pluto and ﬁersephone

. (Roman Orcus and Proserpine). Tom comes out of the darkness
to claim Lydia as though he were Pluto appearing from the
darkness of Hades. The suggestion of the 'marriage of death'
is even older than the Greek of Roman myths. It is a pat;iar-—
chal image in that the husband is perceived as a male mon-
ster to whom the bride is deiivered up. In this passage,
. Tom is dressed in black -like the image of death, and there
is a suggestich of violence in his "gripped fist of _flowers."
Lydia is "at his mercy, snatched out of herself."” Clearly, -
she perceives him as an invader to whom her power is surren-
- dered. At this moment, she is experiencing the tension be-

tween the autonomy which is hers in a matriarchal sphere,

and the loss of her power which is the inevitable result

&,
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Of her subjugation in the patriarchal system.

Tom is unaware

‘mythic male monster. Clearly, the interpretation of the scene

of himself as the image of Pluto or the

must take into account the two opposing views of the one

situation: "She was

almost afraid. But he was already step-

ping on to the threshold." It images the kind of tension

and difference of approach which exists between the mascu-

line and the feminine principles throughout the narrative.

According to the description of his actions, Tom sees

“himself as the traditional Hero who crosses the threshold

‘lof‘the unknown. The purpose of his journéy is to 'reclaim his

lost 'feminine' from the dark underworld, and thus the nar-

rative continues to

birth. THe "yellow flowers" in his hand, the daffodils, are

a common symbol for
perience involves a
tice the passage of
was fixed and cold"

sitic aspect of his

describe their mutual experience of re-

premature death, ;nd Tom's questing ex-
kind of death for him: "He did not no- .
time. The hand that held the daffodils

(p. 44). it is Ehe childish and narcis-

personality which is left behind when

he crosses the threshold. Through an act of establishing a

‘relationship with Lydia he embraces the possibility of a

mature love which involves an 'other'. The experience is

thefeforé the death of childhood and the passage into

adulthood.

The metaphor of death and rebirth becomes morebev}dent‘

as the narrative continues:
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He turned and looked for a chair, and keeping her still
in his arms, sat down with her close to him, to his
breast. Then, for a few seconds, he went utterly to
sleep, asleep and sealed in the darkest sleep, utter,
extreme oblivion.

From which he came to gradually, always holding
her warm and close upon him, and she was utterly
silent as he, involved in the same oblivion, the
fecund darkness.: -

He returned gradually, but newly created, as after
a gestation, a new birth, in the womb of darkness.
Aerial and light everythlng was, new as a mornlng,
fresh and newly-begqun. (p. 46)

The process which Tom undergées in this passage is what
Lawrence calls the "bath of darkness and extinction."'3 This
bath involves a mystical return to thé "elementals" which
are in the moon-sphere of the unconscious darkness. Lawrence
contends that the soul is renewed and reffeshed through its
re-encounter with its matriarchal origins.

Tom experiences the sleep which precedes renewal by means

of 'his new relationship with Lydia. The myth of Pluto and

Persephone which informs this courting scene is modified

‘by Tom's perception of Lydia as his redeemer. He sees her as

the doorway to his inner self and to his return to the light
of consciousness. The woman at the doorway is a familiér and
powerful figure in early, pre;Christian mythologies. She 1is
seen as the guardian of the knowledge which leads to complete-
ness, and éhe possesses the power to transform or to aid .

someone in the passage through the doorway to the 'beyond'.

Tom's faith in her ability to effect his transformation

13 "Fantasia of the Unconscious" in Fantasia, p. 183.
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suggests a return to matriarchal worship similar to that
which was supported in an early age of mankind, prior to

the emergence of the patriarchal concept of the destructive

power of the feminine with which we‘are familiar in the imagé

v

of Diana transforming Acteon. At thg same time, Tom maintains

his patriarchal concepts in the his guest, his journey, is

 of utmost'importance, and Lydia is a vehicle for his passage

as Hero.

In the above episode Tom and’ Lydla clearly live their
lives in active relation to ‘the mythlc dlmension of their
beings, and they are entirely unselfconscious about it. This
iack of consciousness does not last, however. As Tom returns
home from courting Lydia his perception of the familiar
world changes. Oﬁe expl;;;fion for this is that, by leaving
the safe harbour of his unconsciéﬁs infancy, he has opened

the door toithe complexities of life. There are the nurturing,

rejuvenating aspects, and there are the awful and terrifying

—aspects.

-

\

And all the sky was teeming and tearing along, a
~ vast disorder of flying shapes and darkness and

ragged fumes of light and a great brown cirdling

halo, then the .terror of the moon running liquid
‘brilliant into the open for a moment,. hurting the

eyes before she plunged under cover of cloud again.

(p 49) * T

¢

‘The familiar landscape has become a "vast disorder," and
one is reminded of the opening of Pandora's Box, when all the

evils of the world came hurtling)out at once as the price of

T

ey
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an act of seeking knowledge. Tom is overcome by a sensatioh
of terror and hurt such as he has never known. The cause of
these sensations is the moon, a complex metaphor which can
be linked both to Lydia in her dominant role as a woman and
as a mother, and to Tom's newly forming awareness of ﬁis in-
dividuality. Tom's recent expétiénce of the "bath of dark-,
ness'" was under the influencq\of the moon, and as was men-
tioﬁed earlier, the moon is associated with individuality.

The chaotic movement in the sky is reflecting the changes

‘g

'wﬁich are taking placé in Tom as He becomes increasingly

more aware of Nis individuality.
‘ ¢

It is through Lydia that these changes and reélizations
T

occiir in Tom. Because of her "a pang of fear for his own
concrete life, that was only Cossethay, hurt him, and gave
him misgiving" (p. 33). He is aware that her introduction
into his life will bring about change that is both welcome
and ;preatening. The change is personal (Tom's outlook) and
sociai ({the life of Cossethay). Tﬁe language Lawrence em-
ploys to establish who and what she is tends to be mystical

and even obscure because Lydia is more than merely a.charac-

ter in a drama: she is the vital force of a concept and as

such is difficult to portray. "It was . . . as if she were

passing unseen by everybody" (p. 29). "She was from far away,
a presence, so close to his soul” (p. 33). Lawrence makes

a point of the difficulty of establishing who and what
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she is: "she's a woman, isn't she, housekeeper or no house-
keeper? She's got: more to her than that! Who is she--" (p.
30).

One aspect of Lydia as a conceptual representation is
her ability to sﬁggest social change. She is characterized
by the metaphors of foreignness and motherhood, and we will
look at these complexities in more detail shortly. In the
relationship between Tom and Lydia, Lawrence is describing
what he believes was the revolutionary impetus for change
from the slumbering rural society to the awakening modern
industrial Fme. He seems to be Saying that, at the mo;nent
of maturation, bqth individuals and society in general com-

mit themselves to the unknown. The terror which Tom exper-

> iences after committing himself to Lydia is a reflection of

the tension and uneasiness with which the British people
accepted the personal demands of individuals and groups
such as workers and women. As we shall see, it is only
through a commitment to the unknown that growth can occur.
In the social sense, the growth is towards a society which
is conscious of the individual elements which make up its
whole; in the persohal sense, the growth is towards con-
sciousness of all the elements which make an 'individualx
adtonomous.‘In this light, the first stirring of social
change comes "unseen by everybody" (p. 29), a phrase which
was used to describe Lydia. This change is in the form of a

"foreign existence" (p. 34) whose values, mannerisms and

ideals contrast with the familiar local customs.
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One of the difficulties encountered in discussing the

the characterization in The Rainbow is Lawrence's tendenéy

’ N 1
to have his characters represent some absolute beyond their

ordinary lives. S. L. Goldberg sees this as a great weakness

in the novel: "The truth is that The Rainbow offers not a
critique of modern society, as Lawrence seems to have thoﬁght,
but an explésive, outraged protest against it--with all the
disturbing oversimplification that implies"14. He’goes on

to diséuss Lydia's foreignness and Skrebersky's nationalism
as oversimplifications which weaken characterization. Gold-
berg has certainly isolated the critical probleh: Lawrence's
manipulation of characteriz&tion to express absolutes. It is
only a weakness, howﬁber, when one continues to look for the’
"61ld stable ego" of éharacter. As Lawrence wrote to Garnett,
"There is another e?o, according to whose actipn the individ-
ual is unrecognizable"15. It is Lydia's 'other ego' which

we are seeing, the ego whigch has its being in the eternal

4
reality.:

L.

Lydia, if we will remember, is associated with a foreign-

‘ness other than her own——thaS\of her first husband. Her

marriage with him caused her tqg be prostrated, "and she was

utterly alone with him, utterly ‘alone in another world,

everything, everything foreign, even he foreign to her. Then
' \

\ . , :
came ?he real marriage, passion canmne to her, and she became

\ 1
\

\

14 ohe Rainbow: Fiddle-bow and\Sand" (1961), rpt. in
A Casebook, p. 129. ‘

15

5 June 1914, cited in Coombes, p. 91.
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his slave, he was her lord, her lord" (p. 257). Her first
marriﬂa‘gve enacted the mythic’ 'mafriage of death' in which the
. woman submits to the man. Lydi'a, however, saw‘what her first
Husban'd had net: ""yet behind the failure was the unyielding
passion of life. The individual effort might fail, but not
the human joy. She belonged to the human joy" (p. 258). Her
foreignness is something to be accepted because it represen-
ts the irrepr-gssible passion of life which is universal,
mythic. This is what Lawrence was talkiné about when he
~wrote, "I do not believe in ev:olution, but in the strange-
ness and rainbow--change of ever-renewed creative civili-
zation" %,

As a foreigner Lydia is associated with a motif common
to folklore: ‘the foreigner traditionally serves the function
of awakening the dormant soul to the knowledge of the exist-
ence of the 'world beyond'. Lydia clearly fulfills this
funct;on for Tom when he senses "a far world, not Cossethay,

a far world, the fragile reality” (p. 29). She is a catalyst

for his escape from his self-absorption: '"he ceased to coil
on .himself" (p. 29). In addition, she causes him to become
aware of, and hence to question, his values, customs and
traditions: "He stepped aside and she at once entered the
house, as if the door had been opened to admit her. That
startled him. It was the cpstom for everybody to wait on

the doorstep till asked inside" (p. 34). Alastair Niven

16 "Fantasia of the Unconscious" in Fantasia, p. 14.
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.comments that "Lydia's foreignness is essential. She intro-

: . - .
duces to the novel another world . . . and whatever streng-

th of spirit she‘may bring with her, she, toco, is one of the
alien influences which produce the Sreak—up of the unconsc-
ious pastoral harmoqy"17. Clearly, her effect on Tom is both
inspiring and threatening. She encourages in him an autonof

mous’feeling: "Her. self-possession pleased him and inspired

-

him, set him curiously free. It seemed to him almost brutal

to‘feel so master of himself and of the situation" (p. 36):
He also recognized in her the threat to "his own concrete 5
life, that was only Cossethay" (p. 33). This tensign between
the familiar life and the world beyond, the Janus-like ten-
sion, characterizes their future life together.

Tom reacts.to Lydia's foreignness with alternating
feelings of delight and anger. This emotional pattern exhi-
bits itself as early as the'courting scene: "He did not in-
terfere with her. He did not even know her. It Qas so stradge
that she lay there with her weight abandoned upon him. He
was silent with delight" (p. 47). This delight is soon re-
placed by his desire to possess her: "he bent and kissed her
heavy, sad, wide mouth, that was kissed, and did not alter.
Fear was too strong.in him. Again he had not got her" (p.

48). These reactions reflect upon the personal quest for

individuality. Selfhood requires not only that one strives

1 Niven, p. 70.

LR
-
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for ”bure individual being"18, but that one grants every-

one else the same right. The anger with which Tom responds
to Lydia's alienation from him denis her e3gential separ-

ateness of being.

As the narrative proceeds, the male characters, Will
and later Skrebensky, grow increasingly more insistent on

the absolute possession of their women. The women react to

"this insistence by becoming increasingly mo?g stubborn in

their alienation. We will explore some of the reasons for
these reactions from a personal and a social viewpoint in
Chapters Three and Four.

It is the spontaneous impulse which brings about the

~

desired communication between Tom and Lydia. Lawrence dis-
cusses the need he sensed for a revivai o the spontaneous
impulse in "Fantasia of the Unconscious": "The evolving
once more of the great spontaneous gestures of life"19. He
dramatizes the '"great spontaneous gestures'" as the communicat-

ion between a man and a woman at the moment of sexual climax:

"whem, the sea of individual blodd which I am at that hour
I B .

.

f//’heaves and finds its pure contact with the sea of individual

|

blood which is the woman at that hour, then each of us enters
into the wholeness of our deeper infinitude, our profound
fullness of being"zo. One is spontaneous when one gives

oneself "to the hour" as Lydia does in the following passage:

18 D. H. Lawrence, "Fantasia of the Unconscious" in
Fantasia, p. 32.

19 Fantasia, p. B88.

20 Fantasia, p. 184.

.
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He waited till thé spell was between them again, till -
they were together within one rushing, hastening
flame. And then again he was bewildered, he was tied
up as with cords, and could not move to her. So she
came to him, and unfastened the breast of his waist-
coat and his shirt, and put her hand on him, needing
to know him. For it was cruel to her, to be opened
and offered to him, yet not to know what he was, :
not even that he was there. She gave herself to

the hour, but he could not, and he bungled 4n:taking
her. (p. 57) ) :

.
writes Lawrence,'". . . is for leaping
121

"The sexual act,"

off into the unknown, as from a cliff's edge"” . The process

of releasing oneself to the unknown occurs under the auspices

"of the archetypal mother goddess:

This is under the spell of the moon, af sea-born
Aphrodite, mother and bitter goddess. For I am
carried away from my sunny day-self into this other
tremendous self, where knowledge will not save me.,
but where I must obey as the sea obeys the tides.
Yet however much I go, I know that I am all the
while myself, in my going. ' @

@

Lydia is the agent for Tom's introduction to his "other
tremendous self." Her function is to oversee the procéss of
Tom's giving birth to himself, his yoyage from the known
ato the unknown. This role is expressed throggh the ;etaphor
of motherhood. She‘is.able to fu}fill this function not simply
.because she is a woman, but because she has béen to thq
'unknown' and returned. We seé her come out of the darkness

which was "like a remembering of the dark, savage, mystic

ride of dread, of death, of the shadow of revenge" (p. 51).
21 "study of Thomas Hardy" in-Phoenix, p. 441. .

22 D. H. Lawrence, "Fantasia of the Unconscious" in
'Fantasia, p. 184,
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+« Her- darkness was a horrifying 'unknown',nand her awakening
from it is a rebirth and a reaffirmation of life. In this

. sense she is a successful qnestor, and she has earned the
power to introduce Tom across the threshold because she has, |,
heen there and come back. As Daleski mentions; Lydia is,
essentially different from the tra?itional Brangwen women

who wanted to see "the far-off world of}citiesW (p. Qk\sinbe T
"Lydia herself has been part of that world"23. She has-not
only been part of the acti§e sociai world 'in a way which is

.foreign to the*traditional Brangwen women, but she haslalso

made the inward journey and faced the unknown within.

VThe'gradBal transfornation which Tom undergoes in-the
“early years of his‘marriage is described by images of continued
descents and rebirths. The pattern of death and-rebirth, descﬁnt
into the underworld and subsequent return, is common‘to all

myths, and the appearance of this pattern 1n Tom's experiences

-

LIRS

indicates the archetypal nature of his transformation.
Ton's journey towards conscious selfhood is marked by

two moments of personal growth The first moment occurs when

Lydia is in labour with their first son. The growth which Tom.

experiences is, in effect, the initial recognition of the

mythic reality. Keith Sagar refers to 'the serenity at the
n24 ’

. and we are reminded of Campbell's-
. >

heart of Tom's suffering
”~ 4

23 wphe First and Second Generations" in Twentieth
Century Interpretations of The Rainbow, ed. Mark Kinkead-
Weekes (Englewood CllffSy N.J.: Prentice- Hall 1971), p. 38;
hereafter cited as Twentieth Centurx. Lo !

3

24 The Art of D. H. Lawrence, p. 50. "




"essential peace"zs. Tom seems to recognlze thls "serenity"

for the first time as he dlscovers the "infinite world,

rl ‘ .
eternal, unchanging” (p. 8l). More than this, he is able to.

bring this inner serenity to bear on his life as he quiets
the distraught Anna. In so doing, he brings about a new
reiationship between himself and, the child, and he realizes
a certain strength within himself.

Peter Balbert includes this passage in his discussion of .
the wéhb imagery of the novelzs, and coming as it does while
Lydia is giving bi#th the passage clearly suggests the moist-

ness and the warmth of the womb and the birth canal:

y “
There was a trickling of water into the butt, a burst
of raindrops, sputtering on to her shawl, and the
light of the lantern swinging, flashing on a wet
pavement and the base of a wet wall. Otherwise it

o was black darkness: one breathed darkness.

He opened the doors, upper and lower, and they
entered into the high, dry barn, that smelled. warm
even if *it were not warm. He hung the lantetrh on
the nail and shut the door. They were in another
world now. The light shed softly on the timbered
barn, on the white-washed walls, and the great heap
of hay;. instruments cast their shadows largely, a
ladder rose to the dark arch of a loft. Outside

. there was the driving rain, inside, the softly-
illuminated stillness and calmness of the barn. (p. 78)

S

‘The first paft of the voyage is from the outside world
where the c¢hild is so upset that she is like "a living statue ¥
of grief" (p. 78), through the birth canal which is very mblst

/
and "black darkness", "into the womb which the barn represents:

25 The Hero with a Thbusand Faces, p. 188.

26 D. H. Lawrence and the Psychology of Rhythm (The Hague: i @9
\Mouton,, 1974), pp.- 48-49.
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"They were in another wanld now." The "another world" is
the timeless, mythic reality which lies behind the momentary
pain of the world. Both Tom and Anna have made a symbélib
descent into the netherworld in order to ;ealize.the péra-

* doxical mythic experience which is the juxtaposition of life's
éain with the eternal "calmness." The descent is not intended
to last any time since we are quickly introéuced to~£he
symbolé for rebirgh: the "instruments which cast their sha-

* dows largely" and the "ladder which.rose to the dark arch
of a loft." Clearly, there is no suggestion of remaining in
thgyﬂst;llness and calmness," but rather the puEg?ée is to
gain inner strength from ﬁhe knowledge that such calmqgss
.exists as the universal and mythic reality. Moreover, it
exists within Tom when he “manages to‘give himself 'to the
hour', opening '"the doors, upper and‘loyerl” and as he falls
'into "a sort of trance" (p. 79) he begins Eo have a calming
effect on the child. ‘

wWwhen he loosens his mother's shawl from arouné the
child's arms he is accepting of partaking of an aspect of

»the mother goddess, tpe mother of all life, by symbolically

establishing a connection with Anna as though she were his

-
-

own child. Anna becomes, as Heilbrun discusses, Tom's "spirit-

w7

ual heir . The relationship is also symbolic of the birth

of an 'alter-ego' for Tom as "so soon they were like lovers,

27 Heilbrun, p. 103 X ,

. [
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‘father and child" (p. 64). It is as though Tom has given
‘birth to his feminine aspect in an infanfile stage. We shall
seé anééhex’more complex example of 'this symbolic 'birth of
the fémininé' when we discuss the relationship between Will
and his daughter.

A second moment of personal growth occurs for Tom after
Lydia gives bir£h to the child. She and Tom experience a
second marriage wheéreby their new relationship gains them
“entry into another circle of existen?e" (p. 95). The passage

.foliows an experience of frgstration and self-doubt for Tom,
during which he rages that‘his life "w;s too quiet for him.
It was too péaceful. He wanted to smash the walis'down, and
let the night in, so that ﬁis wife gﬁbuld not be so secure

. obliterated from him, she was in her own world, quiet,
secure" (pp. 91-92). He is still upset that she "was the
awful unknown" (p. 94) butahe begins "to fbow towaras her" -
tp. 95), and Ey this spontaneous gesture he oﬁercomes theifi

separateness: =

They had passed through the doorway into the further
space, where movement was so big, that it contained |
bonds and constraints and labours, and still was
complete liberty. Shé was the doorway to him, he to
her. At last they had thrown open the doors each to
the other, and had stood in the doorways facing

each other, whilst the light flooded out from behind
oa to each of their faces, it was the transfiguration,
the glorification, the admission. (p. 96)

Each one acts as the agent for the other's realization-

of the existence of the mythic reality. The '"bonds and
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constraints" are one with "complete liberty." Their union in
the mythic dimension creates an arch which releases Anna to
childish pursuits: "Her father and mother now met to the
span of the heavens, and she, the child, was free to play
in the space beneath, between" (p. 97).

Why 1s 1t, then, siﬁce Tom experiences the "glorifica-
tion" and Jjoins his wife ”éo span the heavens," that we feel
he’is a failed Hero? The answer lies in Tom's experience of
alienation, a ;ense of alienation which 1s reflected both\in
social and in personal terms. Tom belongs to that pericd in
social history when the canal, symbol of industrializtion,
"made them strangers 1in their own place" (p. 12). It is a
‘time of aliena£ion, and the development of Tom's personality
reflects this alienated reality since he 1s both the same as
and‘S;btly different from the other Brangwen men: "He was’
more sensuously develpped, more refined 1n instinct than
they" (p. 16). He 1s the forerunner of the modern hero,
and the pacesetter of his time. As a slightly more advanced
being, at least "sensuously," he 1s able to detect Lydig,
that which comes "unseen by everybody" (p. 29). He also
reflects the growing alienation between feelings and "men-
tal things" (p. 16). . y

It 1s hardly surprising that mich of his struggle 1is
with alienation as he strives to relate to his wife, to life
in the fullest possible sense. His purpose 1n“llfe is "to

conquer this awful unknown next to his heart . . . What was

it then that she was, to which he must also deliver himself
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up, and which at the same time he must embrace, contain?"
(p. 58). His moments of*'glorification' are few; more fre-
qﬁently, Tom reacts with dismay to any lesseningvof h;s rap-
port with Lydiaf feeling "his existence was annulled" }p.
64). He envisions himself as walking "between the sunset and
 the moon" (p. 74). The concept of the moon as symbolic of
the- 'other' was discussed previously. The sunset 1s seen
here in tﬁe colours of the rainbow: "a rosy flush hovering
above the sunset, and passing away into violet and lavender,
wiﬁh turquoise green ;orth and séuth in the sky, and in the
east, a great, yellow moon hanging radiant and heavy" (p.
74). Tom 1s indicating his belief that his psychic journey
is waning, and that he is unable to confront the 'other'.

