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INTRODUCTION 

It is perhaps not an adequate criticism 
of Mr. Lawrence's new novel [Women in Love] 
to object against it that the characters are 
unnatural, tha-t one would have to sweep the 
world before g-etting together such a collection 
of abnormalities, and that they would not be 
found in Mature at all in one group as they are 
here. • . • Mr. Lawrence's queer unreal char
acters are permissible and sometimes powerful 
inventions. But in this book he tells their 
story with a really extraordinary slovenliness 
and lack of grip on his style. •. What has 
happened to Mr. Lawrence? He was never a 
writer of great precision or purity: the vio
lence of what he had to say, combined with its 
vagueness t made that impossible. But in his 
first three books his style was at least equal 
to driving home what he had to say; and this, 
it would seem, it can no longer do. 1 

'1'hi8 excerpt from a contemporary review of Women in_Lo:::~ (1921) 

reflects the attitude of many of the early critics of the 

novel. They feel for the most part that Lawrence is a mad 

and undisciplined artist bent on insanely portraying the world 

as it is not. These reviewers seem to haw escaped from the 

horrors of the Great War in a totally complacent manner and 

canno-t unders-tand 1:he shock to the psyche that its physical 

and emotional destruction brought. Theirs appears to be a 

problem of willful misunderstanding. Even M..i.ddleton Murry, 

a close friend of Lawrence, writes: 

Mr. Lawrence's consummation is a degradation, 
his passing beyond a passing beneath, his tri
umph a catastrophe. It may be superhuman, we 
do not know; by the knowledge that we have we 
can only pronounce it sub-human ill1d.bestial, 
a thing that our forefathers had rejected when 
they began to rise from the slime. 2 

1 
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Fooled by the title, .the early reviewers (Murry included) 

tend to see Women in Love as a sensational exploration of good 

and bad sexual relationships. To a certain extent they are 

correct, but what they fail to see is that behind the sex 

there is drama-tised a meaningful relationship based on some-

thing more than lust and depravity. Because the early crit-

ics can only see the surface of the novel, they accuse not 

only his characters but Lawrence himself of being sex-crazed 

and insane. 

However, in Wom~ll.in Love, Lawrence is searching for 
- - ~ 

a means by Which. to express to the world booth -the destructiv'2 

aspects of the world itself in the early twentieth century 

and ·the way in \vhich we can function freely and vitally in 

spit.e afthat vlo:r.:ld. The novel does not fa::L1 II into the cat

egory of confessi.ons Il3 • It is, rather, an accusing' finger 
~~---- ---- -- -- ----------"---------------- ---- -. - -- -- --------- ......•.. ~ ... - .•. 

pointed at each reade:J:'i allciol1ce i:he reader is presen~.~Clwith. 

the problem and the means of overcoming it, he can. c..boose t.o 

fol1mv Hermione, Gudrun, Gerald and Loerke on the rQad to 

destruction, or learn from Birkin and Ursula that he QOE:?,S noJc 

have to be destroyed. 

On the surface, the destructive nature of -the world 

and its effect on the characters of Women in Love is self-

evident; the novel contains an almost oveD"helming amount of 

death, emotional annihilation and cruelty. Lawrence 9'ives 

further significance to this destruction by relating it to 

s~veral mythologies. T. S. Eliot saw in the use of myth-. 
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o~_()_gy by writers of the early twentieto C~1)tury an~w purpose 

and importance. 

It is simply a way of controlling, of ordering, 
of giving a shape and significance to the im
mense panorama of futility and anarchy which is 
contemporary history. . . . Psychology ... , 
ethnology, and The Golden Bough have concurred to 
make possible what was- impossible even a few 
years ago. Instead of narrative method, we 
may now use the my-thical me-thode It is • . 
a step -toward making the modern vlOrld possible 
for art. 4 

It is likewise a step toward making the modern world possible 

for sanity. Lawrence was certainly not the first author to 

draw parallels between the mythic actions of the past and 

those of contemporary society; however, he presents no Her-

culean heroes in ~omen in Love, no heroines of the stature 

of Penelope. Because of the anarchy and futility of the mod-

ern world, La'i.qrence turns to n}ytDQlogj,§s which are priITl(3,rily 
'-----------------~-- - --. -~ ~- ~~ ,<- - -'--~------------....,~-•• ,.~'~ ,-- --_.-< <" -.-.~-'-" - - - •• _." -~"'~ 

concerned \vi th violence and destructiQILi __ and by allugi.ng __ J::.s> 
.. _-----------------_ .. _--_ .... - ~ .. --.. --. _ .... ---._-.,-._--... _--- -- .,--" .------

these catast:t;:QPh.i_g_S;n"!9-Ji~ie.s, he SUgge.st? by _ inverse analogy 
-- -------'- -" ---- .. ---~.----------.-----. 