At the heart of Tom's struggle is his sense of being
alienated from what Julian Moynahan terms the ‘vital in-
stinct'. The feelings which characterize Tom are the key to
"the uitimate energic source of man's vitality, his creataiv-
ity, and of whatever is vital in civilized society as well"

28. His failure as a hero results from his inability to

v

sustain his éonnection with the 'wvital 1nst1nFt’. He 1s
tied to the life of Cossethay and unsure that there is any-
thing "in himself that would carry him out of it" (p. 28).
In the drunken @onologue that precedes his death he shows

that he has come to understand the universal reality which

is unaffected by perscnal life struggles:

’

28 Moynahan, "Ritual Scenes in The Rainbow," in A
Casebook, p. 146.

o
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/ You can't wWwear water out. No, my boy; it'll give
/ you the go-by. Try to wear it out, and it takes
° its hook into vapour, it has its fingers at its
%4 nose' to you. It turns into cloud and falleth as
rain on the just and unjust. I wonder if I'm the
just or the unjust. (p. 245)

§

The water symbolizes the eternal force of life, and Tom
is aware of the mythic reality of which this force is a part.
It is in his understanding of h%s own role in this mythic '
reality that he is a failure: he sees himself as small and
inessential, incapable of partaking of the powerful, arche-:
typal forces of life, much less controlling them. Like the

<@

society to which he belongs, he suffers from an inability to

~“yield, to release his tensions to the spontanecus moment: "he

was ugly, unnatural, in his inability to‘yield place" (b. 129).
Tom's death comes midway througﬁ the narrative, aftgr
the marriage o{ Anna and Will, and after the birth of Ursula.
The man-made canal, evideACe of the industrial age, floods
its banks and sweeps away tpe pre-industrial form of life.
Tne sweeping waters force Tom and all that he represents to
yield to the new way of life. From this point onwards in the
narrative it is virtually impossible for anyfcharacter to
experience life in the instin;tive and primitive manner of
Tom. Ursula (for what follows is primarily concerned with
h2r) will 'have more insiéht thar®Tom, but at the same time
it will be seen that she will have ldst touch with the 'vital

instinct' and she will have to reconnect with it.
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Perhaps fhe most powerful image of preconscious dcti-
vity in the narrative, Tom's death by drowning exemplifies
his ultimate failure to acknowledge the creative and active
potential of his role in the mythic reality. He is incapa-
ble of making the leap from "being to khowinq," to use

29 . . . . .
. He lives instinctively, unconscious-

. 1y, and dies in the same manner:

vp. 107. | ) R Lj,\

Fear took hold of him. Gripping tightly to the
lamp, he reeled, and looked round. The water was
carrying his feet away, he was dizzy. He did not
know which way to turn. The water was whirling,
whirling, the whole black night was swooping in
rings. He swayed uncertainly at the centre of all
the attack, reeling in dismay. In his soul, he
‘knew he would fall. ’

As he staggered something in. the water struck
his legs and he fell. Instantly he was in the
turmoil of suffocation. He fought in a black hor--~
ror of suffocation, fighting, wrestling, but al-
ways borne down, borne inevitably down. Still he
wrestled and fought to get himself free, in the
unutterable struggle of suffocation, but always
he fell again deeper. Something struck his head,

a great wonder of anguish went over him, then the
blackness covered him entirely.

In the utter darkness, the unconscious, drown-
ing body was rolling along, the water pouring,
washing, filling the place. The cattle woke up
and rose to their feet, 'the dog began to yelp. ©
And the unconscious, drowning body was washed
along in the black, swirling darknessJ passively.
4#(pp. 246-47) (

man can have little or no control. Symbolic¢ of the prin

of opposites, water is both a life-giving force and oné&
\

29 "The Marble and the Statue" in Twentieth Cénturﬁp

e b s e 4 e -
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the most destructive of elements. Mythically, Tom's passive

body rolling in the flooding water indicates his essential

harmony of being with the cosmic forces as he participates
in tﬁe cycle of life which is death and subsequent rebirth.
H2 is a mythic being, although he. has scarcely recognized
himself as such. His fear throuéhout his life has been of
committing himself to the 'unknown'. In myth, the unknown is
represented by the menace of the archetypal Tegrible Mother.
In psycﬁological terms, the-unknown is thé unconscious con-

tents of the psyche. In Neumann's study of the myths of

"various cultures he has identified flood symbolism as rep-

résenting conflict between the known and the unknown, the
conscious and the unconscious: "The catastrophe of the flood.
can bé\AK?rted only b¥ the sun hero of consciousness."30
Tom's failure can be seen in these terms as resulting from
his fear of knowing not only the physical world, which the
Brangwen men 'knew' well, but the psychic world as well.
* Tom's death indiCAtes an essential change in the nature
of society as the aliemation between head and heart becomes
more pronounced. Lawrence describes thé deepening of the alien-
étion in the variou; reactions of the relatives to Tom's pass-
ing. Lydia recognizes that Tom has been "revealed in the

30 Erich Neumann, The Great Mother (London: Routledge &
Kegan Paul, 1955), p. 187. (The sun hero is patriarchal, where-
as the Terrible Mother comes from the older matriarchal mys-

teries. The flood symbol therefore suggests the conflict
batween matriarchal and patriarchal\yalues.)
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stripped moment of transit from life into death" (p. 251) .
and feels that he is now “beyoﬂd change or knowledge, absolute,
laid in line with the infinite"\(p. 251{. She recognizes the
mythic na;ure of his being, which realization leads her toya
clearer sense of her own individuality: "'I shared life with
you, I belong in my own way to~eternity,' said Lfdia Brangwen,
her ﬁeart cold,‘knowing her own singleness" (p. 251). Anna @&
see; in his death the loss oé "the ih&ge of power and strong
life" (p. 250). His sons Tom and Fred, on the other hand, do
not accept his deéth as part\of the cycle of life. Tom is seen
with "his fists lifted, and his face distorted" (p. 251) as

if cursing the Almighty for his father's death, and Fred
"é&uld never forgive the Unknown this murder of hi§ father"
(p. 252). The modern soéiety is reflected in the reactions

of the sons, in the difficulty they have in recognizing the
mythic reality.,

Although it is primarily in Tom and Lydia that Lawren;e
examines the quest for wholeness as it operates at a precon-
scious level, the preconscious is a necessaryhphase of deve-
lopment in the subsequent protagonists. Each'q&estor must
follow the same path as those who have gone before. Let us
briefly examine the preconscious experience of Anna and Ursula
for. their similaritieé anq differences, and draw some conclu-
sions about the growth of mythic consciousness from onemgen-

eration to another in the novel.
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The Preconscious Anna

My purpose in discussing the preconscious experience of
each major protagonist is to discover their essential and uni-
versal hatures before‘these are altered and modified by critic-
al awareness. It is my coﬁtention that Lawrence foreshadows
the shape of the characters' conscious lives in the symbolism

§

of the preconscious phase. The preconscious phase is most
readily identifiable in the childhbod experienczé* f the
characters, as one would expect in the evolutionagﬁdevelop—
ment of the psyche. It is not easy to discuss the preconscious
Anna since, almost from the/beginning, Lawrence sﬁowé the oper-
ation in her of 'will' and{the impulse ﬁé clarify and express
her experiences, as we shaﬁl see short&y in more aetail. This
movement out of an unrefle;tive experience of life is part

of a healthy evolution of tﬁe psyche into differentiation.
Anna's early childhood refl%cts her least~egnscious experiences
and, since Lawrepce's désc;ibtion of’the child clariffes her
reiationship to the previous generation, a brief analysis of
this period wi;l help to define her role in the evolutional
process of the psyche.

One of the earliest introductions to Anna in the narrative
occurs during the courting scene discussed previously. Fore-
shadowed in this passage is Anna's subsqguent return to the
role of dominant mother goddess which we shall see in more

detail in Chapter Three of this paper. Consider the following

excerpt:
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‘The fair head with its wild, fierce hair was
drooping towards the fire-warmth which reflected
on the bright cheeks and clear skin of the child,
who seemed to be musing, almost like a grown-up
person . . . The child's hair gleamed like spun
glass, her face was illuminated till it seemed
like wax lit up from the inside . . . The little
girl was almost asleep. It was her will which
kept her eyes so wide. (p. 43)

In The Great Mother Erich Neumann distinguishes between

the light of the fire, which is associated with masculine
solar symbolism and the warmth: "female domination is sym-
bolized in its [the home's] center, the fireplace, the seat
of warmth and food preparétion, the 'hearth', which is also

31

the origihal altar' In the above passage Anna can be seen

moving towards the fire-warmth in an‘action which suggests
inevitability. "Drooping"ﬂis hardly a voluntary a;t;og, and
the movement can be interpreted as a éated one. This passage
operates to foreshadow Anna's destiny as a dominant‘mother
goddess figure.

Through its failure to distinguish Anna by nape, this
passage reflects Anna's essentially universal nature (in-
that, as Juné contends, we all have universal natures in
the period prior to individuation). She is "the child," and
not a particular individual. One aspect of the universality
which this passage describes 'is the mystery of the past

which Anna carries within her. The mystery with which she

is "illuminated” is the 'lost' or sublimated reality of the

3 The Great Mother, p. 284,
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feminine principle of being. Her- face is "like wax," remi-
niscent of the waxen dolls which are used in rites of magic
to effect a transference,'usuallp,of pain, from one person

to another.32 The image of illumination suggests that the

Q

transference is one of knowledge, as if the mysteries of the

dark past help light the way into the future. ————
The power of thelmatriaréhate is transformed through

Anna into something which is applicable to the modern patriar-

;)
cbal world. It was 'mentioned earlier that The Rainbow is an

.eXpression of Lawrence's vision of the rebirth of the lost

n33

"feminine impulse . In a letter to A. D. McLeod, 23 April

1913, Lawrence mentions the social renewal ﬁhat he envisions
ozcurring through a '"readjustment" of the relationship be-

tween men and women:

I do so break my heart over England when I read
The New Machiavelli. And I am so sure that only
through a readjustment between men and women, and
a making free and healthy of his sex, will she get
out of "her present atrophy . .

Sexual relations and social "atrophy" are closely re-

-lated in Lawrence's thinking. Part of Anna's contribution to

the "readjustment" is her ability to nurture her 'feminine’
impulse, the matriarchal heritage which she receives from

Lydia, into a new expression in the modern world. The core

32 J. G. Frazer, The Golden Bough, p. 713.
33

34 Cited in John Worthen, D. H. Lawrence and The Idea Of
The Novel (London: Macmillan Press, 1979), p. 49..

Heilbrun, p. 102.
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of Anna's béing is matriarchal, and this means far more thaﬁ
that she is her mother's child. Anna's attachment to her
mother is not due to Lydia's'motherly attributes, but rather
to the gualities Lydia possesses as the last contact with a "
once powerful matria;chate.

Also foreshadowed in the above passage is the opposition
which Anna later establishes towards the patriaréhal world.
Thew"wild, fierce hair" is an image of Medusé, the figure
which represents opposition to the patriarchal world since

she does battle with men. We shall see in Chapter Three of
this paper the effect of Anna's Medusa-self on her adult {ife.
Anna can only succeed in preserving her spiritual herit-
age by setting herself in opbosition.to thé all-consuming
patriarchy. This opposition is suggestéﬁ when, as a youn§
child, she appears to.bg afraid of losing her mother. She is
"curiously, incomprehensibly je€alous of her  mother" (p. 68},
without whom she is "alone again in terror"™ (p. 75). As sﬁe
grows older she seems to sense that the qualities of which
she is jealous are within herself; h%F efforts to protect
them manifest theMselve; as imperiousness, a tendency to
dominate others, and a resentful attitude towards the mascu-
line world. When she goes to town with Tom into the ''madness
of men" (p. 86) she is "very conscious of her derivation
gfrom her mother,. in the end, and of her alienation" (p. 87).

Anna's particuldr role in the novel is as a mediator

between the old and the new. "She représents the vital force

~
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of xhé feminine principle of being which is capable oﬁ medi -
’ating between the past and the future. She enters the narra-
tive in the\symboiic guise of the legendary Hbly'Child: "God
was her father and her mother" (p. 96). The relatipnship be-
tween Anna:and Lydia is reminiscent of the legendary-mythic '

theme of the-Holy Family in exile. They are rescued in true

o~

.leéendaty fashion by a joseph figure, the simple, rural Tom.\\\

The Holy Child imag%>is corntinued as Lydia and Tom suc-

ceééfully unite to fé;m a type of the Sacred Marriage: "Her

e\.a

father and her mother now met to the Span'o? the heavens,

and §Qe{jthe child, was free;to play in the space beneath,
betweenﬁ :;. 97). The image eof the "‘child sitting beneath and
. between the parents may’ be one of the earliest known images
of t@e divine Erinity,bpredating the non-female one of Chris-
tianity. It iS‘speé;fically reminiséent of a Mixtec painting,

135,

: ¢ s
’ngtzalcoatlLDescending the Ladder from Omeyocan . Law-

rence was attracted by the myth of Quetzalcoatl, as we know

frgm hisflater work, The Plumed Serpent. We have no evidence

that he Qés aware in any more than ‘a ‘general way of the myth
ét this earlier datej; ngnetheless;-he certainly may have
been aware that this gsa is believed Eo‘have been created by
the union of opposites. His parents are'worshippeé in prayer
as the nighp‘sk§ and éhe sun. When he ié manifésted as a

4

child, he is thg hope'of the world. As ﬁoly Child, he ‘

@

35 Joseph Cambell, The Mythié Image (Princeton, N.J.:
Princeton Univ. Press, 1974), p. 167. :

-~

.
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mediates between heaven and earth. Anna partakes of éhe mythic {
. ™ .

‘ >
purpose of the child-god. She is the product of the un‘yn of

opposites,‘ahd her special‘role is that of mediator between
the preconscious and the conscLous psychic debelopﬁenif She
contains within her the hope for the future. Unlike Quetzal-
coatl,, she will never become the future, but thenchildren she
p:oduces will, ° - ' o - S
As we examlne more closely her role as medlator, we see
that although at the 31mplest level she rgpresents the gener;
ation whlch 301ns the remote-end original" world (p..12) to
the modern one, she is also a v1tal part of the evolutlonal
psychic process. The characterlsttc which most*clearly separ-

ates Anna from the preceding generation is her critical nature.

The "musing" (p.. 43) which we saw in the courting Sctene shows

-that she has a neflective turn of mind that is quite different

n

from the vacant depre581on which her mother exhibits from
time to time. Her "musing" 1nd1ca€:§ that she belongs/to that
stage of mythlcal<consc1ousness which has an essentla;&y
eritical character, capable not just of immediate sensory

impression but of evaluation36. Anna has a quality which her

. parents lack: "her will." Jung defines 'will' as freedom of

/
choice that "owes its éxistence :to culture and moral edu-

»

catlon and is theqéfore largely lacking 1n the prlmltlve

"37q Moreover, Jung CQnsiders that "we can hardly

, \ ‘ : . ‘
-, 636 Ernst C3551}er, Mythical Thought, Vol. II.of The
Philosophy«of Symbolic Forms (London: Yale Univ. Press, 1966),
pp.  30-31. S

37 The Basic Writings of C. d}‘Junq, p. 285. . <\\

’
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v
conceive of will and freedom of choice without conscioﬁsness"ge. 2
‘ Sl%ce childhood Anna has shown'the ﬁromise of being abfe
’
- * to disoriminate aga@nst ghe vagueness‘of her parents..During
the ki:;hen sc¢ene ‘hhe.n Lydia ypegins “the low monotonous mur-

“

(e r

4 .
mur of 1/song in a foreign ian@uage" (p. 43) Anna. protests:

"'Don'tusing that stuff, mother, I don't want to hear if.'"
. N ' .
(p. 43) She is not protesgﬁng against the incantory power of

“the song as it appears to bring "a great burst of wind" (p!
ot . ’ : , ‘
, 43). She is protesting, rather, against its incoherency. She

-3 -

prefers to hear a stdiy, which 1is avmore structured and co-
herent unit than a song.‘The telling of phe story has\the

, same effect as the_song7."The wind blew, the story'begag,
/— , 13 B . '
the child nestled against the motmher™ (p. 43). Anna's content-

?ent'is indicative of hers desire” to structure her world in

comprehensive, diNferentiated realities. -

LA
, " Will's appearance in Anna's life indicates not only the

normal progression from childhood through courtship to marr-
iage, but.also a.psychological progression from -a reality
* t

which is "homogeneous and undifferentiated"37 to a reality

o

\
%

: N
-  which.includes analysis, criticism, and the facul?y of.dis-
N _ N

crimination. Mythical consciousness requires discrimination

“

- for its development, and the intrdduction of ,this faculty

: -

p

suggests that the youthful Anna is becoming progressively

more awgre of the individual elements which make up her

\‘ - 37 - . ‘ P N A;/ e R .
‘Cassirer, Mythical Thought, p. 31. . , ‘
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world. We are dealing here specifically with the precon-
scious and unreflective indications of consciousness. We

shall disduss 1in Chapter Three the growth of awareness in
1]

its more mature manifestation thﬂpughout‘the'marrlage"of

Anna and Will. .
. ' PN
Will's individual nature is subsumed to éome extent by

his function of representing a concept needed for Anna's

development. He is the 'will' whi¢h we saw keeping "her

<

eyes so wide" (p. 43). In this limited sense he 15 therefore
an extension of Anna. He functions as a stimulant to hg;
’critical.}aculty. An early example of this 1s the firsE’

church scene when Anna perceives that '"something strange

~

had entered her world, something entirely strangeaand un-

like what she knew" (p. 110). ‘ : Co Lo

-

v

3

She was curiously elated. She sat in a glowing -
world of unreality, very delightful. A brooding
light, like laughter, was 1n her eyes. She was
, aware of a strange influence entering into her, -
. ' which she enjoyed. It was a dark enriching in-
. fluence she had not knowh before. She did not- -
.. think of her cousin. But she was startled when
his hands moved. ,
She wished Qe would not say the .responses so
plainly. It diverted her from her vague enjoy-
mente ~(p. 110)

~ —

3

The critical laughter with which she reacts to his

.Singing 15vcleafly an indiecation of his ability to stimulate
‘ her awareness. Furthermore, deépite the fact that she:.per-

ceives the inffﬁence to be "unreality," it is nonetheless

thouéht and insight which have entered her world énd which

y o '
are imaged in the terms of illumination, "glowing" and "light"

‘ /-”
.
.t f .

¥
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It is in the cbrnfleld scene that Lawrence conveys through
the language of symbol the tension between being and knowing
which characterizes Anna's role as med:iator. Courtship 1s~
the final stage of the ritual of passage(from childhood to
adulthood, and in it we see the preconscious on the berge of
Eonsciousness. Lawrence has chosen to locate this crucial
and revealing psychic moment 1n a courtship scene because 1t
is an event which society - frém ancient r1te§ of passage to
ébnhsmporafy "coming qpt" dances - has recognized as a crucial
momeﬂf in personal dé&elopment and hence of social well being.
It is a moment which is both instinctive and rational.

This scene displays once more the style characteristic
of preconscious experxqﬁces; vagueness of outline, dreamlike
and unre;listlc clarity of detail, ;nd reiterated symbols of
polarity. Anna's mythic being 1s reyealed unmixed with her
own critical a&areness or analysis of her g1tuation. In her
relationship wath w;ll she 1s revealed as essent;ally diviéed
batween the. powerful masculine and-feminine forces. Her iden-
tification with her feminine self is ev%geht particularly in

the moon symbolism which permeates Fhis scene.

X

'Frazer mentions that the mygh of the corn-goddess which

is enacted in this scene is a version or type of the classic-

\

argstory of Pluto and Persephone. In Lawrence's rendering
of this myth he maintains the sense of stru®gle between the

L 3 v
underworld and the world of light. He alters the rolei/pf

the protagonists, however, so that there is some confusion o
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as to which role each character assumes. Will is clearly a
Pluto figure in his desire to ppssess Anna. She, on the other
hand, is full of darkness like divine being of the under-

world. In fact, 1t 1s Anna's do inant feminine self which

causes this role confusion. Shel|is not the subservient fem-

.inine Persephone figure who canibe possessed by the patriar-

b !
chal reality. In the following Rassgge we see the way in

which she subtly alters the traditional myth:
' | )

"Put yours down," she said.
"No, it's your turn.” His voice was twanging and
insistent.
‘ She. set her sheaves against the shock. He saw

her hands glisten among the spray of grain. And
he dropped his sheaves and he ttembled as he took
her in his arms. He had overtaken her, and it was
his privilege, to kiss her. She was sweet and fresh
with the night air, and sweet with the scent of
grain. And the whole rhythm of him beat into his
kisses, and still she was not quite overcome. He
wondered over the moonlight on her nose. All the

“ night in his arms, darkness and shine, he possessed
of 1t all! All the night for him now, to unfold, -to
venture within, all the mystery to be entered, all
the discovery to be made. (p. 124)

-

The placing of the last sheaf is clearly an issue of soma

importance, and the inclusion of this sort ®f detail shows

Q8
Lawrence's familiarity with rural customs and superstitions.

What is at stake here is the possession of the sg&ritVof the

4

corn-goddess, the Goddess of Plenty with whom Anna is associ-

L)

40 . .
ated by reason of her name ~. Frazer mentions several versions

of the myth as it appears in rural customs throughout the

A

|

[
40 Robert Graves, The White Goddess (London: Faber and

Faber, 1959), pp. 367-370. —

T
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wor1d41, The rite differs somewhat from culture to culture,
but everywhere it is a rite of fertility. According to the
rite, the last person to lay down the sheaves gains possess-

ion of the spirait of the Goddess. In Europeén customs this

was thought to augur a marriage for the lucky person within

the year. In the above passage, the person who is last clearly

has a certain 'privilege‘ in regards to kissing the human
corn-maiden (or corn—xing——fhere are no sexual distinctions
of any importance in this myth). The point in this passage,
of course, is that Anna 1s not to be overtaken, overcome,

or otherwise. possessed. Her 'spifit; is her owJ: "all the

‘moonlight upon her." Will cannot force her to be 1in accord

with Pis patriarchal myth 9f posséssion, for she has inherited
the 'darkness' and the 'mystery' of the older matriarchal |
éysteries. |

Wili is only slightly conscious of the modification to

!

: /
his myth. He realizes that she "was not gquite ‘overcome," and

yet she still appears to be his "all," his doorway to the

unknown. And indeed she is--but not in the way which he

J

expects’. Her name gives us a clue to her real nature. Robert

A]

Graves, in The White Goddess, relates in some detail the

poetic significance of the name Anna42. In Irish mythology

41

The Golden Bough, pp. 525-557.

42 Graves, p. 368. ' ;
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she is.the Danaan goddess Ana, who has two different charac-

ters: benevolent and malevolent. As the Goddess of Plenty

she was considered the leaéing person of the Fate Triniﬁy.
In British folklore she aépears as Black Annis, as wellkas
the earlier Danaan Goddess Anu, and is characterized by &er
action of devouring chiidren, whose skins she hung on an oak

to dry. We will seé in Chapter Three some of the ways in.

\

which Anna Brangwen fulfills the role of the Goddess Ana.:
. |

Lawrence has invited comparison with the courting sce&g
of Tom and Lydia. Will's determination to possess “all the

darkness within her" (p. 124) is an echo of Tom when he

>

crossed the symbolic threshold to repossess his 'lost'_femin—
ine aspect. Like Tom, Will believes that his relationship
QLQp,Anna will reconnect him wit# the submérged feminine
aspect. The simplistic reconnection implied in the metaphor

of marriage does not function in the world of developing
critical consiousness. The mating dance rhythm of the harvest-
ing clearly sugéests that Anna and Will are incapable of

spiritual fulfilment through marriage:

And always, she was gone before he came. As he came,
she drew away, as he drew away, she came. Were they
never to meet? Gradually a low, deep-sounding will
in him vibrated to her, tried to set her in accord,
tried to bring her gradually to him, to a meeting,

. till they should be together, till they should meet”™
as the sheaves that swished together. (p. 123)

4
-

The age old archetypal pattern of the mythic natural

meeting "as the sheaves that swished together" is prevented.

©

f
e
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We sense that something in Anna prevents the union. Will gues-
tions what this somethiné\might be:
Why was there always a space between them, why were
- they apart? Why, as she came up from under the moon,

would she halt and stand off from him? Why was he
held away from her? (p. 123)

©

The act of questioning‘his relationship witﬁ Anna is the -
beginning of a movement towards mythical consciocusness. Will
has become aware of the pattern because of the change 1n it.
nAnna is fulfilliné the archetypal feminine role of the 'door-
way ', comple}ing and complementing her{man so that he may .
achieve mor; in life, but she does not partake of this role
in quite the way one would expect. Instead of méeting with
him in togetherness it is clear from her preconscious refiect—

ion as mediator that she is dedicated to making each of them

capable of standing alone as individuals.

The Preconscious Ursula

Unlike Anna whose critical faculty erupts from her non-
mental existence, Ursula's early life is characterized by
the golarity which exists between the non-mental and the
critical faculty. Her preconscious phase is unnaturally
reflective and expresses Lawrence's view of the pressures
on the developing psyche imppsed by the fast—paéed modern
world. A tension exists not only between the psychological

spheres of consciousness and non-consciousness, but also

between the old and the new, the matriarchal and the

>
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patriarchal mythic realities. The old matriarchal conpection
is represented by Ursula's grandmother; t‘:he modern world and
its pressures are represented by her father. Ursula must come
to terms with the polarity bét-ween the forces which-inform
her life before she can be free to p&rsue her ocwn quest for

~

the new. {
o

Ursula's unthinking and unreflective connection with the
natural cycle of life is first shown when she is with hezl’
grandmother. Lawrence is representing the childhood norm
when he writes that her sisters were '"one with the flowers
and insects and playthings" (p. 221). Ursula becomes "as’if
she were a flower" when‘s‘he is in the '"peace of the grand-
mother's bedroom" (p. 254). This suggests that her relation-
ship with her grandmother is the normal and natural one for
her. Her experience is that of the wvague participatibn a'nd
legend-like reality that mark the preconscious life: "The
child's ‘heart beat fast as she listgned to these things. She
could not understand, but she seemed to feel far-off things".
(p. 260). Ursula is a Persephone figure in this early life,
"a flower" who lives life protected in the shelter of the
mother goddess.

Like her mother before her, Ursula is the heir apparent
to the matriarchal mysteries. Within the realm of this feminine »
inheritance she has hé'r nlatural and prec?nscious existence: .
"The little girl and the musing, fragile woman of sixty
seemed to understand the same language" (p. 254). The mystéries

S

‘ '
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are passed on to her’in the hush of the bedroom, indicating
that they touch upon the profoundest nature of her feminine
baing: "Till the grandmother's sayings and stories, told in
the complete hush of the Marsh bedroom, accumulated with
mystic significance, and became a sort of Bible to the child"
(p. 260). Indeed, she bears the sacred name of the 'Guardian
Queen' (oﬁros, 'a guardian’'). According to .Robert Graves she

is an extension of the Earth Goddess 'Ur-2Ana', 'ur' meaning

3

'earth'4 . Clearly, she is her mother's daughter, and her

essential self is characterized by her feminine and earthly
connection. y ‘ ‘

By contrast, her relationship with her father is strained
and unnatural. She is awoken from the "transient unconscious-
ness of childhood" by her father '"clasping her to his bocdy
for love and fulfillment, asking as a magnet must always ask.
From her the response had struggled dimly, vaguely into being"
{p. 221). Will takes possession of the baby Ursula and clasps
her to him as he could never clasp her mother.

"Will's attempt to claim.the child is a possessive act
of patriarchal domiﬁance. It results from the struggle for
power between the matriarchy and the patriarchy, and repeats
the history of consciousness as‘ réflected in myth. According

to Neumann, the ability to reproduce oneself, and to produce

a male, is the ultimate expression of feminine creative

43 Graves, p. 369.
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o

power44. The desire to produce a son (one's opposite) is an
attribute of the m?ths of transition from a hatriarchal to
a patriarchal centre of power. Anna's desire for‘; son sym-
bolizes her attempt to give birth psychologically to her
feminine aspect (by reproducing herself) in a form which can
contend with the dominant patriarchal reality. Ursula does
in fact become the heroic protagonist, for reasons which we
shall examine in éhapter Four.

Anna's disappontﬁent at giving birth to a daughter
begiAS Will's attempt to recreate mythic history: "It was
a girl. The second of silence on her face when they said so
shéwed him she was disappoinfed. And a great blazing passion
offresentment and protest sprang up in his heart. In that
moment he claimed the child" (p. 192). Will is admigting
the failure of his patriarchal domination--and through

giving birth to Ursulaeas a person he is expressing his

‘creative power. His action is the mirror-image of the

mother in a patriarchal society and it is a compensatory
power.
‘The act éf 'claiming' or seizing the girl;child establisheg
Will as a Pluto figure, dragging the "flower,'" Persephone,
into his world. As in the classical myth, Will snatches the

child away from her matriarchal roots. Unlike the myth, how-

ever, he takes her into the light of consciousness rather

44 The Great Mother, pp. 309-312.

@
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than into the‘darkness of not knowing: '"Her father was the
dawn wherein her consciousness woke up" {(p. 221). Nonetheless,
it is a subjugation of the feminine in order to verify his
own existence: "As the newly-opened, ﬁewly-dawned eyes looked
a; him, he wanted them to perceive him, to recognize him.
Then he was verified" (p. 215).

' Unlike Anna, who was set‘in opposition to the masculine
laomination'from early childhood onwards, Ursula embrace§ tﬁe
patriarchal reality.'Will succeeds in becoming a god figure |
to his daughter. In her child's mind, the fact that he
"coﬁpelled her with his strength ;nd.decisiona He was all-
powerful, the tower of strength" (p..215$ enaows him with
~ the stature of é’god. Ernst Cassirer points out that "it
is through the figure of his gods that man first finds . . .
self-consciousness. Through the medium of his intuition of
god he succeeds in detaching himéelf as an active subject"45.
Will becomes Ursula's first god, and he mediaﬁes her early
passage from being to knowing, from primitive consciousness
to an arficulation of being which recognizes the opposition
batween an 'inner' and an 'outer' world.

The struggle between the masculine and the feminine which
occufs so early in Ursula's life results in her becoming

aware of her own essential separateness of being very early

in her development. Instead of participating "thoughtlessly"

45 Mythical Thought, p. 211. °
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ip myth, she is aware pf it as a story. Her experience is
therefore simiquifo that of the earlier Brangwenhwomen who
li;ed vicariously the epic of Cossethay. Unlike them, however,
Ursula is aware that the stories have some vital connection
- with her iife. We sée this when Lydia is relatiné her stories
~to the‘li£tle girl: "Ursula immediately imagined herself in
this story-land" (p. 255). Later, when the adolescent Ursula
is t;ying to sort out in her miﬁd her rolé'in the patriarchal
world yhibh she perceives to be around her, she imagines he;'
role in a féirytale world: "she would remain the lonely maid
high up and isolated ip the tower, polishing the terrible
shield, weaving it a covering with a true devicé, and waiting,
Qaiting, always remoté and high" (p. 265). The story which
informs her life continues to be masculine-dominated, like
that of the earlier Brangwen Qomen. Ursula, however, is
éapagle of fecégnizing it as such} and we sensé her growing
realizatioﬁ of the inabil¥ty 6f the.patriarchal sFory to
reflect her reality. :

Although Will successfully repeats mythic history and
'asserts the domlnance of the patriarchy, he cannot prevent
her from realizing the inadequacy of the patriarchal world.
He; realization of herself as essentially feminine and "remote"
‘froﬁ the masculine realm causes her to perceive the inadeguacy.
Thué in her child'é‘miqd\her father Fhe King sooﬁ comes to

be seen as the failing King. This becomes clear in the swing-

boat scene and the swimming scene. Both scenes involve ‘a

Sy
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series of plunges and ‘ascents, each more daring than the

_last. In both scenes her'lifé.is’eﬁtireIY*ﬁp his hands, and

o

instead'of protecting her he xrisks possible death not only .
)
for himself but for her as %éll.

In the following passage from the swimming scene Will

’

clearlylpﬁshes the experience to its limits and risks death:

.> .+ . he would leap with *her from the bridge, dar-
ingly, almost wickedly. Till at length, as he -
leapt, once, she dropped forward on to his® head
and nearly.broke.his neck, so that they fell into
the water in a heap, and fought for a few’'moments
with death. He saved her, and sat on the bark,
quivering. But his-eyes were full of the blackness
. of death, it was as if death had cut between their
two lives, and separated them. (p. 226)
. .

S

"He enco&rages Ursula to leap 1nto the unknown, and .she

does SO’ because she trusts "hlS strohg movement under her,

o

a.so strong, ‘as if it would uphold all the world" (p. 225).

She trusts that "he w1ll keep heﬂasafe, and he betrays this

-

trust.

N RS

In the swingboat scene lt is obwvious  that he takes thlS

L

"rlsk know1ngly. The 1mage of the swingboat "rushing through

the air" (p. 226)’15 as extreme as the plunge into the waEer. '

Once again, the scene is developed as a series of descents
and ascents: "The boat swung far up, then down like a stone,

only to be caught sickeningly up again" (p. 226). He pushes

‘the adventure to its limit: "The Jjerk at’ the top had almost

shaken them both out. He had done what he could" (p. 226).

These scenes exemplify the cruel, insensitive imposition
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of patriarchal péwer and shows with what.increasing sense L
L nereasing sen

"of urgency. the modern wbrldédesires a reconnection with the -

lost femlnlne aspect. The’ growth qf\the chlld”s consciousness
s \ ’

bacomes paradoxlcally a subjugation to her father,'s demands,

-5as,the dizzying descents of their rlsk-taklng experiences

" show. | i' ; o ‘i

b ] . \ .
Their relationship g}adually takgs on aspects of the Tythlc

marriage of death as Will demands Her sdbjugation to his 'will‘.

He lmposes ‘himself on hlS young daughter in a fotm of psycho-.

oy, i - ’

)
‘loglcal rape, an attack which she percelves as footprints «won

_The child was infinitely more shdcked.'Herlvqlherable littl

-

' her‘%dored‘father was part of this malevolence. And very

herf:bplz "It had'shocked him in his\intent world to see the

aié—zagging lines oﬁldeep little foot-prints across his worjk.

.

soul was flayed and trampled Why'were the foot-prints thereé?
(p 223) Ursula gradually becomes aware that WllL takes no
notlce of ‘her /feelings, of that part of her which 1s 1nd1v1d—~

ual and ‘'sensitive--indeed, her feminime aspect His imafe

changes from that of the Good Father to that of the Terr Hle
e/ .

Father, and he is percelved as an impersonal 1nvader° ”So

that was against Her. And very early, she learned that:even

< o A

early she Learned to harden her soul in resistance" (p. 224).
‘ Y

Her de0151on to identify herself with her matrlarchal llneage

resu;%s*from the inadequacy ofsthe patriarchal world,. as

refiecﬁed by hér father, to encourage her individuation: "As

¥

"very soon, she came to belleqe in' the outward malévolence ’ \\
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.lishes -the connection between ;he'generations:

a ! A
77 .

the child watched{him, for the first time in her life a
distllusion came ové; her, something cold and isolating. She
went over to her mother" (p. ?26). i\\””/q’
The lesson of malevoient\patriatéhal domination which
. PR ‘

Ursula learns at her father's knee profoundly influences her

,

. /
social relations as she is maturifig. While her experiences

¢ N . - -
superficially parallel those of her ancestors,’they are at
. B -

-

“the same time informed by her early awareness of the threat {///fd
~ . . .
v

posed to hér feminine self by the dominant patriarchy. She
. “*

still consciously wgﬁts]a male-ruler-lover, attributiné this

. role first to Christ: "She.wanted Jesus to lover her delicious-

ly, to take her sensuous offerlng, ;o give her sensuous res-
ponse’ . f’. And all the tlme she knew underneath that she Ty
was playing ﬁalse, acceptlng the passion of Jesus for her .
own physical satlsfactlou“\(pp 287-288) ;°.ghe then elevates

y
of him at once for her dreams. Here was one such as those

Skrebensky to.an exaﬂted and goqiilke role: "She %ald hold
H

Sons %f God who saw the daughters of men that they were- fa1r »
(p. 297). Her d15111u51onment with Skrebensky comes only

gradually,  and is evidenced at first only by Lawrence's -

. ' . / ‘ ! .
gepiction of their relationsh%p as a Mle reflectio%*of those
of former Branﬁ@ens.lln the following passage Lawrence estab-

Hesitating, they continued to walk on, quivering
like shadows- under the ashtrees of the hill, where

o her grandﬂ’ther had walked’ with his daffodils to
: make his proposal, and where her mother had gone |,

3
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with her young husband, walking close upon him as
Ursula was now walking with Skrebensky. (. 300)

»

Ursula and Skrebensky are ”like shadows" 1n comparison

. . 4 . ) '
because they have 1dst the mythic connection which made ‘the
experience so transformative for/her gréndparents and a mo-
ment of profound connection and gréwth even for her parents.

Their couftship, like that‘of Anﬂa and Will, is nonetheless

a moment when the psyche can be seen, to balance between the

.

V3

preconscious and the conscious 11fe.$Ursula awaits Skreben-

1

i
i

sky's kiss "like the Sleeping Beauty 'in the story" (p. 297),

’

hoping, expecting Skrebensky to have the power to awaken her
into the world.‘He is inadequate to the task, however, being

able only to awaken her to "voluptuous delight" (p. 297).
. ' ' ,
Unlike Anna and;Will, who established their essential

separateness in spite or perhaps because of their union,

Ursula andlskrebensky's courtship reflects tﬁe difficulty of
ﬁnion because of the extrehme Separation of the mas%uline—
feminine, patriarchal-matriarchal realities in the modern
world. Skrebendky brings Ur;ula "a strong sense of the outer
world" (p. 290) in a manner comparable to Lydi;'s foreign-
ness, but at the same time he appears "irrevocable in his
isolation" {p.“292). He brings a sense of the world as un-
creé;ed, undifferentiated: "a sense of the-vast world, a
sense of tﬁe’distaﬁce; and large masses of humanity" (p.
293). The mythic imégdiacy which wouldxconnect the indivi-

dual to the "vast world" is entirfely lacking, and thus

the sense of isolation dominates. Lawrence is suggesging
, .
- \

3
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that the modern problem of alienation 1s due in part to this
loss of mythic immediacy.
The strengths of the preconscious that Ursula carries

. @
are a reflection of the profound femaleness which underlies

this daughter of the patriarchy. She is the character who

most completely embodies Lawrence's notion that 'the goal of .

the female impulse 1is the announcement of 1infinite one-
ness"46. From' this profoundly feminine.self she derives her
capaeity to walt—-a'kind of p;econsc1ous cunning that pa-
tiently résists subjuéation to the patriarchal reafity. She
is unwilling to accept dualistic living and longs for whole- .
ness--a longing which is not fulfilled by the males in her
life with whom, as with Skrebensky, she discovers not holis-
tic union but mere sensation. A
In the %éllowing passage from the stackyard scene Ur-
sula openslhérself unselfconsciously to her preconscious
and female aspect. Skrebensﬁy moves to subjugate her and, in
effect, to keep her in darkness about her éwn strengths. This
scene contrasts with the courtsh%?s of the pfevipus genera-ﬁa
tions in that the desire for consciousness of mythic being,
so_evident in both Tom @nd wWill, ig absgnt in Skrebenshx; He
does not desire to interact with the feminine excfpt in terms
of physical sensation, sitting "inert %eside her" (p. 320).

. y -

- . F:

46 "study of Thomas Hardy" in Phoenix, p. :457.

r

i
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She wanted the moon to fill in fo her, she wanted

B more, more communign with the moon, consummation.®
But Skrebensky put his arm round her and led her
away. He put a big, dark cloak round her, and sat
holding’ heryhand, whilst the moonlight streamed
above the ggowing fires.

She was not there. Patiently she’sat, under the
cloak, with Skrebensky holding her hand. But her
naked self was away there beating upon the moon-
light, dashing the moonlight with her breasts and

, her knees, in meeting, in communion.

. - . 'Don't you like me to-night?' said his low
voice, the voice of the shadow over her shoulder. -
She clenched her hands in the dewy brilliance of
the moon, as if she were mad. (p. 319)

Through the action ob covering her with his cloak, Skreben-

sky becomes a Pluto figure, pulling Persephone away from the

J ’

llght or the knowledge of her’ femlnlne self. Skrebensky as-
'Pluto is symbolically denying Ursula access to h@r splrltuai

self. As he questions her, "'Don't you like me to-night?''-

he is actually asking her to define her being in terms of
“ . .

himself rather than in terms of her own nature. Skrebensky

illustrates?in this passage the danger posed by the dominant

v T 4

patriQFchal Eeality which insists on subsuming the feminine

¢ ..

aspect of being
Faced with the split of flesh and spirit, a cosmos with
the feminine aspect subsumed, and the men inadequate to the

task of conveying "her static being into 9ovement"47, it is

»

not serprising that Ursula must become Jg far as iscpossibie

her own physician, priest, and saviour--a procéss which we

(

shall trace when we examine her as female alchemist in Chapter

»

Four of this paper.

47 . :
‘ Lawrence, "Study of Thomas Hardy" in Phoenix,ip. 444.
- " ) Ay
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Chapter 3
}‘

- . The Symbolism of Growing Awareness

A

—

Changing Relationships

-

The second generétion, Anna and Will, rgpnesents thaf

phase of<growing mythical consciousness which attempts to

confront the problem of the role of the individual in the

mythic dimension of being. In moving out of the "sphere of

LR . 1 . .
mythical immediacy," as Cassirer terms the pfeconscious,

-

the characters are concerned with achieving some sense of
themselves not as insignificant beings in the grip of power-

fﬁl mythical forces, aé Tom perceived himself to be, but as

»

beings of some consequence and power, capable of managing

their own lives through their awareness_of their mythic life.
The proéess of becoming awafe of mythié identity, angd of re-

conciling gpis identity w}tﬁ the imbalance and role distort-

ion evident.in modern jﬁiiety, is examined by Lawrence in the
story of the second generqtionkof Brangwens.

i
The central 'metaphor of this phase is marriage--not as a

2
L

social or legal institution, but as an attempt to regain a
"feeling of consonance with the cosmos,"2~as well as to carry

this consonance into the sphere of human activity. The m&rriage

*between'Anna and Will does not function in the same way as

.
-.:3 J

T Mythical Thougq

"Hierogamy versus Wedlock: Types of
heir Relationship to Genres of Prose
d6l. 91, No. 5 (Octobexr 1976), p. 910.