that the \<lay to 13tabili ty and order can be found. Wh_U~ 

these mythologies may not always ha.ve been deliberately or ------------------- - .-.----_.-.-._-. 

consciously followed by Lawrence r an awareness ofj:J!:~!!l~x-:-::: 

pands our appreciation of the range and relev91lC-e--D£--the-
._-- -~"----~'-" -.-~-----.------,----.--.-----

novel. 
/ -"-, 

In general, however I modern criticism of Women in Love ) 
--/' 

tends away from any thorough or cohesive di scussi.on of Law- '<, 
renee's mythic allusions. Unlike -the earliest critics of the ) 

/./ 

novel, modern critics recognise that the conflict between 
--~. 
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the Northern and the Southern outlooks on life presented in 
,..------- --- -.~ - - . _. 

such characters as Gudrun, Gerald, Hermione and Loerlce and in 

the African and Pacific statues is central to the theme" but 

fail to consistently connect these outlooks with mythology. 

F. R. Leavis, in D .. H. Lawrence: Novelist (London, 1957), 

mentions Norse mythology briefly in his remarks concerning 

Loerke. He states that the reader ought to see in the German 

artist "a suggestion of Loki" and as well that he should draw 

a connection between Gudrun Bran~¥en's role in the novel and 

"the destructive,"a part played by Gudrun in the saga of the 

Niblungs,,5. However, Leavis makes no attempt to develop these 

suggestions into a forceful argument although he displays no 

hesitation in stating t.hat "Lawrence was consciously, as well 

as profoundly, affected by his knowledge of northern mythology 

(in which we know him to have been intensely interested). 0 

,,6 In The Forked Flam~ (Evanston, 1965) I H. M. Daleski 

treads on mythological ground only to refute the argument 

that Eliseo Vivas puts forth in D. H. Lawr~~ concerning 

Birkin's attempt to s·tone the moon in the II Moony" chapter. 

Vivas contends 'chat Birkin curses the Syria Dea because he 

fears the vulva denta·ta and wishes to become like the sodom-

itic eunuch priests of Cybele, an action which he proposes 

to Gerald in n Gladiatorial", the fol10\-'1ing chapter. 7 Acknow-

ledging Lawrence I s reading of ~olden: Bough, Daleski ac-

cuses Vivas of overreading and sanely states that lithe cas-

tration rites [as cited by Frazer] associated with the god-
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dess make her an appropriate symbol of all that Birkin fears 

is destructive t~ the male.,,8 While it is true that the ana-

lysis of mythic allusions can lead to overreading, one wishes 

that Daleski had pursued his discussion further, for Lawrence 

alludes not only to Cybele but also to her cousi~ Artemis, 

Aphrodite and Diana. 

T. A. Smailes' study of "The Hythical Bases of Women 

in Love" {D. H. Lawrence Review I, 1968, l29-l36)suggests al

lusions to the ancient Greek and Norse traditions. He feels 

that Lawrence closely modelled Gerald upon an archaic form 

of Hermes. In the "Death and Love" chapter, Gerald wears a 

cap like th2.t associated with Hermes. Like Hermes, "the 

herald of Hades", "he has singled out Gudrun for death. 11
9 

Smailes also suggests Gudrun and Gerald in t_he roles of Pro~ 

serpine and Pluto in the "Threshold" chapter, where Gudrun is 

presented with flowers. While Smailes may be correct in pos~ 

tulating that Lawrence was alluding to these myths, they refer 

only to limited portions of the novel. His discussion of 

Gerald as a Germanic hero, although rather fragmentary, is, 

on the whole, more enlightening. Here, he sees parallels be

tween Gudrun and Brynhild, between Loerke and Loki, and between 

Gerald, several Germanic heroes and Loki. 10 The maj or prob

lem with Smailes' essay, however, is that it does not, to any 

great extent, attempt to discuss what Lawrence's motives were 

in employing these mythic allusions. 

This thesis intends to do what the criticism generally 
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fails to do: to outline Lawrence's mythic allusions in Women 

in Love in as consistent a manner as possible and to discuss 

how these allusions deepen the significance of the theme of 

the noveL The theme of Women in Love is clearly defined. 

The modern world is on the verge of destruction because of 

technology and all of the horrors which it entails; and chief 

of these horrors is the incapacity of anyone human being to 

develop a sensitive and tender relationship with any other. 