2 Evelyn j\
Marriage Plots 3
Fiction" in PML{

. ' /
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could the marr;age between Tom and Lydia. As a means for the
confrontation of an 'other' its g&égctiveness is prevented,
as was shown in the gnalysf% Sféégé cornfieldféﬁgggi_ééggglxﬁ
due -to Anna's assegtion of her most profoundly individual
self. Neither does it function as a'bridge between the earthly
and the divine;-rather, as in the honeymoon scene; theré is
an obviousyﬂisharmony.between the transcendent aspeét of the
marriage a?ﬁ its existence‘in daily human activity.

The Aarrative suggests quite early in'the relationship
between Anna and Will both the problem and the solution, for

the cosmos which is 'out of joint'. Imaged in the cowrting

scene is. Will's realization of the need for the patriarchal

‘'world to reposses! its feminine aspect; similarly, Anna's |

14

aaFertion of her most profound feminine aspect is in response

to the imbéiance of the modern world. As von Franz reminds

-

us, in the Judaeo-Christian tradition of worship "the feminine
aspect of the Godhe;d is not properly represented"3. Iélis
nonetheless an aspect the importance of which the charaé@ers
of the second generation become aware.

The characters' growing awareness of the inadeguacy of
their marriaéé rgflects ﬁpon the society and the Judaeo-
Christian religious institution which promoted to them the

sacramental concept of marriage. Anna and Will, each in their

different ways, exhibit their realization of the profound

3 Alchemy (Téronto: Inner City, 1980), p. 212t

+

.
’ )
.
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separation thch exists bétween self and ;ther,‘masculine

;Bd feminine, spiritﬁal and material. Each attempts to iden-
tify with one'or another’aspéct of this differentiated reality:
Anna as Magna Mater and Will as patriarch; Anna as Earth
Mother and Will as transcendent spirit. Paradoxically, the
realization of differentiatidn brings a growing desire to
recognize some unity and stru?ture, some mytﬁic reality,

underlying their torn and divided world.

N

The Eros-principle

‘ .
The paradigm for the relationship between Anna and Will

is the myth of Eros and Psyche, not only because of its similar-

ity to the narrative but also because the relationship between

Anna and Will. is clarified through an understanding of the

differences. In Neumann's commentary on this myth he broad}y

interpr;ts the relationship between Eros (love) and Psychg

fspi;it) as indicating that spirit. is unfulfilled in mortal

man without love. Eros is that which connects the parts of

the universe, sténding between man and God, mortal ané divine,

interpreting one Ep the othfr.4 Thé mortal whooattempts to

operate without the Eros-principle perceives the universe as

a confusion of unrelated aspects. All attempts to connect

with the divihe except through Eros fail. This geans, in fact,

Y
¢ ¢ L
that the individual's role in the mythic dimépsi;;\gg\being

<t

4 Cassirer, Mythical Thought, p. 251.
‘ ® -

-
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is perceived only thréugh love--a specific relatedness to the
ghiverse. The Eros-principle,. then, is the missing link which
Anna and Wil} need to discover in order to unifz their universe:-
Mgdern psychoanaljsié’recognizeslthe need for a mediating
element between the conscious and the unconscious elements

of the mind; the Gnostics similarly recognized the need for

a mediator, and they identified this element as 'passion'.

- The Eros-principle is this mediating passion.
\ ,

[y

Lawrence's employment of the' archetypal situations found
in the mygh of Eros and Psyche transcends stereotyping. We’
cannot simply deduce that Anna 'is' Ps;che and Will 'is' Eros.
Rathéf, we have a stroqé sen§e‘of each being the transformative
agent of the other. When’thekpromise of full spiritjél relation-
a

ship is not realized betweeﬁ them it is due to the ct that
) ’ ’ A

they succeed only partially in recognizing and ‘embodying the ’
Eros-principle in their lives.

. ‘ , »

The tale of Eros and Psyche is essentially that of a

/ ’ . '

k‘:55)1\11, "a slave to matter . . . arising to a new and more
“ 4

poﬁerful existence, péssing from Aphrodisian to Psychic 1ife".S
%puleiﬁsf tale;is generally récognized as that of a personal

experience of religious initiation at a time when masculine

4

o~ patriarchal ideology was struggling "against the domination

3 . .
of the archetype of the Great Mother"s. Lawrence's employment

5 v

‘\ J.J. Bachofen, 'Versuch uber die Grabersymbolik der.
Allen" (1954), cited in Neumann, Amor and Psyche, p. 147.

5 Neumann, Amor and P§¥che,'p. 160.
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of the myth of Eros and Psyéhe differs from Apuleuius' in

that the cultural content is reversed--the Great Mother is
. struggling against the domination of the masculine patriar-

chal ideology in the modern world. In their discussion of

the myth as it informs Women in Love, Hinz and Teunissen con-

' tend that Lawrence is addressing the question of whether the
modern woman differs in essentials from women ‘of the past.
fhey argue that Lawrence establishes the "mythic precedent"7

for the actions of his characters, cqnclud?ng that modern

Qoman does not differ. This argument is quite sound, but itu

does nqt take the issue far enough. Modern woman may not dif-

fer, but the value of the feminine aspect is no longer held
in the same esteem, to the detriment of both men and women
and thus of society.

In Apuleius' tale the importance of the feminine aspect
is maintained even after Aphrodite, the "4lave to matter,"

is transformed into the higher form of being which is Psyche

.in conjunction with Eros. The Rainbow develops the premise”

s/

- that the importance of the feminine aspect has not been
maintained in the modern world, but must be reestablished be-
fore a healthy Psyche-Eros conjunction can be effected.

We know that by the time Lawrence came to write Apoca-

lypse (1929) he was familiar with The Golden AssB. He may

; 7 Evelyn Hinz and John Teunissen, "Women in Love and the
Myth of Eros and Psyche'" in D. H. Lawrence: The Man Who Lived,
ed. Robert B. Partlow Jr. and Harry T. Moore (Carbondale,
Ill.: Southern Illinois Univ. Press, 1980), p. 280.

8 Burweli, p. 110. _ h
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well have become acgquainted with the myth~much earlier than
Fhis during the éoursé of his edqcatién. Nonetheless, as Hinz
and Teunissen.point out, tpe mythic elements of the story
invariably manifest themselves becaqse Lawrence was concerned
with "dramatizing the very éxperienée articulated in the

”9. Let us review this story briefly.

story of Eros and Psyche
A jealous Aphrodite commands her son Eros to manipulate
the downfall of Psyche, the woman whose "higher'" beauty was
stealing the Qorshippers away from the divine Aphrdédite's
temple. Meanwhile, Psyche's fathe;, fearing that E&e worship
of her.beauty will make her unmarriageable, plays into Aphro-
dite's hands by forcing his daughter to submit to marriage-
with a non-mortal, a loathsome dragon. Eros, having fallen
in love with Psyche, takes the beast's place in the marriage.
‘However, to disguise his identity, and to keep the union a’
secret from his jealous mother, he demands that Psyche never
try to see hié fac?, under pain of losing him.

)

The developing tale is similar to the ancient foiktale
) )

of the Beauty and the Beast. Psyche is goaded by her sisters
into mistrust of her surprisingly pleasant marriaée to the
Beast, and she isApersuaded by them to kill her beast-husband.
She prepares to do the deed; however, as she holds the lantern

over -his sleeping form she sees that he is not a beast but

the god Eros. Accidently toucﬁing the tip of one of His arrows,
.

? Hinz and Teunissen, p. 209.
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she falls in love with love. At the same time, a drop oflhot
- 0il spills from the lantern and burns Eros, awakening him.
Realizing himself betrayed, his commands disobeyed and hi;
secret revealed, Eros flies.from Psyche and returns to tﬁe
palace of his mother, Aphfoaite. He is severely wounded by
the burn, however, and'lies near death for many days.

The tale éroceeds to relate Psyche's revenge on her
sisters-(by causing ﬁhefr deaths), her appeal for shelter
from goddesses who neither betray:her to Aphrodite nor help
her in her confrontation.

Aphrodite gives Psyche four tasks t5 perform in order‘
to prove her worth. The final task invqlves a descent into
Hades to return with Perséphohe's gift of divine beauty.
Psyche circumvents the perils of descent into the underworld
and returns safelyxéo the e;rth.VOnce on home giound, however,
she decides not to give the divipe gift to Aphrodite;‘but to
keep it for herself. She hopes to win back Eros' love for
her. Wheq she opens the box she discovers it is filled not
with’be;EEy, but with hellish sleep. S?e fa}ls into a death-
like sleep. Eros, ungble to endpre her absence, rises from
his sickhed and flies to her sidg; He awakens he;, and there-
affer she is openly accepted as his wife, and is raised to
the divine status of goddess.

It is a long tale of which I have included mainly those
deﬁéils which shed light upon the relationship between Anna

and Will. At the beginning of the tale it is clear that the

i
\\

-



‘~manipulative power rests with the mother goddess, Aph#od;te.
,éhe is éppea§ediand cajoled through sacrifice,.and Her
commands are obeyed without question. ;he transfo£mati§n
beglns with the 1n1t1al deflance of Aphrodlte s command-—a
deflance which comes not from Psyche, who submlts to her‘
fdte in her. marrlage to the beast but from the 1mmature

. Eros who transfers hls.love from his mother to Psyche. This

'prima;y,ﬁranéference‘gf affectiqn-is2effected in the second

generation 6f Braﬁgwens only halfwéy'phrough their spory.

Much of the narfative is concerned with a reidentification

.with the archetyée of the powerful mothér goddess and Aphro-

.dite figure, achieved-oniy through separation from and in
defiaqceoof Fbe‘dominant patriarchal rgality. Let us‘egamine

the ways in which Anna revitalizes the power of the feminine

in her life, and the effect this has on Will. . -

The Great Mother: Dancer, Medusa;, and Seat of Life

)

The Transformation of the Dance

s
¢
.

In her role As mediator between the existing patriarchy
and the world of the future, Anna %s concerned with redefinihg
the importance of %he’feminine aspegt—of being. She begins
this rede}initibn b&”transforming herself into Aphrodite,
‘thereby returning tq an earlier concept of matriarchal power.

The mythic process through which Anna redefines herself iq’

relation to her<husband and thg existing social structure is’
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evident in the following passage. Ahna is seeking a sense of

[

personal péwer and accomplishments ’
“ . s , ? .

And_ she liftkd her hands and danced -agdin, to
. annul him, the light glanced on her' knees as she
made her slow, fine movements down the far side
of the room, across the firelight.-He stood away
‘ near the door in blackness of shadow, watchipng,
. " transfixed. And with slow,, heavy movements she
swayed backwards and forwards, like a full ear
of corn, pale in the ‘dusky afternoon, threading .
before the firelight, dancing his non-existence,
dancing herself to the lLiord, to exultation.
He watched, and his soul burned in him. He ;//'
/.

> turned aside, he could not look, it hurt his eves.
: Her fine limbs lifted and llfted her hair was
sticking out all fierce, and her belly, blg,
strangey, terrifying, uplifted to the LorA.
-~ face was rapt and beautiful, she danced, exu tlng
befqre'her Lord, .and knew no man. (p. 184)

"3

L

.- The dance symBolizes Anna's mythic transformation from
i g ]
a huﬁanyto a divine form. Through the imitative power of

dance, the dancer takes on the characteristics'of’the'tﬁing

* being imitated. Dance is an act of self- reallzatlon, enabling

. the dancer to express aspects qf herself never before concept-
¢ ~
uailzed It is a means of transformlng "man ldio god. n10

Dancing is man's way of joining the mortal with the divine |,

since it is a creative act, and as such "man himself turns . \\

creator in doing what the gods'do."11 ‘o
Anna's act, unlike that of Psyche, originates from the,

perspective of a patriarchal reality. She is dancing before -
. o . .

10 Maria-Gabriele Wosien, Sacred Dance (London: Thames
and Hudson, 1974), p. 13.

11 Wosien, p. 9. T ;

/
ELY
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"her Lord, "«a masculin€. deity  However, she is in the process 4

of modlfylng her refatLOQ§h1p ﬁo her Lord and to her husband.
She uses the dance as a form ¥ homeopathlc magic, and hér
flfst act of sorcery 1s to annulf her husband. This act

'
\

78 .more than a rejection o¢f him: lt\ls a statement that their

-

marriage never took place. In its place, Anna/dances "herself

’

to the Lord," and establishes a sacred marrlage, seen in 3.

mythology as the marriage between a mortal and a divine / v

being. Hierogamous marriage is common in the later matriarchal

mysteries, stich as the Eieusinian mysterﬂes. The marriage“

between Eros and Psyche is an hierogamous one in which a
\ %

mortal female is wed to a divine male. Anna is .making a psycho-

logical connection with a pre-Judaeo-Christian form of worship

by means of her sacred marriage. Her self-deification shows

o

her growing awareness of her feminine power, expressed both
through the biological action of her pregnancy and through

her psychological connection with a time when the feminine

N f

aspect of Godhead was recognized. Thus, while parallelin§
-

the pregnant vi;gin Mary's Magﬁiﬁicat, Anna rejeéis her
sub%issive humility. The mother of Mary -was "Anna". This
name 1is tradit@onally associated with a pre—Judaeo—Christlan
form of the mother goddess, as was pointed out earlier.‘

‘ This scene ig an excellent example of the importance of
myth in Lawrence's art. Charles L. Ross relates how, dufing
the writing of The Rainbow, Lawrence succumbéd:to pressure

[}

from his publisher, Methuen. He was advised to;dilute‘ihe

et
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the dancing scene sd as to be "less shocking or blasphemous \
. '« s in.the ejzs of the Edwardian reading public."12 In the

manuscript version Anna dances to the "Lord,*to the unseen.

nl3

Lover whose name was unutterable. This line was changed
‘ ‘

to: "Unseen, to the unseen Creator who had chosen her, to

.

whom she belonged" (p. 183). Lawrence removed the overt andl
pdtentially blasphemous suggestion of the Lord as lover with-
out affecting the basic concept o? the hierogamous marriage. .
'$he word 'Creator' is less égtiiarchal thaérthe word 'Lord'
" and suggests a non-Christian form of worship. This word
‘suggests the return to an earlier time when the importance
of the feminine was recognized, as described in the rest ™
&6f the scene. In this way, myth enabled Lawrence to remain
tgue to his‘art and his inspiration while satisfying, at .
least superficially, the demands of his publisher.
‘In the earliest known conception, the female was dei-
figd as a mother goddess whose sphere of influence was so
5road that ‘nothing coyld be generated, thrive, or die with-
out her influence. Anna's return to the more primitive ma-
triarchal worshyp indicates her growiilhg awareness of herself

as a female and an individual. She is returning, psychologi-

cally, to a perception of the female with power and influence.

12 The Composition of The Rainbow and Women in Love: A
History (Charlottesville, Virginia: Univ. of Virginia Press,
1979), p. 46. N

13 '

Ross, p. 45. . .
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. ( | .
) In, order to do this, Anna virtgié&y has to obliterate her o
‘ . . [ 1 N
husband. Ske differs frofn Psyche, therefopre, in that her dei- '

fication results from her own power, and not because she is.
. 3

loved by a god. It can only be a partial or illusory deifi-

cation, however, since the transformation is effected with-

(
~out Eros. As we shall see, she shall have to undepgo yet

apbther transformation to become the higher being which is

'Psyche’'. At this point, however, we see her associated

A
with the archetypal mother goddess who, in a very early

periSd, was depicted as a virgin with an ear of grain.14

She sways like "a full ear of corn." she transforms herself
through her nullification of her husband into the childbear-
‘ing virgin. This figure is suggestive of the time before

the rise of agriculture and the domestication of animals

: \
when the role of the masculine in the generative process was
unknown--og at least unacknowledged. ¢

This passage clearly echoes Tom and Lydia's courting : ('

i

scene, previously diécussed. Will,/like Tom, is standing in
the dark shadow looking into Ehe light of the dominant fem-
inine aspect. We are reminded of the child Anna's 'Medusa’
head which drooped toward the fire-warmth in the earlier-
scene. Anna is fulfilling the promise of the-earlier scene
in her transformation in this passage. |

The reference to grain is a reminder of the courtship

/, B
in the cornfield, previously discussed. Julian Moynahan says
} ' 4+
-~ 14 yeumann, The Great Mother, p. 317.
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L 3
that the characters in the cprhfield scene are "seized upon
. . ' a o .
by "the Site Force," and that, "whatever happy meaning we

choose to readufrom*this scené, it is not one that ig, cop-
y ! °

tinuously supported and amplified by later developments in

the careers o?»the two characters . . . Will and Anna fail

to live up to the inhuman selves they expose in this scene."15

. ’ !
] I contend, on the contrary, that the earlier cornfield
scepe was a harbinger of things to come and that there is an

obvious consistency offysymbolism and behaviour in the narra

tive. The dance-like movements of the two lovers. in the corn-

-fiel@ are repeated in Anna's dancing. The fertility symbol of

the grain is repeated in thée later scene. The visual aspect of

the opposition of light and dark is evidént in both the corn-
field and the dancing scenes. In the latter, she is imaged in

the glow of the firelight and.,he is in the darkness of shadow.

a

It is not merely a repetition of the symbols, but an amplifi-
]

o

cation of their earlier significénce. The focus of the
symbols, however, has shifted from involving two people to

inv?lving only Anna._fhe grain which seemed to symbolize the
fertility of their relationship now supports the image of

the childbearing virgin. The nétural light of the moon has
been replaced by the fireliéht, a symbél of knowledge brought

from the gods to man. The movement is out of the unthinking

"seized upon by the Life Force" aspect of the preconséibus

% 15 ohe peed of Life, pp. 65-66.

ASE
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phase and into differentiated consciousness. "Love and hate,
light and darkness, conscious EQQ\dnconscious enter into con-
flict with one another. This is the phase of the separation’

Tof the originaltparents, in which the principles of opposi-
16

! In the corn-

tiéﬁ comes into being," according to Neumann.
fiélq scene, Will wag incipient Acteon, Anna incipient
Diané performipg a female rite that Will sensed as a 'mys-
tery', and to which he reacted with fear: '"He was afraid.
His heart éuivered and brgke" (p.'124). In the dancing scene
he is undoubtedly the intruder who bears witness to an event
in which he has nb part, and he suffers the fate of Acteon
és she destroys his huminity. '

Anna's return to primordial matriarchal symbolism essen-
tially serves\to~3§pose the Christian myfh of creation by
the matriarchal one in order to restore the importance of
the feminine to the Chr}stian myth. éMan « - . turns his

face towards that which has been, and he sees, he redisco-

vers, he becomes again that which has been bq@ore. But this

[y
L

time he is conscious, he know what he is doing," writes Law-

n17 In the same way, Anna re-

rence in "Study of Thomas Hardy.
discovers aspects of the Magna Mater, who is seen only in
later matriarchal mysteries and is a self-conscious aspect

of the archetypai feminine. The Magna Mater, like the child-

16 amor and Psyche, p. 109. R

17 Phoenix, p. 429. . ’

o)
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bearing dirg{P, has a profound iridependence from the‘male;

but 'she admits the réle of the male in the procreative pro-
cess--although she maintains the relatio;;hip.as.a transpgr-
sonal(one. In effect, when Anna 'annuls' her,hqéband, she '
reduces his role to a transpersonal -one.

At the same fime as she redefines her Aphrodite m;thic
character, Anna facésﬁthe diiemmas of bsyche. Behind the ac-
tion to nulllfy Will lies Anna's perception of him as a de- -
vourlng beast. Shortly after the initial blisa of the honey-
moon began to wear off, Anna envisioned Wlll as ''the unknown
to which‘she was de%ivered up" (é; 169). #Though he lay
there in his d;rkness and did not move, yet she knew'hé lay -«
in waiting fo;’her' (p. fBS) Neumann refers to thié exper-
tence as the archetypal marrlage of deaéﬁ( the huspand is
perceived as a ma%e monster to whom the bride iS<§grrepder9d.
This is, of course, an echo of Psyche's marriage~td théi
beast. Anna's perceptlon of Will is very 51m11ar to PSYChe L'

A

perceptlon of* the husband she was commanded never :o 1¢ok

.‘o{
upon. In the narratlve Anna experiences :the negatlvexmale .

principle as an attempt to subjugatther mind and body. She ‘
expected her marriage to Will to open doors to the outside
world for her; but instead "in all her outgoihgs agd her in-
cemings, he prevented her" (p. 185). Moreover, he attempts
.to influence her psychologically by faétening his"wi}l' on
to her and pulling her down: "She felt him trying to gain

power over her, without knowing her" (p. 170). Her .recourse ig

to create an image for herself over which he can have no power.
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Her transformation into an .aspect of the mother goddess is

an'archetQpal transfbrmhéi&n which occurs when the female o>
begins to experience her own transformatlve character. As

the maiden’ becomes the mother, she reestabllshes her con-

nection with the primordial mother-daughter relationship in

which the ﬁale is nééessarily an intruder. It is a réenéct—_ =

ment of the Kore-Demeter .mystery whereby Kore (Persephone)

N «

‘is resurrected from the death which is her marriaée to Hades

(Pluto) to rejoing her mother. Actually, she becomes a mother
. ’ P
and so is transformed into Demeter.

~ Anna's self—@eification indicates an essential shift in
her perception of hé; feminine aspect. As with Psyche, her
growing. awareness of masculine- femxnlne differentiation
causes her to experience the mascullne as devouring and sub-
jugating. Unlike Psyche, hdwgver, Anna returns to the mother '
goddess~£of refuge. This re;ponse is very similar to Eros'

flight away from Psyche ‘after the act of betrayal. The nulli- N

fication of the masculine aspect which Will represents at

b3

this moment is a kind of darkness which ‘Anna embraces in the

same way that Eros wffiingly returned to his mother.

Love is the fulcrum which enables marriage to bkring
N
about wholeness through relatedness. Anna deriies her marriaye

(
. ’
its potential by accepting an alternative to relatedness.

Standing apart from her husband, she relates to the world

not through love, but through her relationship to the divine.

-
]
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She becomes a parallel to Mary: "She walked glorified, and

the sound of the thrushes, of the trains in the valley, of - -
the far-off, faint noises of the town, were her 'Magnificat'" .
(p. 179). The creative power of the feminine appears to

relate her to tﬁe world without the neea}for rélatedness

with a man. What she magnifies, of course, is the concept of

i i

God-in-nature. Moreover, the allusion to the virgin pregnancy

_of Mary suggests that Anna's spiritual being is somehow

. R
involved in her pregnancy. During the dancing scene her re-

iteration of the more primitive matriarchal form:of worship
restores to the archetypal‘feminine4£§g power of sexuality
which Christianity denzgg in its worship of the spiritual
Mary. Paradoxically, her participation in ;his sacred marriage
renders her incapable of participating fully in the human

one.
Medusa

The transformation in the ‘consciousness of Anna has a
corresponding effect on the consciousness of Will. Although
the above passage is primarily concerned with Anna's actions,

Will's perception of Anna during this transformative process

shows his growing awareness of the masculine-feminine polarity.

His perception of her changes to that of a Medusa figure:
", . . her hair was sticking out all fierce" (p. 184). She

becomes associated in his mind with the destructive Terrible

" Mother aspect of the méther goddess. He becomes aware of her

I
i

i

s
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. as someone and something essentially 'other' than himself.

~. .
His turning-aside from -her Medusa aspect is an act of self-

defence and a recognition of his maleness in opposition to

¢ P

her femaleness. Medusa's destructive powers were only effect-

ive on men.

The appearance of Anna's Medusa aspect at the precise

moment when she is celebrating a return to the Etrength of
th$ dominant matriarchy éuggests Ehe éssentially redemptive
nature of her ﬁction, As Medusa or Terrible Mother Anna is
ﬁforcing,separation——and thereforé knowledqe——on Will. Her
defiance of the patéiaréhate and her sfmbolic nullification
‘of the qssculine are immediately transformed into an act

which relates to the masculine aspect, albeit negatively.

Paradoxically, we sense the redemptive nature of her act in'

the burning feeling which Will experiences while watching
"her. Heu"feels" his soul burning within him. His eyes hurﬁ
“ to_look at her, and so he turns aside. The burning feeling
is an echo of the painful/burn which Eros receives when the
- darkness he caused to be maintained is willfully penetréted
by Psyche. Neumannﬂébmments thﬁt Psyche's matriarchal mili-
tancy against the beastly puéband breaks '"the taboo of his
invisibility" and shows ‘that she !is no longer naive and =
infantile in hef\attitude toward the masculine."18

jnna's action indicates her maturing attitude toward the

>

18

Amo% and Psyche, p. 79.

Similarlye
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Q masculine. What she. burns and attacks, 1ike Psyche, .is tize
infantile masculine (Aéhrodite's son) who does not Qant to
recognize her adult self. ‘

Ann? separates herself from Will because he demands ‘her
subservience to him. Will, like Eros, had imposed a taboo‘
of darkness. In his conentary oﬂ t;e tale Neumann‘mentions
that, by breaking this taboo, Psyche transforms per marriage

¢

of death into one of equality in which "she is no longer .

nl9

merely captivating and captivated. It is an -equality

which Will is not anxious to have, however. The seﬁérateness

t
©

which it implies is perceived b} him as an aitaék upon His b

person.

Will's‘bgrceptioh of Anna with snakey ipcks suggests
that he is perceiving only the negative aspect of. thé power
and mysterffof life. He is denying the spiritual nature ofu
his body and of his sexuality. In this denial he representé
a cultural force in society which wasceffeciively separating
the'"intercodrse between the heaven and earth" (p. 8) whicq
the earlier Brangwens knew so intimately. His growing awar;—
ness of the separa&ion that is betwéen his wife and himself
is the first movement towards drawing the two together again,
but it is a rejoining which is never entirely effected. Later
in the narrative they experience a forﬁ of second marr%age,

. which we will discuss in more detail, in which they rejoin

as strangers to each other and rediscover the "extreme delight"

-
-

19

Amor and Psyche, p. 79.

L
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(p..-238) of sexual gratlflcatxon. Fhe dlscovery remains

LY

physxcal, not splrltual. Part of thé\tragedy of their rela-
tionship, of course, is that she is someope he will never
know, and she symbolizes 'something he will never know about

himself--his naturistic and matriarchal origins.

N

The Cathedral: Seat of Life

When Will begins to perceive Anna as the Terrible

Mother, it is an indication that éhe unity of his pérsonal-
. . :

. ity has been destroyed. Neumann mentions that the appearance

of the archetype of the Terrible Mother reveals a psycholog-
ical hostility towards the basic productive forces of the
maternal. This~certaiﬁly seems to be fhe case as Will shows
his hostility toQards the pregnant Anna. The cathedral scene
N .
which follows is anterior to the dancing scene in chronolog-
ical time. It is placed later than that scene in the narra-
tive because it }s a vindication of Anna's role in the break-
down of the original unity of Will's personality, and a
clarification of the mythological process undergone By Will.
As Chapter Seven, "The éathedral," opens we have al-
ready been made aware that Will responds to the church as

i

"a dark, nameless emotion, the emotion of 'all the great

"mysteries of passion'" (p. 158). Originally meaning 'seat’,

cathedrals themselves appear to be based on the earliest
images of the Great Mother as a seated goddess, in a birth-
}ng and nurturing ﬁﬁsition: Lawrence describes the approach

ed v‘
»

o
-
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-~ to the cathedral in this way: ° . : .
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' When%ﬁe saw the cathedral in the distance, dark
blue’T}fte@ watchful in)the sky, his heart leapt.
It was the sign in heaven, it was the Spirit hov-

‘ ering like a dove, like an eagle over the earth.
He turned his glowing, ecstatic face to hér, his
mouth opened with a strange, ecstatic grin.
'There she is,' he said. K
. - . 'It is a false front,' he said, leoking at

- the golden stone and the twin towers, and loving
them just the same. In a little ecstasy he found
himself in the porch, on the brink of the unre-
vealed. He looked up to the lovely unfolding of
the stone. He was to pass within to the perfect
womb. (pp. 200-1) .

\
\

The ca%?g%ral is 'she', and the imagery wﬁich describes
it is predéhinantly that of the womb. As Will enters”tpe
church he passes,"w;thin to the perfect womb," and his soul @ , .
become§ "like seed of procreation" (p. 201). The cathearal
represents to Will the archeiypal primal relationship, the
Great Mother in whose shelter he can exist like an unthink-
ing child. This is the aspect of Will which is most like the
iﬁmature Eroswgt the beginniAg of the tale: Will's relation-
ship with the church is'similar’to Eros' relationship with
Aphrodite. Neumann explains the psychological connection .
between immaturity and religious ecstasy: qut only the
child's experience Bf the primal rélatiqnship, but also the
religious experience of ecstasy . . . is an experience of
w20

the 'unitary/reality’. Will's experience in the cathedral

illustrates that his spirit tends towards the divine: "his o

soul leapt, soared up into the great church" (p., 201). ﬁis

v
.

20 The Child (New York: G. P. Putnam's Sons, 1973),

p. 49.
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spirit is unfulfilled, however. He is prevented from making .
o - N ‘ ’ n’ ' ¢ v
his divine connection by "his own inadequacy, the limitation
A 2 .

of his being" (p. 210). His limitation, like thdt of Eros,

. ) . : ’ ' . i
is his reluctance to be fully conscious and to egpetrience

- mature love. : ~
! / ’

| , .
Consider, for instanCﬁ' his ecstatic reaction to the
cathedral. Anna's prégmatic sense "of being roofed in" (p.
B “ a T, .

203).exposes Will"'s attraction to the gfeat déme of the
*

céthegral as a false sense of spiritual freedom£ Will does

v

ﬁoE recognize that God is immanent }n nature rather than °

s

outside nature. Lawrence was highly suspicious of what he

called 'aesthetic ecstasy': "The‘eéo . . . shuts itself .up
% =, .

3
and paints the inside of the walls sky-blue, and thinks it

w2l E&stasy of this sort, then, is viewed by

-

Lawrence as a manifestation.of immaturity, of a self-glorify-

is heaven.

ing ego, not the'relationship'between the individual and the

other, the mortal and the divine, that it might appear to be.
) . ) .
Will's religious ecstasy can be seen as narcissistic, holding

.

him back from any vital experience of transcendence. Will's‘
reluctance to become conscious of the inadéquécy of his-

original, unthinking relationship is an echo of Eros' reluct-

3

ance to anger his mother by revealing his marriage with

Psyche. The cathedral experience illustrates, however, that

.

like Eros he does want to edtablish éafelationship which is

transcendent’ . ©

-
0

21 wIntroduction to these Paintings" in PhSenixf‘p. 561.

4

»

~



- . 103

-

Anna is determined Enét Will shall stand on his own
rather than in the shelter of a Grggt qssger figure, be it
the church or herslef. The Medusa aspect functions aé the
agent for the provocation into awargpess'of the passive,
infantile masculine aspecE. She p iﬂfs out the wicked faces
carved into the cathedral's ston¥’ showing the human side of
his spititual ideal. Perhaps Will senses that she is seeing
ﬁore clearly than he when he says that het"couldjnof go

forward without her" (p. 204). At this moment, howevér, he

appears to be arrested by his dependency upon a maternal

figure. Ve
P .

The chathedral represents to Will "thipgs he could not
underspand.with the'qind. He %oved the undiscovered and ther
undiscoverable" (p. 165). He accepts the symbols as lbgos,

“without iﬁxestigating their meaning'as’spiritual guides
thrdugh the journey of life: "heolet his mind sleep..That
which was human, belonged.to'mankind, he would not exert"’
(p. 173). He avoids the challenges of the mythic journey,
the necessary sacrifice, and the confrontations with the
spiritual darknf®ss or Beast within which are part of the
process of achieving/conscious selfhood, and which are

“;eflected in the myths Whiqh transmit the collective exper-
ience of mankind. When Annaxpoints out the mortal reality of
the wicked faces carved in the stone, Will experiences.the

pafn of realizing the existence of the physical world in
o .
'his spiritual reality: "He was like a lover who knows he is

b I
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betrayed, but' who still loveé, whose love is only the more
tense. The church was false, but he served it the more atten-
tively" (p. 209). His limitation of being, then, is his in-
ability to establish a relationship with the world which is
outgide of his own being: "He was unready for fulfillment.
Something undeveloped in him limited him, there was a dark-
ness in him which he could not unfold, which would néver un-
fold in him" (p. 210).

Anna, like Will, also has difficulfy in maturing out
of a reLat}onship with'phe archetypal Great Mother which is
one of dependence. Whereas Psyche falls in love after deal-
ing the painful blow (spilling tgeahot oil), Anna deifies
herself in the symbolig dance and in effect falls in love
with herself rather than with her husband. The myth seems to
suggest that narcissism is a particular danger for women dui—
ing the maturational transformation. Psyche, who is already
extremely beautiful, steals the divine beauty in the hopes
that it will persﬁade Eros to love her. In fact, .the courage
which she has shown during her fulfillment of the trials of
Aphrodite and during her descent to the underworld have.won
his heart. Nonetheless, Psyche submits to her narcissistic
tendency, opens the box, and falls into a deep trance, which
sugg§§t§/her inability to develop beyond éhis stultifying
’5;é§é. Anna's over-emphasis upon physical reality, the
domain of the mother gdddess, results in a similar arrest-

ation for her spiritual self: "This long trance of

-——
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complacent child-bearing had kept her young and undevel-
oped" (p. 353).

Anna's trance signals the end of her spiritual journey:
"She forgot that the moon had looked through a window of the
high, dark Tniﬁght, and nodded liké a magic recognition, sig-
nalled to her to follow" (p. 196). Although she has bggn
instrumental in the partial awakening of her husband, he is
not yet ready to do the same for her. When Psyche takes the
lantern and holds it over the sleeping form of her husband

with the intent to kill him she is in effect confronting the

beast in him, and- bringing her light into the darkness of his

;:efusal of knowledge. Anna similarly confronts the darkness
in Will: "Brangwen loved it [the church], vlrith his bones and
blood he loved it, he could not let itl,go. Yet she forced him
to let it go. She hated his blind attachments" (p. 172). In
the myth this confrontation dispels\the\ bea{stly aspect by '
causing the painful awakening which is the first step towards
consciousness. The mythic marriage of death requires that the
bride submit to the beast in order to effect the transforma-
tion into beauty that only love can perform. Anna rejects the

F 4 .
beast in Will, does not submit to him, and seems thereforet

to deny the journey into the underworld which is necessary

before wholeness can‘be achieved. Her rejection is partly to
blame for Will's inability to achieve wholeness: "It was as
if he ended uncompleted, as yet uncreated on the darkness,
and he wanted her to come and liberate him into the whole"

(p. 179).



The Partial Mythic Redemption

oy \

Seven years\if m;?}iagé péss, during\which time Anna

assumes the role of'the\matriarch with "old, established \
supremacey" (p. 234).'w411 is "mute, half-effaced, half- \
subdued" (p. 234) in his relationship with her: Their
éelationship durin? this time shows a tension between his
'potent darkness' and her 'daytime' self: "they remained as
sepagate in the light, and in the thick darkness, married"
(p. 216). They have clearly not recognized and incorporated
the unitiqg Eros-principle into their lives. This differen-
tiated relationship does not alter until they each realize
;nd accept the need for a passionate relationship.

Something occurs, however, to alter their estranged
relationship and to bring about a second and more equal
marriage between the, I shall suggest below what it is that
occurs. The change is p;imarily in Will who becomes "a
strange man come home to her" (p. 234), and who blossoms
"out into his real self" (p. 234). The sec¢cond marriage ié
sensuously intimate, a physical awakening: "There was no
tenderness,. no love befween them any more, only the maddening,
sensuous lust . . . " (p. 236). In his submission to the,
"intoxication oé the senses" (p. 237) Will discovers his

creative impulse: ''when he neither saw nor touched the perfect

place, it was not perfect, it was not there. And he must make
it exist" (p. 237). The intimacy of the second marriage is

sufficient to enable Will to branch out into the social world

o oo s it e [ 4
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as never before, effectively rid of the blindness that charac-

terizedf

his earlier life: "His intimate;lifelwas so violently
/§ active, that it set another man in him free. And this new-man‘
turned with interest to public life, to see what part he could
take in it" (p. 238). The partial redemption of their marital
relationship illustrates Lawrence's conviction that personal
relationships can form and reform society.
The change which occurs in Will which Lrings about his
'second marriage' to Anna results from his growing awareness !
of and consequent confronz;tion with his own passiye masculine
aspect. As Neumann says of Eros: "He is stricken with an
affective pain, and through Psyche's act he is flung from the
intéxication of blissful uni&h into the pain of suffering.
 But the transformation-is involuntary, and he exgeriénces it

pass.ively."‘z2

The transformation in Will from passive accept-
ance of theé ouroboric union to active awareness of separation

¢
and disillusionment with this infantile perception is a gradual

v

" one and is best exemplified by the process of his rejection

of traditional Christian symbology.

In the following passage Will is goaded into his realig-

ation of the lack of involvement of his vital, passionate

L

self in the symbol of the lamb:

\\_—..

]

“And I think that Lamb in Church," she said, "is
the biggest joke in the parish--"
She burst into a 'Pouf' of ridiculing laughter.

-

22 Amor and Psyche, p. 84.
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’




<

'\\

108

:? "It might be,. to those that see nothing in it," he

said. "You know it's the symbol of Christ:;, of His
innocence and sacrifice."

"Whatever it means, it's a lamb!" she said.-"And I
like lambs too much to treat them as if they had
to mean something." (p. 161)

3

Will has the religious instinct and the strong senée of

‘physical being necessary for selfhood. His unthinkinggdevétion :
)

/
'to Christianity, however, confirmg the dangers of his tempér-

B ST

ament by encouragihg him to fear the naked exposure to the
process of rebirth demanded by the 'dark gods'. Anna, on the:
other hand, shows her perception that he misses the truth of
the 'sacrifice'. The Christian myth does not function for
Anna; its symbols are totally lacking in meaning for her. Will
recognizes the lamb rationally as "the symbol of Christ," who
is Himself the symbol of a more profound concept which is not
mentioned. His vital self remains unmoved by the symbol. There
is the suggestion that Christ has become over-identified

with the lamb--the passive sacrifice. “

'Will's creation of the Adam dnd Eve carving is a further
example of his unreflective, infantiie relationship to Christ-
ian symbology. Adam and Eve, of course, represent the firsé
man and womén, the first husband and wife, in a time of
innocence and purity. The perfect complement to each other,
they are the symbol for the possibility.of perfect union
between the sexes on the earthly séhere. In the following

passage Will's art expresses his need to approach the sexual

force of his relationship with Anna:
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. Now, Will Brangwen was working at the Eve. She was
thin, a keen, unripe thing. With trembling passion,
fine as'a breath of air, he sent the chisel over
her belly, her hard unripe, small belly. She was
a stiff little figure, with sharp lines, in the
throes of torture and ecstasy of her creation. But
he trembled as he touched her . . . He trembled
with passion, at last able to create the new, sharp

body of his Eve. (pp. 120-121) -

S

° The "unripe" figure of Eve shows Will's resistance to
going beyond the parad)i.saibal, infantile phase and into passion-

ate adulthood. He resembles Eros when that god married Psyche *

figinal relationship with

in the darkness is indica-

with no ,intenltion of giving up h
his mother. The image of K&
tive of a "naive,and infant§
masculine"23. It shows a }esitanqe to self-knowledge.

The path towards the second marriage can be said to begin
with the burning of the ;\dam and Eve carving. This act is
indicative of Will's growing dissillusionment with the power
of the Chris‘tian symbology to nurture his soul, and his‘doubt
of the ability of Christian symbols to represeﬁt'the path
through the spiritual darkness. His act is one of ! edemptive
destruction' as he finds the strength of the active Psyche
within him's.elf to bring the light of burning into che' darkness
maintained by the patriarchal religion. ]

It is my contention that the second marriage ‘between

Anna and Will is made possible through Will's mythic sacriflce

of his infantile and fearful relation to the. feminine. His

&
?

23 Neumann, Amor and Psyche, pl 79.
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'willful' destruction of the "unripe" figure of Eve symbolizes

his desire to go beyond the infantile ?elation to the feminine.

We have seen how, in the cathedral scene, Anna successfully ‘
attacks his dependency upon a maternal figure. The sacrifice
and transition is not made, however, until Will forces him-

self tg make the necessary leap into the unknown. We see him

" do this when he separates Himself from the infantile love

-

relationship which he forms with his infant daughéer, Ursula.

His early relat;\nsfﬁ/p‘ with Ursu}a symbolizes his in-
fantile relationship with the feminir‘le.. We have seen the way
in which he assumed a dominant and godlike patriarchal role
for the baby girl. An infantile love relationship was set up
when he "clasped her to his body for love and fulfillment"
(p. 221). He willfully destroys this relationship, however,
through a series of risk-taking incidents. Quite uncharacter-
istj:cal:ly, he puts both himself and his daughter ;t great
risk in the swimming and swingboat scenes discussed previously.
By taking the risk himself, and by suffe%:ing "the blackness
of death" (p. 226), he makes the leap into the unknown that
is hecessary. before mythic transformation can take place. It
seems irresponsible for him to put. his baby daughter at risk,
and indeed it is viewed as such by onloockers. It can be seen
as .his way of encouraging Ursula to take the risk which he

has hitherto feared. From another perspective, she represents

the infantile feminine which he is sacrificing in order that

he may approach the sexual force of the adult feminine. Thus,
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after the willfgl sacrifice of his risk-taking we see him

enter upon an adult:. relétiopship with passion: "But now he
had given way, and with infinite sensual violence he gave
himself to the realization of this supreme, immoral, Absolute
Beauty, in the body of woman") (p. 237). This passion is the
basis for consciousness,. as Neumann explai:ns: "in psychic
lifev, it is the heat, the f;ire of passion, the flame and /
ardour of emotion that provide the basis of illumination,
that is .0of an illumed consciousness, which rises from the
combustion of the fundamental su!:;stance and enhances ig.n24
Mythical consciousness is achieved through a developing
process. Anna and Will come a long way on this journey. They
realize that marriage does not guarantee fulfillment and
wholeness of personality. They have achieved a profound con-
sciousngss Of, each ot}xer's intrinsic separateness, and they
have éiscovered sensuous love as the fulcrum to earthly unity.
Their failure to achieve spiritual unity is due in part to
Anna's inabili,ty to move out of the sphere of Aphrodite,
ne5

which is the sphere of "desire and sexual intoxication.

As the relationship between Anna and Will matures, the

‘original unconscious bond with the archetypal mother becomes

ral
a profound awareness of differentiation. They are only par-

tially successful in incorporating the Eros-principle into
S A

R

24 .
Amor and Psyche, p. 84.