Lawrence presents this failure repeatedly; Birkin and Hermione, 

Gudrun and Gerald, Gerald and Minette, Gudrun ru1d Loerke, 

Loerke and Leitner, we see them all form relationships based 

on perversity, lust, and even hatred; and we can see or can 

predict their ends. The novel ends with Birkin and Ursula, 

albeit- in t:he midst of a quarrel, yet attempting to return to 

the tender relationship that they had achieved not long be

fore. Lawrence feels, then, tha-t if two people are willing 

to go beyond petty, selfish compulsion, a non-destructive, 

non-violent world can be attained. It little matters that 

there are only two inhabitants of this fictional world. As 

I suggested earlier, the onus is ultimately upon the reader 

to choose either the destruction offered him by the actual 

\'lOrld, or to find his way to the new world suggested by Bir

kin arid Urs ula. 

It is the unravelling of this theme that leads to the 

organisation of the thesis. The novel opens with a conver

sation between Ursula and Gudrun Brangwen, but it is Gudrun 
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who speaks first and to Gudrun that Lawrence pays more at ten-

tion. She is presented immediately as one little concerned 

with tender relationships when she informs Ursula that she 

would not hesitate to marry an attractive, rich man. There 

is a sinister quality to her long, slow looks of knowledge. 

This sinisterness is intensifi.ed when Gerald and Hermione 

are introduced, both strongly associated with yellow and 

icinessi and when Gudrun feels a bond with Gerald. It is 

at this point that Lawrence first introduces allusions to 

Norse mythology, allusions to the mythology of the ancient 

Germanic peoples as recorded in the Prose Edda of Snorri Stur-, 

luson and the Volsunga Saga, and also to a myth of Lawrence's· 

own making which shows influence of the violence and destruc-

tion embodied in these Norse myths that there is a 'Norse 

sensibility' which causes a person to act with no tenderness 

or sensitivity, to act in a self-destructive manner and to 

further the cold attitudes of the world as a whole. The al-

lusions to Norse mythology, which begin in the first chapter, 

are developed throughout vvomen in Love and end only in the 

final chapter with Gerald's death. Because this mythology 

is the most consistently used by Lawrence, I have begun my 

analysis of mythic allusion in Women in Love with a discus~ 

sian of Norse myth. 

By Primitive mythology, the title of the second chap

ter, I do not mean to imply alack of sophistication, but, 

rather, to refer to myths and sensibilities which are concern-

ed '(whether through their own natures or through the fashion 
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in which Lawrence chooses to interpret them) with one of the 

primal urges o£ man -- sexuality. For this reason, I have 

included in this chapter a discussion of the primitive sta

tues, the rejection of both Cybele and the lotus, and the 

three dancing scenes _ The sta'tues are of particular interest 

to Lawrence; he feels that they embody an extreme totally op

posed to the Norse: where the Nordic view of the world does 

not allow for sensuality, the primitive statues present the 

tendency toward total immersion in sensuality ,that finally 

goes beyond sensuality. This kind of destruction is closely 

rela'ted to the other instances of Primitive mythology to wh±ch 

Lawrence alludes. Norse mythology, then, makes a necessary 

appearance in these discussions because of the conflict, in

tegral to Lawrence's basic theme, between the northern sen

sibilitT and the Primitive. 

The thesis ends with a discussion of Lawrence's use 

of Biblical mythology_ In efup:~yJ~-~ the concepts of cloth

ing and knowledge, problems both created by the Fall of Man, 

Lawrence finds yet another mythic metaphor by which to ana

lyse the destructive nature of modern society. It is also 

through his allusions to Biblical myth that he presents Ur

sula and Birkin with a vehicle for their attainment of the 

ideal relationship. Curiously, both the world of the novel 

and Lawrence's world are ones in which God does not exist. 

Nonetheless, salvation can be attained; the inspiration, how

ever, does not corne from above but from within. Man is not 
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offered redemption, nor can one man offer it to another; one ~. 

must s·trive consciously with his (or her) helpmate to find 

salvation. By likening Birkin and Ursula to Adam and Eve >. 

throughout the novel and by presenting them alone together 

at its conclusion, it seems that Lawrence is likening them to 

a new man and a new woman who, if not in~ediately, will ul

timately find a new world which will not be prey to the des

truction of today's sterile society. 
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NORSE MYTHOLOGY 

On 2l(?) January, 1916, Lawrence wrote to his friend 

Lady Otto line Horrell and asked her to bring him books "on 

interesting Norse literature, or early Celtic •• ,,1 This 

request may hove been prompted. by La\.yrence I s reading of Sir 

James G. Frazer's The Golden Bough(tli.ird edition, 1911) during 

this period of his life. 2 The only section of this work that 

deals specifically with Norse mythology recounts the death 

of one of the Norse gods,Ba~dr3, but in his notes Frazer re

fers the reader to his sources for the tale -- most notably 

the Prose Edda of Snorri S·turluson. Lawrence also indicates 

in his letters that by 1909 he was familiar with Wagner's 

operas
4

, many of which are concerned "lith the myths of North-

ern Europe; and that he had read at least the Fairy Tales of 

Jacob and Wilhelm GrimmS, the first of whom had also com-

piled and published the great Deutsche Mythologie (1835). 