25
Amor and Psyche, p. 87.




112

their lives in order to reunite the separated polar aspects
of masculine-feminine, conscious and unconscious, light and
d;rk. This reunion is left to‘Ursula, whose birth suggests _
"the radical transformation of man's relation to Aphrodite"26
\ whiich Neumann aftributes to Psyche. Ursula will discover the
means by which to unite--not with the "anonymous mgsculine

n2l that the sensuous love between Anna

spiritual principle
and Will indicates, but with an individual lover, "Eros . . .
saved from the transﬂpersonal sphere of the Great Mother and
brought iﬁto the personal sphere of the ‘human Psyche."28
Ursula learns how to 'cut t\he. egg' of darkness, eis we shall

" see in -our discussion of alchemical symbolism in Chapter Four,
thereby giving birth to herself. As Bachofen writes, "'I“he
power that 1éads back together again that which has been cut

*29 yrsula betcomes this 'egg-born'

apart is the egg-born god.
goddess for whdm the vision of the rainbow indicates the

reunion of "that which has been cut apart."

e
~

2,6 Amor and Psyche, p. 5%.

27 Amor and stche, p. 135.
28 Amor ;nd Psyche, p. 91.

29
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Chapter 4

-

Alchgmical Symbolism and the Second Half of The Rainbow

The Critical Challenge and the Response

The second half of The Rainbow, the Ursula section (from

Chapter Ten to the end), has posed considerable critical chall-

enge. The Rainbow has beén acknowledged to be '"a major work

qf a great writer;"1 nonetheless, aé S. L. Goldberg has
pointed out, the symbolism and tone appear disconcertingly -
inconsistent from one section té the next throughéut the
novel.2 Lawrence criticism inclqdes both support for and
denigration of the novel's structure. AS regently as 1980

Paul Rosenzweig published'"A Defense of the Second Half of

The Rainbow: Its Structure and Characterization"3 in which

<

he defends the consistency of symbolism and ideas between

o Ay

the three sections of the novel by compéring, among others,
the three moonlit courting scenes. Charles L. Ross has shown
ﬁhrough his invesﬁigatibn of the manuscripts that éhe second
half of'the novel was actually the first to be written.4 Ross'

study confirms what Mark Kinkead-Weekes surmised from his

! Leavis, p. 111.

2 wphe Rainbow: Fiddle-bow and Sand” (1961), rpt. in
‘A Casebook, p. 124: "Beside the taut Konesty of Women in Love
or many of the Tales, parts of The Rainbow--and a great deal . !
of its second half--seem to me (as they have seemed to others)
significantly weak in definition and in dramatic power."

3 D. H. Lawrence Review, Vol. 13, No. 2 (Summer 1980),
pp. 150-160. .

4 The Composition of The Rainbow qu Women in. Love: A o

History, p. 21.

~
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reading of the Letters--that the first half was "an attempt
to get behind it, into the past."? ' . :
Roger Sale, however, like Goldberg, criticizes the

apparent abandonment of the symbolic mode established in the

first half of the novel: ,

Every now and again, as in the scene late in the

: book in ‘which Ursula and Anton dance on the heath,
we have a return to the classic form, and Ursula
and her dark lover become, for a moment, the
rightful heirs of the two preceding generations
of Brangwens. Nevertheless, there is no constant
movement of which this episode is a part, and
without this the symbols seem pasted on and not,

. as before, a perfectly legitimate and exciting 6
expansion of the central concerns of the novel.

i contend that there is indeed a '"constant movement of
which this episode is a part." The "constant movement" is the
métaphysical one from blind undifferentiation, to conscious
.differentiation, towards the goal of unified existence.

Further, while there is undéubtedly a change in the style
of writing from the first half-to the second half of thé novel,
this change does not represent an abandonment of personal
mythic llving, but a transformfhg of its expression into a
mode more suited to--indeed demanded by--the modern world.

The earlier Brangwen women lived with a‘ naturistic milieu,N

""the pulsing heat of&creation" (p. 9), that lent itself to

"classic" mythic metaphor. To them, the social reality was

5 "The Marble and the Sﬁétue" (1968), rpt. in Twentieth

Century, p. 101.

6 wrhe Narrative Technique of The Raimbow" (1959), rpt.
in A’ Casebook, p. 115. )
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sufficiently remote to seem likg an’exotic but remote extension
of the self: "the Brangwen wife of the Marsh aspired beyond
herself, towards the further life of the finer woman,bggwards
the extended beiné\she revealed,ias a tréveller fﬁﬂﬁis self-
contained manner reveals far-off countries present in him-
sélf" (p. 11). Ursula, however, no longerdplaces herself
easily within a naturistic milieu. More seriously, the social
reality is encoﬁntered‘"close-up" by her as ugly, spiritually
stagnant, possibly dead, certainly inimical to intense, per-
sonal mythic being. She cannot’move through the "classic form".
If, indeed, these personal; intensg\symbolic moments, regin—
iscent of the preceding sections, do occur jarringly, as
Goldberg and Sale suggest, that is Lawrence;s point. Thresh-
olds are no longer easily crossed in a dreamlike way; the

deep mythic life must come as a disturbing eruption within

the dead weight of the coﬁtempéréry social world.
-

This chapter proposes that the metaphor of the alchemical
process and tge symbols of alchemy bive unity to the Ursula
section; that they continue the metaphysical movement of the
preceding sections, dewveloping the theme of tﬁe separation
of the masculine and femiﬁine principles which has become an
increasingly urgent problem; and finaily that they do not
replace, but revitalize traditional mythic quest symbolism.
Thi§ latter prog9§§tion will be illustréted by analysis of

the alchemical symbolism in specific passages of the Ursula

section, passages which seem filled with traditional symbols’
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but which remain obscu;g unless thei£ alchemicai'basis is at
least par;ially understood.
' Spiritual'alchemynhas beed“éefined by Frandes Y;£es as

| “Mthe application wof the terminology of.alchemical processeé
and imégery‘to’inner psychological processes o? transform-
.ation and renewal."7 The c&qcept that out éf borruptioq %nd

»

decay comes‘new life is central to the philqsophyqqﬁ‘a%chemy.
. : - IR »

Colin Clarke, in his critique of the ending of the novel,

el

mentions that it "hashbeén ﬁoving towards the discovery that
corruption can also en?rgize and reﬁew."q i
While this may be a growing discovery, its truth has\beep
there from the beginning in the imagery of the marsh. The
relation of each generation of characters to-_the.notion of
< marsh reflects évolving stages of consciousness.
At the beginning of tﬁe novel the marsh metaphor cén be.
seen in the "heated, blind intercourée of fgrm-life" (p. 8)
where the gatuial cycle of life operates with no conflict
between life'and Aeath, each having its seasqn and its place
in the nétural order. The érangwen farm is called The Marsé,
and it represents that which is "remote and original'. (p. 12),
the trutﬁ of ren;wal through décay.
Industrialization intrudes upon this natural rh&thm and

)

begins the process of alienation as the Brangwens develop a

N
L 4

7 "aAn Alchemical Lear," rev. of The Chemicail:- Theatre by
Charles Nicholl, The New York Review of Books, Nov. 19, 1981,
.p. 40. i :

8 River of Dissolution, p. 67.
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sense of Leipg "strangers in their own placé" (p. 12). This
alienation is accompanied by the growin ense of individu-
ality which we see in Tom. He is no lé:Z;§\an unthinking
pfrt of a blind cycle, but although an individual he feels
powerless in the face of the flood that returns the man-
made to ma}sh-like conditions.

The marsh used as a metaphor for modern exberieﬂce char-
acterizes experiencgs of poth love an? work. The notion of ™
the cycle of life‘is absent, and it its place there is an
image of oppre;sive sameness. The indusk¥rial world is de-
scribed as an impgrgonal one in'whfcﬂ the polari;ies which
exiét petween masculine-feminine, mind-body, personal—socia1
paradoxically deny differentiation. The marsh metaphor
"where life and decaying are one" (p. 351) reflects this
lack of diffeténtiation. * |

h As the metaphysical movement towards wholeness conti-
nues, the sameness gives’way to aiconfrbntation‘between thé
aliehated eléments.'Towards the end of the novel the final
confrontation between Ursuld and Skrebensky is described in
terms of-a marsh in which the elements are severely alien-
ated from eagh other. The arid sand dunes, in this passage

suggestive of the patriarchal reality, are contrasted to the

bl
passionate motion of the sea--the feminine aspect of being.

Ursula stands "on the edge of the water" and Skrebensky

is "encompassed, a shadow ever dissolving" (p. 4?9).

Thﬁ marsh.ﬁetaphor which stretches from the opening to
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almost.the closing of the novel illustrates the metaphysical
movement which cenﬂecafﬁthe Ursula section and helps it to
develop the preceding ones. The transformation of'phe marsh.
from cfclical to stagnant, and finally into its separate
elements reflects the transforming relationship of psychic
polarities throught the novel. In addition, the transformation
of the marsh indicates the modifying of the symbofism of the
guest to reflect the changing conditions of life.

The transformative element which has the power to motivate
the stagnant marsh—real;ty and to bring abo%f a recombination
of alienated elements is the feminine quali;y of emofién;
Emotion personalizés,a life situation, whether it is one of
love such as the Ursula-Winiéred relationsghip, or of work,
such as Ursula's teaching experience. A passionate iﬁvolve—
hent invests life with meaning by dréwing the physical and
the spiritual spheres together.

The alchemists identified 'spiritual' salt, as the element’
with which to effeﬁt the reunion of alienated elements. This
salt refers to the emotional content of an‘experience, and
is the fixating agent cabable of endowing the experience
Qith greater meaning and reality. According to the aléhemist

Gerhard Dorn, the salt rfepresents the t;uth which is the

"medicine, improving and transforming that which is no longer

into that which it was before its corruption, and that which

. is no longer into that wgich it ought to be" (emphasis from
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original text).9 Lawrence combines the alchemical sense of

'salt' with his owh term for intense emotional experience--

pasion. Thus, in the narrative passion'reveals that which'

"is no longer" and salt dissolves or transforms it into "that

which it was before"--the original and holistic being. ?
The symbolism of alchemy incorporates the earlier mythic

and naturistic ones of the sun, the moon, the rainbow, a:a\

° %

the quest in the attempt to describe the process by which

base metals can be refined into gold. Physicians of tbe

seventeenth and eighteenth century alchemical revival wefe

convinced their arcanum healed not only the diseases of the

body but also those of the mind. They continued the work of

the Gnostics in the n%w era, reéognizing that, as Jung mentions,

"the old myth needs to be clothed anew in every renewed aée

n10 Lawrence's

if it is not to lose its therapeutic effect.
emloyment of: the symbolism of alchemy similarly serves the
purpose of reclothing the "old myth" in order to maintain its
therapeutic effect in the modern world.

In his essays and letters Lawrence expresses his, feeling
that modern existence %was in need of spiritual revisién. The
philoéophy of alchemy approaches traditional doctrinal Chris-
vtiénity and incorporates the Christian revelation in its

9 Theatrum chemicum, cited in Jung, "The Alchemical
Interpretation of The Fish," in Aion, Vol. 9, Part II of
The Collected Works of C. G. June, ed. Herbert Read et al.

(1959; rpt. ®rinceton, N.J.: Princeton Univ. Press, 1978),
p. 161. .

10

"The Psychology of Christian Alchemical Symbolism"
in Aion, p. 181. , ‘ .
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ideas. At\the same time, it attempts to renew the vitality
) b} ) .

of the symbols, like the lamb, which have lost their meaning

in the subjective experience. Jung discusses the importance

of the alchemical metaphor in a letter to John Trinick, 26

October. 1957:
The very existence of alchemistic philosophy provés .
"that the spiritualization process within Christian
psychology did not'yield satisfactory results . . .
I see in alchemy the attempt at a different solution,

" namely to bring about the union off opposites whi?
. is lacking in the historical} Chrigstian doctrine.

Jung's perception of alchemical philosophy is echoed in

o The Rainbow when Ursula realises that- the Christian expreséion
6f spirituality has no rélevance for ghe modern‘world: "a
risen Christ has nd\place with us" (p. 281). The historical
Christian doctrine is unable to express the reality of Ur-
éula's world. Lawrence prepares us for the forthcoming "attempt
at a different solution" through his descfig@ion of the church
building undergoing réhovatidn: "the immem;riql gloom full

o of bits of falling plaster} and dust.of floating plaster,
sméllihg of old lime, having scaffolding and rubbish heaped
about, aust cloths over the altar" (p. 296).
It is difficult to prove that Lawrence made a study of
i alchemical symbolism. His familiarity with religious philo-
éophies, Christdian and ¢ther, has been establishéd, as well
v s

1 The Letters 2: 1951-1961, eg. Gerhard Adler (Princeton,
N.J.: Princeton Univ. Press, 1975), p. 94.

<+




state

121

3 .
£

12

his extensite knowledgé of myth. There is no evidence of

<

his having read Gnostic texts or studies of alchemical .

symbolism before he wrote The Rainbow. Nonetheless, we have
~

only to look at his use of the langquage of alchemy in his

essays concerriing the process of individuation to be sure

~of his awareness of the alchemical metaphor?‘

For instance, in "Study of Thomas Hardy," a work which

was completed while The Rainbow was being rewritten, Lawrence
that "life starts out crude and unspecxfied,sa great
Mass. And it proceeds to evolve out of that mass ever more

distinct and definite partlcular forms e« « « It is as if
o
all coagulation must be loosened, as if the elements must '

13

3
work themselves free and pure from the compound.' The first

three stages of the theoretical seven stages of tﬁe alchemical
process are expressed in this passaée: ealcinatiph, putre-
facgion, and solution, all of which involve various aspects
of the separation of elements tending towards a process of
purification.

"The more that I am driven from admixture, the more I

’ w14

am singled out into utter individuality, wrote Lawrence,

once more in "Study of Thomas Hardy." To be "driven from
12 ' '
Burwell, pp. 59-126. » -

13 Phoenix, p. 431.

14 Phoenix, p. 432. - . ) .
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admixture" is analogous»té the alchemical process of distill-
ation. The fourth stage of the process, it symbolizes the

isolation of the pure elements of the soul. Lawrence is

suggesting that such a distillation process is necessary in

©

the quest for sglfhood and individuality.

He goes on to say, "Wwhat we call Truth is, in actual
experience, that momentary state when in living the Qnion
between the male and the female is consummated. This con-
summation may also be phyéical, between the male body andL
. the female body. But it may be only spiritual, between the

nl3 He is referring here to tﬁe fifth

' male and female spirit.
stage of the alchgmical procéss-fconjunction. The symbol for
this stage is the ﬁythic androgyne, representing the union
of opposites. Jung identifies this stage as the union of
the male.pfinciple of consciéusness with the femalelprinciple,
and Lawrence is clearly in q;cord with him.

fhe sixth stage is c%lled sublimation, and it symbolizes
the su?fering which resul%} from mystic detachment from the
- world;,"ln the state of ﬂ;n's perfection, his soul and spirit
ﬁust become one . . . The spirit strives towards God, but is
‘held down by the body. In‘the‘same way, mercury must be sub-

limated repeatedly,‘fly up, and 'return to the nest', until

at length fixation ié attained."Td The incomplete process of

15 Phoenix, p. 460. '
16 Kurt Seligman, Magic, Sugergaturalism and Religion
(New York: Pantheon, 1971), p. 100,~ =~ ° “”
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sublimation is evident in Will in the cathedral scene: "th

[

great, pillared gloom was before:him, in which his soul x\//fﬂ\;;;,

/ }

shuddered and rose from her nest"” (p. 201), This process is y

- P

so important to ‘the development pf the individual tﬂat Law- wf
rence adopts the term in his 'pollyanalytics': "The prcéess of
transfer from the primary conséiousness to recoénized mental
consciousness is a mystery liké'evefy other transfer . . .

The process of transfer from primary consciousness is called -

sublimation, the sublimating of the potential body of know-

ledge with the definite reality of the idea."'’

The Seventh and findl stage of the alchemical process

is philosophic congelation, the binding together of the

fixed and the éolatile principlés. The marriage of these
two prinéiples results in the creation of the Philosopher's

Stone which "unites within itself all the colours. It is

w18

white, red, yellow, sky-blue and green.’ The rainbow clear-

ly has the same symboféc conception as the stone, and in

\\

this light the appearance of the rainbow at the end of-the

- novel indicates successful achievement of 'congelation'.

<

Alchemical Symbolism and the Feminine Principle

-
- .
Lawrence's attempt to give renjwed,vitality to the quest

for the union of opposites takes a unique form in the Ursula

17 "rantasia of the Unconscious" in Fantasia, p. 69~

18 Seligman, p. 94.
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section: Ursula is the only questor in the novel who can be:
considered successful, and she is not the traditional Hero,
but a Heroine. Let us consider the reasohs why the Hero ;f
the q&est isve\woman. |

.Ursula's role as Heroine develops primarily as a result
of her sense of the failure of th; patriarchal society to
produce viable Heroces, along with her realization of her own
strengths as distinct from the failings of the men in her
life. Ursula shares with the Brangwen women a keen desire
to take part in the world of men,. "also to know and to be‘'of
the fighting host" (p. 9). H. M. Daleski considers that this
desire emerges because of the failure of the Brangwen men.
"to realize their 'man-being' . . . In other words, the
disposition of the Brangwen men is essentially female."'?
Daleski contends that the women must/respond to this imbalance
by developing their active, 'masculine' attributes. Certainly,
. Ursula trhvels the road towa;ds selfhood unmarried{ﬁ}cause
she sense the spiritual limitations of the men of her acquaint-
ance. When Anthony proposes marriage she turns him down because
of the difference between them: "Her soul was an infant
crying in thé night. He had no soul. Oh, and why had'she?;
(p. 416). Her knowledde aﬁd awareness are a source of anguisP

in her life, alienating her from the 'soulless' sphere which

is the norm in the modern wbrld.

19 The Forked Flame, p. 81.
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Ursula reacts to the lack of 'soul' in the men in her
life‘by desiring an active role in the man's worlé,'fhereby
reconnecting,the masculine and feminine‘asbects within her- =
self. In "Study of Thomas iﬁardy" Lawrence discusses the
difference he perceives hetween,the male angtfemale principles.
For the most part, his argnment confuses the issue more than
it enlightens. He does emphasize, however, that the 'male’
and 'female' principles eo-exist(in each person: "for every
man comprises male and femaie in his being, the male always
struggling for predominance. A woman likewise congists in

w20

male and female, with female predominant. In The Rainbow\

»

he is 'suggesting that the patriarchal world fails to aliow1)
the female principle its active role’ih lifev
Ursula's efforts to regain this active role are desoribed‘
‘in terms drawn from alchemical philosophy in part because |
" this philosophy affords a great deal of status and importance C
"to the feminine principle. The generic woman is the alchemicalf}f
‘symbol for nature, and .she was thoughr to lead the way to )
perfection. Alchemical symbolism therefore res es the
reninine to its creative and active role. Alchemical know-
ledge was Qelieved to have -its origins in the knowledge of.
the 'daughters of men' who mated with' the 'sons of God' as
recorded in Genesis 6, 2 4. The alchemist Zosimus of Panopolis,

of the fourth century A. D., maintained that the knowledge of

?0 Phoenix, p. 481.
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.metals, prec1ous stones, and scents dated back to "the epoch

mentloned,furtively in Gene51s.

w2l

beceuseﬂthe patriarchal rulers codsidered it subversive to

' tneir coneeption of proper 'morals and manners':

»

The mysterious sons of God were believed to be
fallen angels who had mated with the women of
antediluvian times. In gratitude, the angels
taught these women various arts, obviously with
the intention that their companions make jewels,
colourful garments and perfumes with which to
_adorn their beauty. Thus the wise men of ancient
_times decided that the fallen angels must hagﬁ
been evil, perverters of mo als and manners.

Thls knowledge was 1ost

L s

:,Ursola's desire to find a man who is a Son of God with

\

bl

;whom»she can mate is 1nd1qat1ve of her realization that the

ﬁfemlnine aspect is not afforded its due respect and place in

the modern world. She‘is mov1ng towards a reallzatlon of her

be verified by a man. The‘ascension of her feminlne know-

ledge from lts dark reCess can be accomplished, she believes,

o

through a form ofhlerogamous marriage between herself

~'daughter of man' and one of the "Sons of God" who "had

known no expulsion, no. ignominy of the fall" (p. 27d) Thi

.idea reflects her desire to restructure the world so as to

achieve a mor

‘healthy balance between the polarities of

"self-sufficiency, but at this moment she still has a need to

s

masculine-feminine, self and other which she genses exisgted

21

22

Seligman, p. 79.

seligman, p. 79.
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.in q‘former golden age. ’

v

In the following passage Ursula casts _Skrebensky in the

role of a 'Son of God':

K\ So Ursula -thought him wonderful, he was so finely
L constituted, and so distinct, self-contained, self-
supporting. This, she said to herself, was a gentle-
( man, he had a nature like fate, the nature of an

, aristocrat. .

A { ‘ She laid hold of him%at once for her dreams. Here
” C was one such as those Sons of God who saw the daugh-
ters of men, that they were faierHe was no son of

- Adam. Adam was servile. Had not Adam been driven

cringin% out, of his native place, . . . human race
been a beggay ever since, seeking his own being? But

Anton Skrebéhsky could not beg. He was in possession
of himself . . . (p. 292)
.’/'Her ideal is someoneQWho is "self-contained, gelf-support-
iné:" She perceives most men to be servile i; that they allow
themselves to be displaced. Part éf this displaéemen; involves
their relationship to the feminine. Ursula's ideal .man recog-
nizes the importance of thejfeminine in his life. He comes
"on free feet to the daughters of men, and saw they were
fafr" }p; 276). In the abéve passage she attributes this,
ability to Skrebensky, but as we have seen in the stackyard
scene, she is subsequen£ly disillusioned.'
Ursula's relationship with Skrebensky develops oﬁt of
her desire to define her indiv&duality. She is convinced that
she will be able to do this through her relatidhship with a
man: "She could limit and de{ine herself aga;qst him, the
male, she could be her maximum self, feméle, oh female, tri-

umphant for one moment in exquisite assertion against the

.,

H



/ | . 128

pe

_-nMe, in sﬁ%reme contrédiétindtion to the‘male" (p. 303).
Skrebensky, however, is not-'a champion of individuality. He
repfesents the patriarchal sphere of non—inéividuation: "He
was justia brick in the whole great social fabric, the nation,
the modern human{ty" (p. 328). The néﬁure of the 'mod&rn
humanity' as Lawrence sees it is ‘to pﬁt aside per;§:§1 con-

oo .
cerns, to destroy all possibility of self-fulfil%pent in the
y) .

rationalization that “becauseﬁthe Eommunity rebresents ]
millions of people, it must be millions of times more impor- ’ ‘ﬁ
tant than any individualﬁ (p. 329). Lawrence was concerned
that this reasoning was leading the world into war., Skrebensky
represents this social philosophy.

The static nature of Skfebensky's character indicates
that he is symbolic of a social attitude or philosophy. S. L.

Goldberg contends that he "is little more than an illustrative

collection of attitudes; he is certainly not realised fully

enough to bear the weight of implication Lawrence tries to >

n23

.erect upon him. Certainly, Skrebensky is not a fully real—z

ized character as compared to Tom or Will--or the later Gerald

; ~

" Crich of Women 'in Love--but his character has a more specific

‘purpose' than serving as the mere repository of a "collection

/

of attitudes." Hé is Lawrence's attempt to represent the cause

for the split between body and spirit, what he called "the

crying confusion and pain of our times."24 Skrebensky is a '

\
\

\,
23 wpne Rainbow: Fiddle-bow and sand" (1961), rpt. in \

A Casebook, p. 129. . . N
24 "Study of Thomas Hardy" in Phoenix, p. 474. \\\
T
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complex of physical desire and dehumanizing social philosophy.

He is incapable of perceiving ﬁis relationships passi6natél§:
"Why could not he himself desire a woman so? Why dld'he never
really want a woman, not with the whole of ﬂim: never love, -
never Qorship, only just phy%ically want her? But he wouldA
want her with his body, let his soul do aé it would" (p. 316).
Nowhere is Skrebensky's jlack’ of soul more eviéent tﬂan‘when
he secularizes the church in Cosgethay-as "a perfect place

for a rendez-vous" (p. 303).° | - .o

B

Ursula's role as heroine‘deveiops as well becausé of her
strengths. These are to a 1imited éxtent the strengthé of the
feminine principle of being. To i}lustrate this, the difference

“between Ursula's nature and that of Skrebensky is- the diff-"
erence between moén—conéciousnéss hich is in touch withﬂthe
'source' of life and patriarchal &onsciousness which is s;atic.‘

In "Fantasia of the Unconscious" Lawrence says that "women and

n25

men are dynamically different, in everything. Part of this

difference, according to Lawrence, is that a man will give

himself over to a purposeful activity rather than to an emotion.

Consciousness, however, demands that one livé "dynamically,

126

from the great Source, and not statically. The feminine

-

) principle of being is naturally closer to the passional source,

and therefore the 'heroic protagonist must have a strong

. \ e . ‘
25 pantasia, p. 162. ' e

26 Fantasia. p. 188.



feminine self. That Ursula has the potentlal to live, "from
the great Source" is ev1d3nt rq the importance of "soul" in
"her life. In addition, the héen’fﬁagery with whicﬁ she is
assqciated is somewhat reshaped from the moon 1magery of
the preceding generations. It is 1nd1cat1ve not only of the

'feminine' and the "'individual', but a‘ﬁo of .the "active

n27

da;knes§ of the unconscious. This darkness contains the

dynamic centre of that personality?which is suited to be an
heroic protagonist,

- In the following passage alchemical and mythic;hetaphors
. 3

are intertwined as Ursula realizes the importance of her

-

‘passionate soul:

A

) The jewel swung from the baby's.hand and fell in a
1 - little heap on the coal-dusty bottom of the barge.

) K ‘The man groped for it, with a kind of careful rever-
ence. Ursula noticed the coarsened, blunted fingers
groping at the little jeweled heap. The skin was red
on the back of theéhand, the fair hairs glistened
stiffly. It\was-a thin, sinewy, capable hand never--
theless, and Ursdla liked it. He took up the neck-
late, carefully, and-blew the coal-dust from it, as

i . it lay in the hollow of his hand. He seemed Stlll
and attentive. He held out his hand with the neck-
lace shining small in its hard, black hollow.
"Take it back," he said.

Ursula hardened with a.kind of radiance.
"No," she’ said. "It belongs to little Ursula." (p.
315) ’

,Lawrenge is describing a Qythic experience of rebirth
35 well as a rite of passage from chik@hood into adulthood.

Ursula is symbolically reéborn in the act of giving ‘her name to
n . ' N ' .

P
.

27 Fantasia, p. 179.
Fantasia
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“ "hardened with a kind of radiance,'
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!

the baby. Moreover, since in most gyhb$lic tfaditions’a jewel
is equated with the 'soul', we pa; extendvthis statement to
sayithat Ursula's soul is reborn when she gives the jewel

) to the baby girl. ' ) | I

?his séene is a rite of passageffor Ursula in the most

obvious sense: she steps off the laﬁd and onto a barge. She
is symbolically crossing the threshold into the netherworld.

_The barge éan“be likened to the ferry which tooleante‘across
"the river écheron; and theibgatman caﬂ be likened to dhafon.
The"'boatmam's insistenge that Ursula take baék the jewe;'is
reminiscent of Charonfs refusal to ferry tﬁe living soul of
Dante into hell. The éassage from childhood into adulthood
necessarily involves g‘descent ;nto darkness, and Ursula,

) ¢

like Dante, is a 'livingKSOuif’who must come to self—knowlédge

o 5

o, &‘“
through the inner journey.

The barge&an gives Ursulatthe opportunity to take back

the jewel, encour;ging her to retract her symbolic actioq of
-_Peginning the descent into darkness. In response, Ursula
' thereby rejecting the
opportunity and beginning the first process of the trans-
formation of primary matter, 'hardening'. Ursula's unspoken
‘answer to the boatman is that she has faith in her ability
to retain hér sunbright self, her positive:cqnsciousnegsi
iﬁ the depths to which she will descend. |

This scene mythically exposes Ursula at the moment of

transition. The jewel "swung" from the - baby's hand, pulled

/




7

" | 132

\

this way and that by opposing forces, a motion which high-

Alights the uncertainty and the indecisiveness of the tran-

sitionary moment. It then "fell in a little heap on the coal-

dusty bottom," symbolizing the descent of the soul into the
dar\!g/ness. The mythic union of opposites is evident in the
image of the jewel falling into the coal-dust. The spiritual
principle joins with the matefial for the purpose of producing
a new whole. The coal-dusty boﬁitom suggest.é the dark, chaotic
'and unformed world of Pluto; it also suggests the world of
‘"black Saturn, under whose augﬂp{;ces the first step towards

28

gold is made. The jewel is equated with metals, and coal

or carbon ‘is the. primary matter of the jewel. The descent .
into the coal-dust is-the des;:ent bgck to the primary state
for the purposé of re;:o‘nst.ructing .the soul. This is the
essencel of the §lchemical process’ wh#ch informs the narrative
in®he Ursula section, and we are reminded of Lawrence's

n29 He meant, of course,

statf:ement that his "theme was carbon.
that,: his intention was to get behind the indivicéiual person-
ality and show what was reall'}} going on in thé mind, consci-
ously and uhconsciousiy. In giving her name to the baby Ur-
sulg is substantiating her realization of' th't'e impqrtande of
nu'rturing her' precious feminine self.

In addition to the strengths of t‘he‘archetypal feminine, =

Ursula possésses personal character traits which make her

o

28 Seligman, p. 92. .

29 Letter to Edward Garnett, 5 June 1914, cited in
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suited to be the heroic protagonist. She possesses as well
the personal strength of willingness to pursue her goals

is not afraid to face the unknown. She is willing to take the
necessary risks. Perhaps this strength caﬁ be attributed to
Will's. risk-taking while she was a child. As we shall see,
she takes each e#pefieqce to its ultimate and accepts the
consequences of her actions, even when these consequences

‘'invqQlve a kind of spiritual death for her.

”

Experiencing the 'Salt, Bitter Passion'

/

Moon-consciousness, although in touch with the 'source'
of life, brings its own particular problems. Lawrence ‘uses

alchemical metaphor in order to express the complex nature

of these problems. "To invoke the moon," writes Hillman, "is
to invife salt--and unless we are trained in the nature and
power of salt, as were the alchemists, we'may become unwitt-
ing terrorists of the night, bending iron through fanatical
devotion to singleness, free of the other, against the core-

existence of the other, along."30

This is precisely the crux
of ‘the problems which Ursula faces: she has an excess of
‘salt' in her psychic makeup and is tapable of destroying
Skrebensky's iron in her fanatical search for the missing,
revitalizing element. Salt, of course, is used métaphoricaliy

to suggest intense, subjective experiences. The salt is a

'feminine' agent because it is a fixating one.

3% 4iliman, p. 136.
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Ursula's developing consciousness leads her to analyze
her felafionship with Skrebensiy in order ?o'give‘it somé :
purposé'otﬁer than mere sensory desire:‘"what.could either
of them get from such a passlon but a sense of his or her
own maximum self, in contradlstlnctlon to all the rest of
life?" (p. 303). Ursula sees this 'contradistinction' as |
attéinable "for one moment in exquisite assertion\égainst
the male (p. 303). she presents this assertive attit&dé in
the stackyard scene, and her purpose is to define "her own
maximum self." She succeeds in this purpose, but~to an ex--
. tent 'and in a direction which perhaps she-had not expecﬁed.

A}

Consider the following passage from the stackyard scene:

[

. But hard and fierce she had fastened upon him,’
cold as the moon and burning as a fierce salt. Till
gradually his warm, soft iron yielded, .yielded,
and she was there fierceé, corrosive, seething with,
his destruction, seething like some cruel, corros-
ive salt around the last substance of his being,
destroylng him, destroying him in the kiss.. And
her soul crystallized with triumph, and his soul .,
was dissolved with agony and annihilation. So she

"held him there, the victim, consumed, annihilated.
She had triumphed: he' was not anymore. (p. 322)

In . "Fantasia of the Unconscious" Lawrence discusses the
"dynamic energy of the salt water . . . which connects it

with the moon.W3T

Ursula exhibits an aspect of this 'dynamic
energy' in this scene. She discovers a negative energy, a
destructive magnetism in herself. We saw previously how

Skrebensky's action of covering her with his cloak was a

A Fantasia, p. 154.

[
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denial of her individuality. In this passage Ursula, her in-
dividuality threatened, reacts by assuming the role of the
oppressor. She discovers within herself, and applies, the
strength and force of the patriarchal Pluto aspect, fighting

'fire with fire' and becoming the enemy in order to overcome

pd

him by robbing him of his individuality. This combative
/ﬂistrength results from moon-consciousness: "The moon in born
from the death of individuals," writes Lawrence.32 Ursula -
has died, at least for the ﬁoment, as an emotional and
caring indiwvidual; in her place has risen a combative,
mythic figure--a harpy.
At the same time, she is exploring her maximum potential,
‘and the experience is a transformative one for her. The al-
éhemical imagery of salt, iron, brystallizing and dissolving,
expresses the nature of the'transformation. Ursula is the
salt of the intense, subjective experience. She embodies the
'feminine' aspect which, in combat witp the masculine and
patriarchal reality of iron, must become the Terrible Mother.
Ursula's feminine powers_ assert theméelves and the cryspall—
ization which she experiences suggests that she has succee@ed
in ufixating' the moment with spiritual siqpificance. This
purpose is achieved at the expense of 'dissolving' Skrepensky,

effectively annihilating his masculihity in much the same

way that Anna 'annuled' Will, but to a more extreme degree

32 Fantasia, p. 155.
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v

. just as Anton's threat to her being is\more extreme.
It is with some surprise that Ursuld becomes conscious
of her own destructive powers: "Where wds.she? What was this

nothingness She felt? The notﬁingnes“‘s was Skrebensky. Was

he really there?--who was he? He was sAlent, he was not

« there. What had happened? Had she been mad: what horribie
[ . N

4

thing had possessed her?" (p. 322). The "horrible thing"

which‘ has possessed he\r. is the power of her own preconscious

feminine a:speﬁt, with whirch she is"able to connect only under

;uch hgllucinatory -and nightmarish .circumstances. And although
‘ shqe tries to deny her power. and its destructive potential,

!

- she cannot stop the -movement towards consciousness which has

- begun in her. Her new-found, or rather rediscovered powers

-

exert themselves onte more as she proceeds to "bring him back

»

from the dead" (p. 322).

o~

i { * In comparison to this earlier destructive stackyard scene

ot

Ursula's experiences with‘ Skrelﬁensky near the end of the

narrative show just how strong Ursula has become within her-

‘ & '
self. Although their relationship is once again a‘confront'fation,,

-

Ufsula no J.ongef needs to exhibit per Terrible Mother aspéct .
inj order to protect he'rself. Ats first it is‘Ursula who is
destroyed: "He kissed her, and she q.ui‘véred as iif s:she»' were
being destroyed, s;hattered'. Thg ligh%ed vessel vibrattled., and
broke in her soul, the light fell,; 'struggled, and went daz;k"
l(p. 446). Her."light' is put ;ut by the ‘darkness-; of__rlpn—_ N

\

individuality which Skrebensky imposes on \‘er. This is the

» f . -
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'African' darKkness which Clarke calls the "sensual subcon-

scious."33

It is corrupt because it is purposeless and non--

conscious: "in Africa it seems massive and fluid with terror

-

-=not fear of anything--just fear" (p. 446).

Clarke contends that the language in this series of

>

experiences with Skrebensky, what he calls the 'African

sequence,' "affirms. both the menace of corruption and its

w34

life-giving potency. The menace is evident in {%e loss

of Ursula's individual "light." The life-giving potency is
» 7 . ,

coentained in her realization of her universal, ascendent

self: "She was no mere Ursula Brangwen. She Qas‘Woman, she

was the whole of Woman in ‘the human order. All-containing,

universal, how should she be limited to individuality?" (p.

kY

444). Upon acceptance of this 'universal' aspect of self she

becomes aware of the lack of light in her 1life: "The profound

darkness was their universe'" (p. 445)% In contrast to the
stackyard scene in which Ursula explogﬁg/ggr powers as a
mythic being without fully realizing from whence they came,

Ursula's consciousness of herself as "Woman! marks the be-

ginning of the development of mythical consciousness as she

recognizes her reality as a mythic being, "All-containing,

‘univetsal." 2

33

River of Dissolution, p. 67.

+

34

River of Dissolution, p. 67.
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' Out of the destruction of her-individual persona, then,

. .

the life force‘exérts itself and She is reborn from her under-

world experience with a new consciousness dedicated to life,

not to obliteration:

It was bliss, it was the nucleolating of the fecund
darkness. Once the vessel had vibrated till it was
shattered, the light of consciousness gone, then the
darkness reigned, and the unutterable satisfaction.

They stood enjoying the unmitigated kiss, taking
it, given to it endlessly, and still it was not ex-
hausted. Their veins fluttered, their blood ran to-
gether as one stream.

Till gradually a sleep, a heaviness settled on
them, a drowse, and out of the drowse, a small light
of consciousness woke up. Ursula became aware of the
night around her, the water lapping and running full
just near, the trees roaring and' soughing in gusts
of wind. (p. 447) '

Ursula awakens from the drowse, an example of Law?ence's
mystical "bath of darkness and extirfction,"35 to a new aware-
ness of the mythical dimension of her being. This new aware-
ness is evidenced by the reference to the water, the roaring
of the'trees, and the gusts of wind. She does not have any
control ever these elements as her grandmother Lydia seems_ to
have had, nor an inseparable relationship with them, but she
ares now have an awareness without which, ;s we have seen,

idividuality is reduced to a sense of alienation.

4‘”

e

{ "In the sand dune scene which follows, Ursula confronts
(L.ﬁ ]

the issue of the struggle between the mythic and the conscious-

in-time. She begins By becoming aware as never before of "a

5 : \
"Fantasia of fhe Unconscious" in Fantasia, p. 183.
™




139

4

yearning’for something'unknown" (p. 378). Sherbecomes conscious.
of:the inadequacy of Skrebensky and all that he:fepresents:
‘“his soul could'not cpmpel'her;in its waves -of strength,
Iﬂér’hisibreasf compel her in burning, ;algy,passiéd"r(p. 478) .
As they wélk across the sand dunes they a?é copfronted by the
moon "incandescent as a round furnace door" (p. 479). This
iﬁage échoéS'a previous scene in which Aﬁna tosses “the child
forward iﬁto the furnace" (p. 196) of the unknown, there ‘to
continue the quest with faith, like the ?}p}ical‘witnesses.
Tﬁe furnace is the vehicle for aichemical transformation
through hgat and dissolution. The door is the symbol‘for the
Ipassége to the beyond, and in this reference the doorway is
the feminiﬁe aspect of being symbolized by the moon. It is the
moment of choice to which her destiny‘has been leading her
since being consigned to the feminine values of the quest by
her mother, and to the masculine oneﬁ-by her father.

She reacts b; givipg "her breast Eb the moon, her belly
to tﬁe flashing, heaving water" (p.‘479;. As we have discussed
’previouslf, the water symbolizes mythic continuity. Ursula
acknowledges through this act that her essential nature is
feminine, mythic, and as such is culturally heroic. Skfebensky
;s‘unable to grasp such a.reality-and he becomes "encompaééedﬁ
a shadow ever dissolving" (p. 479). Bothohe and the patriarc£a1~
reality whi;h he represents are reveaﬁedeto be mere shadqw;

which the salt of passion and the water of continuity can

digsolve: .
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. She broke from her tense cramp of agony gradually,
though each movement was a goad of heavy pain. Grad-

"~ ually, she lifted her dead body from the sands, and
rose at last. There was now no moon for her, no sea.’,
All had passed away. She trailed her dead body to
the house, to her room, wheré she lay ‘down inert.
. « . He looked at her, at the closed face, which -
he thought so cruel. And he knew he could never.
touch her again. His will was broken, he was seared,
but he clung to the life of his body. (p. 481)

The pain which Ursula experiences is the internalized

‘knowiedge making its presence known. She has proven, capable

of ‘a depth of experience unknown to her ancestors. It remains
to-be seen whether she can externalize this experience once -
}

more, and grow from the painful experience into consciousness
/ . .

and indivi uality.

' The 'Rhetoric' of Reality : ' }\~

The scenes which have been discussed so far afe obviously
highly symbolic and comb}ne ;he imagery of the mythic quest
ané of alchemy. Between the stackyard and the dune scene,
however, lie the sections which, according to S. L. Goldberg,
are filled with "hollow rhetoric:" “The vitality'this part of"
the book offers, in fact, seems so Qpposéd to indysérial ,
society that it doesn't prompt any fine awarénesq of its
complexities or those of the pedple who try to live in it.

(Poor Skrebensky. it turns out, after all, that God had

created him that way and you can't make an angel of the lord
out of a sow's ear.)36 N

36 wphe Rainbow: Fiddle-bow and Sand” (1961), rpt. in

A Casebook, p. 131.

[, . . . g
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&hé episqdes to which Goldberg is referring include the
experience with Miss Idgeé, the teaching experience, and the
"’collegelepisode. Let us look briefly at these episodes to
see to what extent the complexities of the industrial socie-
ty are impertant to the development of the cenFral metaphys-
ical concerns of the narrativef

It was mentioned earlier that Ursula's relationship )
. 3
-with Skrebensky develops out of her desire to define her inj
aividualiby. Her relationship wigp Winifred Inger is clear-

ly prompted by the same motives. Winifred appears to incor-
ﬁorate all of the most desireable modern characteristics
and attitudes:

Miss Ingér was a'Bachelor of Arts, who had studied
at Newnham. She was a clergyman's daughter, of
good family. But what Ursula adored 'so much was
her fine upright, athletic bearing, and her indom-
itably proud nature.. She was proud and free as a
man, yet exquisite as a woman. (p. 337)

Urapla cannot 5e biamed for seeing Wiﬁifred as a role
model. She appears to represent all that Ursula is striving
to be. She is educatgd, and’iﬁdependen in the man's world.
As a clergyman's daughter she has groéz up in close contact
with the symbolic striving for 'soul' with which Ursula is
so familiar. Moreover, she appears fo androéynous, "free as
a man, yet exquisite as a woman" (p. 337). The androgyne is
a familiar fiqure in both myth and alchemy. It can represent
the reccnciliation of the sexes, symbolic of the unign of

the opposites of spirit and matter, which is thought to

occur at the end of the cycle of experience. This is

o

P a—
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the interpretation Ursula appliés early in her relationship
with Winifred. She’sees‘Winifrea aS someone who has found the
answers,lapd has disgovered how to live as a woman.iq'a man's
. world. The androgynous figure has another character, however,
’oné which Ursula comes to realize, as we shall see below;,
The growing consciousness of her female self which at
first‘rendered iﬁposéiblé her relationship with Skrebensky

enters a sexual phase of development with Winifred:

Miss Inger came out, dressed in a rust-red tunic like
a Greek girl's, tied round the waist, and a red silk
handkerchief round her head. How lovely she looked.
Her knees were so white and strong and proud, and
she was firm-bodied as Diana. She walked simply to T
the side of the bath, and with A negligent movement, *
flung herself in. For a moment Ursula watched the .
white, smooth, strong shoulders, and the easy arms
swimming. Then she too dived into the water.

Now, ah now, she was swimming in the same water
with her dear mistress. (p. 338)

Two established motifs are evident in this passage: water

/

symbolism and the motif of the goddess Diana. Thus far in the

Pl :

-~

novel water has repres néed the uncontrollable force of fate
and the unconsciou% {éiual instinct. Here, for the first time,
the water is under control. It is being manipulated by the
characters, through thetaction éf swimming. It still represents
sexuality since the expgrience leads to a tacitly confessed
love, but it is a sexuality which is consqiously experienced.
The difference between this love relationship and all of the

" okhers,portrayed in thg novel is the absence'of metaphors of

struggle and domination. Ursula and Winifred swim "in the

{
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same wate;ﬁ rather than coming togethgr from‘oppésing real%tieg._

’ The compariéon between Miss Inger and the goddess Diana
suggests that through this relationship Ur;ula will come to . -
" terms with the purely feminine aspect of herseif. Diana,ﬁ%f.,
course, is the patroness of unmarried girls and of chastity.
Wini{?ed“s sexual relationshig with Ursula precludes the
masculine world, and appears totally independent from it; i;
this sense it is éhaste. The image of Diana bafhing ér being
cleansed is a symbol of alchemical volatization'.37 Like Acteon,
Ursula is transformed through her confrontation yith this
Diana-figure.

Winifred reveals to Ursula the patriarchal basis of the
world's religions: "The Greeks had a naked Apollo,‘the Chfist;
ians a white-robed Christ, the Buddhists a royal prince, the
Egyptians their Osiris" (p. 341). The inadequacy of tb% mé;é— -
uline aspectgin the modern world is first articulated during
the d%scussions with Winifred: "The men will do no more,--

they have lost the capacity for doing" (p. 343). As profound

and as relevant as these insights are, they do not resﬁlt in

a
ye

any action of change; Wiﬁ%fred and her friepds are "unsatisfied
people, who still moved within the smug provinciél society as
if they were nearly as‘tame as their outward behaviour sh;wed"
(p. 343). Winifred is unable to transform her insights into
creative action which might alter society. This inability
,igads Ursula to recognize her friend as representative of the”

T

stagnation which ails modern societyﬁ The marriage between

37 Seligman, p. 111. ”_ .
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1

4 4

Winifred'and Tom Brangwen Jr. symbolizes Ursula's awareness
of the connection which exists between this theoretical

feminist and the mechanized world: "in spite of his criticism

and condemnation, he [Tom] still wanted the great machine" S

(p. 350).

\ y
[

Miss. Inger is clearly part of .the spiritual stagnation of
sociéty. Her. philosophy isolates the sexes 'from each other,

and fails to suggest how these opposites might come togqther

-in a more personal and spiritual union. Her androgynous nature,

thérefqre, is not thé result-of the upion‘of opposites, as
Ursula originallyfthought; rather, it suggests a more'primitive
sfaée.of development when'the two sexéahare undifferentiated
ana infgrtile. Thus Winifred gradually becdmgs iméggd in

terms of a prehistoric animal, "a clayey, inert, unquickened

&

flesh" (p. 351). To Lawrence, and perhaps only partially

»

sensed by Uréula, sameness is death, "the inétiﬂct of a
growing inertia, of a thing that chooses its blace of rgst a4,
in which té lapse into apathy, complete, profound indifference"
(p. .352). One must risk opposifion in order to have unioﬁ.
Lawrence extends his psychic theory of oppoé%tes to a bio-
logical one of heterosexuality. The love offered by Winifred

is "shame" not because it is an offense against society, but

2

because to Lawrence it is an offense against the healthy and -

transformative system of polarities.

Ursula responds to Winifred's theoretical rhetoric by

translating,it into her own creative terms: "She stretched

1

S
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her own limbs like & lion or a wild horse, her heart was
felentless in its desires. It would suffer a thousand deaths,

but it would still be a lion's heart when it rose from death,

[

a fiefcer lion she would be, a surer, knowing herself diff-
erent from and separate from the great, conflicting universe
that was not herself" (pp. 342-343). The alienation against
which Tom railed has become a necessity for survival a; a
creative being in the'modern world. Ursula experiences a
kind of death when she separates herself from Winifred. She -
perceives herself to be an outcast from the system which

Winifred, although complaining, supports. From this isolated

* ]

vantage point she is able to realize her inalienable self:

A terrible, outcast, almost poisonous despair poss-
| essed her. It was no use doing anything; or being
5 anything. She had no connexion with other people.
- Her lot was isolated and deadly. There was nothing
3 for her anywhere, but this black disintegration.,
Yet within all the great attack of disintegration
upon héiq she remained herself. It was the terrible
. core of all her suffering, that she was always her-
self. Never could she escape that: she could not
put off being herself. (p. 343)

.

-

Clearly, she becomes aware of an unchanging core of being,
Hé; mythic being,'altﬁough her world appears to be disintegrat-
ing around her. She discovers, as well, the ré;emptive power
‘of a seemingly.ﬁégative experience.

The next two episodés, Brinsley school and the college,
are éoncerned primarily with\representing the o?jective
patriarchal reality: "Shé’was here in this hard, stark reality

h S
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--reality. It was queer that she should call this the reality,
which she had never known till today" (p. 373). This reality
contrasts with the subjective life of{Ursula's father,who
is described as "glowing . . . within the quiet of his church
and his anthem music" (p. 363). Ursula's confrontation with
this realit§ iéva step beyond thé achievementvpf her parents.
Its presentation as an arch sugéests this: "Shé enterea the
rarched doorway of the porch” (b. 369). As Lawrence driteg in
"Fantasia of the_Unconscious," "few people surpass their
parents nowadays, and attain any 1ndiv1dua11ty beyond them."38
\&In her confrontation of the world Ursula is certalply 901ng
beyond her mother who would begin to grow up again bnly. with
her youngest child" (p. 365).

In the Brinsley Schooi episode, Uréula's teaching exper-
ience clearly becomeg a learning one for‘herr She becomes
conscious of the alienation between the world of feeling and
fhe social .reality. The schooling environment, for.instance,
is a "fofest of dry, sterile brick" (p. 367) into which she
hopes to infgse life: "She would be so personal. Teachers
were always so hard and impersonal. The;e was no vivid relation-
ship. She w0ula‘ﬁake everything personal and vivid" (p. 367).
She realizes, on the contrary, that the task éf an educator

‘ A

is that of reducing "sixty children to one state of mind"

(p. 382). She, too, is reduced to a conforming, impersonal

[

38.Fantasia, p. 30.
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state. of mind as she learns that in order to survive in the
working environment she mgig resemble the '"shadowy, grey

v

people," the "unliving, spectral people'" (p. 368). The suff-
ragette‘mbvement stands out in this atmosphere as a rebelli;n
against the automatic, unthinking system. The suffrage meet-
_ings represent the union of women against the confining,
passionless existence which they perceive the man's world to
be. The attainment of the vote, however, is a purpose which
remains within "the limits of the automatic system" _(p. 406),

and does not represent the sort of freedom for whick’Ursula

is searching.

'

The teaching experience is a reductive one, but, unlike
the Winifred experience, this reduction is coﬁsciously under-
gone. We are reminded of the alchemical laboratory in which
dissolution is important in the process of transformatian.
Consgquently, her individuality reduced by the patriarchal
world, she becom?s increasingly aware gf the mythic essence
of her own soul: "When the work had Become like a habit to

her, and her individual- soul was left out, had its growth

elsewhere, then she could be happy" (p. 407). Her real self
'is not stifled despite the best efforts of the insensitivity
of "The Man's World." The "arched doorway" (p. 369) through
which she enters the school proves to be not only the ex-
pression of the '"purpose of domineering" (p. 369), but also
the means by which she realizes that to "shafts like these

she would never submit for long. But she would know them.
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She would server them that she might destroy them" (p. 406).
Her refusal of the offer of m;rriage from Anthony Scho-

field results from her knowledge, gained during her schoo;~

ing experience, that she possesses a personal soul, whereas

+he represents "all cold, inhuman, gleaming'sensatﬁfns” (p.

416). They are not enemies, and in’fact sﬁe realizes that

"she lived in a sort of connexion with him, in his world."

And yet, she recognizes that they follow "different fates"

{p. 417). Although Ursula seeks to incorporate prlmitivé know-

ledge, union with a 'natural' man is not the answer.

Her entry into the college is the proof of her success
in the man's world since it fulfills_the aspirations of the
early érangwen women: "It was this, this éducation, this
highér form of being, that the mother wished to give to her
children, so that theg too could live tﬁe supreme life on
earth. For her children, at least the children of her heart,
had the complete nature that should take place in equality
with the living, vital people in the land, not be left behind
obscure among the labourers" (p. 10). Here, as in the preced-
ing episodes discussed, the experience itself forms a part
of the metaphor of decay and corruption leading to rénewal.
She quickly learns that it is not a placé of "black-gowned
priests of knowledge, serving for ever in the remote, hushed
. temple" (p. 431). The god of learning iszioon perceived‘as

_ "dry goods of knowledge" (p. 434).

.
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The central‘concerns of the narrative——ﬁhe‘expression of
the ;elf through a process of differentiation{and reunifica-
tion, in particular of '"masculine andyfeminine"-—are dqptinued
in these 'rhetorical’ episodesl The compiexities of the
industrial society are seen in the polarifies evidenced in
the social structures described, especially those o%,work~
and education. In reply to Goldberg, then, these complexities

are important in so far as they may serve--or further destroy

-- the mythic life of the individual. The vital truth which

survives the weakness or, datedness of any "hollow rhetoric”
j._n ;s Ursula's understanding that Jhé must immerse herself in

the corrupt element, "suffer a thousand deaths" (p. 343),

in ordef-to exﬁbriepce renewal. Ié is thé classic mythic

quest through the underworld modified by alchemical wisdom.

The symbolic mode begins its gradual'ret;rn towards, the
end of Ursula's college experience. She begins to ;ake stock
of her experiences, and she does so in the symbols with which-
they have been viewed throughout the novel: "Always the
shining doorway ahead; and then, .upon approach, always the
shining dobrway was a gate into another ugly yard, dirty
and active and dead" (p. 436). The 'world beyond' is not
quite what her ancestors expected it to be, and yet Ursula
has‘clearly gone beyond the perceptions of the earlier
Brangwens. When Tom and Lydia established their relationship

¥€;y "had their hour . . . on the outer edge of darkness"

(p. 63). This metaphor is renewed in the following passage,

13
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with the difference that Ugsula is conscious of its complex-
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. ) , £ ‘
ities as her ancestors wwéé not:

This world in which she lived was like a circle
lighted by a lamp. This lidghted area, lit up by man's
completest consciousness, she thought was all the
world: thHat her all was disclosed for ever. Yet all
the time, within the darkness she had been aware of
points of light, like the eyes of wild beasts, gleam-
ing, penetrating, vanishing. And her soul had ack-
nowledged in a great heave of terror only the outer
‘ darkness. This inner circle of light in which she
lived and moved, wherein the trains rushed and the
factories ground out their machine-produce and the
plants and the animals worked by the light of science
and knowledge, suddenly it seemed like the area under
‘ an arc-lamp, wherein the moths and children played
in the security of blinding light, not even knowing
there was any darkness, because they stayed in the
light.
But she could see the glimmer of dark movement
just out of range, she saw the eyes of the wild
beast gleaming from the darkness ... . (p. 437)

The vision which is related in this passage is the be-
ginning of Ursula's realization of human potential. This po-
-tential is perceived as a darkness containing "wila-beastsW
to which she reacts with "a great heave of ﬁerror.“ Remini-
scent of the marriage’of death motif, it i§?not an individual
who is perceived as a beast, but rather tht unknown world.
\The possibility of redemption is contaiﬁed in the image -of
lthe "points of light" in thé darkness, the light. of insight.

The metaphor of the liéht of insight is furfher devef%ped

in the botany lab where Ursula, sitting “abstracted over her
microscope" (p. 441), begins to see some purpose for and

result. from her reductive, analytical experiences: "Suddenly

in her mind the world gleamed strangely, with an intense
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light, like, the nucleus of the creature under the microscope"
(p. 441). By submitéing«the world--her world--to this ;ort
of analysis she comes to the conciusion that life is "not
.limited mechanical energy, nor mere purpose of self-preser-
vationiand self-assertion"/(p. 441). Inherent in £h1$ con-
clusion is her realizatiog'that she need not'define herself
in 'contradistinction' to any man, as she had previously
txthought. The image of Ursula working in solitude in the lab,
working on the bédy of her own experienée, is a perfect
image of the hero as female alchemist, revising not only
the traditional spiritual wisdom, but the purpose of life

<

‘ stﬁdy. v

The Transformation

Let us move on now to thé finél éhapter of the novelg This
chapter describes the transformation which occurs for Ursula
and which enables her to go on in the '"new world" (p. 441).
Mythic and alchemical metaphor are intertwineé in this chap-

¢ ter to produce the effect of tfansformatﬁon pointing toward
the renewal of life.

The chapter begins with Ursula's discovery of her preg-
nancy. She unconvincingly rationalizes berself into a "great
mood of humility" (p. 485) in which she is prepared to submit
to the sheltered life of the wife and mother, the sort of °
life Anna had chosen, Ursula has a task ahead of her: that

of coping with reality in the light of her realization in the
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botany lab. In the following passage she discovers through
the symboliém of her experience that the life of her mother

is inimical to her: 3

Yet she hurried to the wood for shelter. There, the
vast booming overhead vibrated down and encircled
her, tree trunks spanned the circle of tremendous
sound, myriads of tree-trunks, enormous and streaked
black with water, thrust like stanchions upright
between the roaring overhead and the sweeping of

the circle underfoot. She glided between the tree-
trunks, afraid of them. They might turn and shut
her in as she went through their martialled silence.
(p. 4B7) ’

We are reminded of the intense experiences of earlier

symbolically-styled scenes--the courting scenes, the cathe-

dral scdene. This passage is alive with sound and motion, and

filled with images of solidity and wholeness such as t;;nks,
stanchions, and circles. It'lacks the hypnotic, ritualistic
quality of the cornfield scene, but rather suggests the vio-
lence of the stackyard scene. The images of vastness connect
this passage with the religious, spiritual experience in the
cathezral.

; Ursula perceives\herself to be a pﬁ&soner in this wood
even though she has entered it voluntafily, seeking shelter.
She is "encircled," and the tree-trunks have "martialled" her.

*

The wood is suggestive of the sacred grdgve and. sanctuary of

kw Diana38, and as such can be seen as representing the feminine
;

\
|
p

)

principle to the exclusion of the masculine. Ursula has

38

e
.
e
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Frazer, p. 1. f
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returned~to the realm of Diana for protection while in her

pregnant state, only to find it ﬁhreatening to her: "They
might turn and shut her in" (p. 487). She ig realizing
through this symbolic experience that, although her feminine
asbgct is imbortént to the development of an.holistic person-
ality, it represents as great a danger as the dominant{
masculine. Thus we see her reasSsess her position in the
patriarchal world in her revelation at the end of the novel:

"Wwho was she to have a man according to her own desire? It

- was not for her to create, but to recognize a man created

‘by God" (p. 494). She does.not deny the masculine aspect of

personality, aszdoes Diana. Indeed, the above passage with
the tree-trunks "thrust like stanchions upright" suggests
Ursula's realizatipA of the need to recognize the rightful
place of the masculine in an holistié personﬁlity. Moreover,
she begins to be conscious of the fear which ig‘within her;
ﬁreventing her movement towards an holistic sense of self.
She cannot escape from the encircliné woods except
through the meadow: "A solitary thing, she took the track
straight across the wilderness, going back" (p. 487). There
is to be no going back, and she is,forced to confront her/
innermost fears and perceptions in thé form of:the horses:
" Then suddenly, in a flame of agony, she darted,

seized the rugged knots of the oak-tree and’began
to climb. Her body was weak but her hands were as

hard as steel. She knew she was,strong. She struggled

in a grsat effort till she hung on the bough. She

[

[ —
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knew the horses were aware. She gained her foothold
on the bough. The horses were loosening their knot,
stirring, trying to realize. She was working her way
round to the other side of the tree. As they started
to canter towards her, she fell in a heap on the
other side of the hedge. (p. 490)
Colin Clarke-has commented that the end of the nqgvel
leaves us with "the impression that corruption is merely

antithetical to this new life."39

Oq the contrary, the
symbolism of the oak-tree foins corruption and renewal in

an inevitable and mythic cycle. The symbol of the tree has

a traditional significance which can be traced from the omni-
science of_the mother goddess through the tree iﬁ“thg garden
of Eden ?f Christian myth. In every case, the trFe,repre;ents
wisdom. .Alchemical philosophy explores the assockation be-

h
o f

tween wisdém and corruption in some detail: a tehth century
alchemical manuscript instructs that the dragon,'percury,
must be kille&. "Sacrifice him, .‘. . pe:l off,hi% skin,
separate the flesh from the bone, and thou wilt fiAd that
which tHou seekest."40 Decéy is essentiAl in the acquisition
of wisdom, and the tree is the symbol of this wisdom.

The experience is a transformative one for Ursula. The

(5] .
horses clearly have the potential to overcome her with their

'sfrength and their poteﬁcy, but Ursula works around them

(
like an alchemist, using stratggy to keep the powerful

elements under control: The emotional intensity generated

4

33 Clarke, p. 67.

40 Cited in Seligman, p. 91.
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during this confrontation causes her to.grip "the rugged
knoés;of the oak-tree," which are the knot; of the problem,
so tq speak. The oak is associated with fhe mother goddess,
and 3¥sula's probl;m is to bring togéther the two opposing
aspects of herself, the feminine and the masculine. In
"Fantasia of the Unconscious" Lawrence explains that "the
horse is presented as an object of terror, which means that
to the man's automatic dream-soul, which ioves automatism,

the great sensual male activity is the greatest nenace."?!

Her hands become "as hard as. steel,"

reminiscent of the.
alchemical sword. During the alchemical revival of the éix-
teenth century, alchemist Michael Majer advised, "Learn'

about the egg and cut it with a flaming sword."42

The egg,
like the tfeé, represents Eﬁe source 6f wisdom. By‘méans of
her experiences, Ursula has gaineq the mgtél, or inner for-
titude, with which to penetrate to the heart of life.‘

The wisdoﬁ towards which she is moving ‘is self-knowledge
or selfhooda T@e horses représent that which has gone unre-
cognizeg and repressed in Ufsula, Law;ence expla;ns that;
"The automatic pseudo-soul, which hds got the sensual nature
repressed, would like to keep' it repressed. Whe?eas the

greacest desire of the living spontaneous soul is that this

' very male sensual nature, represented as acemenace, shall be

4 Fantasia, p. 170.

42 Cited in Seligman, p. 108.
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accomplished in life. The spontanecus self s secretly yearn-

ing for°the liberation and fulfillment of the deepest and

43 rhe laboratory of her ex-

most powerful sensual nature."
. periences has forged the sword with which to confront the
wisdom of the self. Her growing awareness is echoed,{g_ggg

awareness of the horses: "the horses were aware." They begin

"loosening their knot." Literally, they break rank; symbolic-

ally,-there is a loosening of Ursula's repressed sensual

nature, her 'male' activity.
As she sat there, spent, time and the flux of change
passed away. from her, she lay as if unconscious upon
the bed of the stream, like a stone, unconscious,
unchanging, unchangeable, whilst everything rolled
by in transience, leaving her there, a stone at rest
on the bed of the stream, unalterable and passive,
sunk to the bottom of' all change. (p. 490)

Ursula establishes a mystic connection with the mythic‘
dimension of life as she becomes fully aware that life is
the paradoxical experience of 'agony' and 'peace', and that
the finite and the infinite co-exist. She is aware of the
mythic dimension. At this moment of revelation, with her

: ) ‘ 1 : ? : n
consciousness expanded so as to seem "as if unconscious,
she is likened to a stone--the Philosopher's Stone which is
the final ﬁioduct of the alchemical process. She has suc-

ceeded, for the moment at least, in binding together the

fixed‘and volatile pfinciples within herself through wisdom.

43 "Fantasia of the Unconscious" in. Fantasia, p. 171.
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When she loses the child, she loses her last connection °
with the corrosive superficiality-of Skrebenksy's world: "The
child was like a bond round her hrain, tightened on her brain.
It bound her to Skrebensky" (p. 492). It does not matter that
the child ‘was not born. The loss of the qhild is just one
more way for Lawrence to express Ursula's separateness-and
individuality.

Unlike Anna; wﬁo defined herself vgs—é—vis her children,
Ursula sees thg child as binding her tp the man-made world
in which she is 'compressed'. Even this bond is squdssed
as she ;ealizes that her new sense of self has revolutionized

the world: _ R

She was the naked, clear kernel . . . striving to
take new root, to create a new knowledge of Eternity
in the fluxeof Time . . . There would be no child:
she was glad. If there had been a child, it would
have made little difference. (pp. 493-494)

The rainbow, the final vision of the nowvel, éxpresses_the
possibility for a new world order--a possibility created by

,

the wisdom through which Ursula has jsined the spiritual and
the material. She-has achieved this through bitter‘expegience.
The old world order had to crumble and decay before it could
be rebuilt into a new whole. |

- The vision of the rainbow interconnects the social and
personal themes of the novel not because Ursula's quest has

had any real effect dpon society, but because it represents

the possibility for 'the new germination" (p. 494). The
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opposition to'the indostrial~socie£y,-the lack of "fine
awareness of its cOmplegities"44\that Goldberg has objected
to thus has very little efféct on thé development of the

central concerns of the narrative. The vision is ultimately

‘a religious one, the central concern is the state of. the

soul. The industrial society represents sterility, but ‘
quula sees behind this facade. She recognizes that ‘all of

‘ o .
humanity lies "within the scope of that vaster power in

which she rested at last" (p. 494). She has achieved-a

last abie to cope with a corrupt and imprisoniﬂg néaIityuf

44 wone Rainbow: Fiddle-bow-and Sand" (1961), rpt. in "
A Casebook, p. 131. )

-~

-aegree of mythic consciousnéss, and through this §he is ‘at .

e
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