Although it has not been proved conclusively that Lawrence 

did, in fact, read the Prose Edda, the Volsunga Saga, or any 

other of t.he mythologies of Northern Europe 6 , Women in Love 

(1921) displays his wide knowledge of the Norse myths of 

creation, the gods, the apocalypse and of Norse heroic legend. 

These myt.hs and legends I hovlever, are' not as generally know.n 

as those of the Hebrews or of the Greeks and Romans. It is 

10 
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necessary, then, to retell them here in a much abbreviated 

form. 

In the "Gylfaginning" (liThe Beguiling of Gylfi") sec-

tion of Snorri's prose EeIda '(ca. 1220), the myth of the cre-

ation of the world, tales of the gods and the myth of the 

apocalypse'are narrated by the triune Odin to Gylfi, a legend-

ary Swedish king. In the beginning, according to the prose 

Edda, the universe was composed of three parts: Niflheim, 

Ginnungagap, and Muspellsheim. The infinity of space was 

looked upon as the Yawning Void, Ginnungagap. Its northern 

frontiers were composed by Niflheim, the land of ice and snow, 

and its southern frontiers by Muspellsheim, the land of in--

t,ense heat and light. 

Yet first was the world in the southern region, 
which was named Muspell; it is light and hot; 
that region is glowing and burning and impas
sable to such as are outlanders and have not 
their holdings there. • •. [In NiflheimJ the 
streams called Ice-waves, those which were so 
long come from the fountain-head that the yeasty 
venom upon them had hardened like the slag 
that runs out of i.:he fire, -- these then be
came ice; and when the ice halted and ceased 
to run, then it froze over above. But the driz
zling rain that rose from the venom congealed 
to rime, and the rime increased, frost over 
frost, each over the other, even into Ginunga
gap, the Yawning Void. 7 

As the heat from Muspellsheim wore down the snow and frost 

of Niflheim, the melted ice dripped into Ginnungagap and "life 

was quickened from the yeast-drops, by the power of that which 
, 8 

sent the heat, and became a man I s form. II Thus the Rime Gi-

ant, Ymir, was created. The gods, too, were created soon 
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after by the cow, Audumla, herself brought to life by the 

same forces as Ynu.r. In time, the ruler of the evil race of 

the Rime Giants was destroyed by the gods who fashioned Mid-

gard or lndd1e Earth, the home of mankind, from his corpse. 

Man and woman, Askr and Embla, were created from two trees 

by the gods. They inhabited and populated Midgard, which was 

protected from the wrath of the remaining Rime Giants, by the 

eyebrows of Ymir. 9 

The most debased of the Norse gods is Loki, who is de-

scribed in the "Gy1faginning" in the following manner: 

Also numbered amon-g the Aesir [the Norse pantheon] 
is he whom some call the mischief-monger of 
the Aesir, and the first father of falsehoods, 
and the blemish of all gods and men: he is named 
Loki or Loptr, son of Farbuti the giant; • 
Loki is beautiful and comely to look upon, evil 
in spirit, very fickle in habit. 10 

According to legend, Loki was bound to three stones ·with the 

entrails of his three sons for his part in bringing about 

the death of Baldr. It is his fate to lie there in bondage 

until Ragnarok, lithe day of the great battle between the gods 

and the pOl.vers of evil. It 11 He thus carries the epithet, \I the 

Bound God1l12 • These three sons were the product of Loki's 

marriage. Through an illicit relationship with a Giantess, 

however, he had three more children, two sons and one daughter 

. " 13 named Fenrlr, Jormungandr and He1. 

Fenrir or Fenris-Wolf took a wolf's form. The gods 

originally kept him in their home, Asgard, but eventually 

feared that he would bring about their destruction. After 
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many attempts to subdue Fenrir, they successfully bound him 

to a rock where, like his father, he is doomed to lie until 

the last day. Jormungandr is the Midgard Serpent who is also 

known as Ni~hoggro When the gods created Asgard, they placed 

Yggdrasil, the tree of life, in its centre. The tree had 

three roots: "one is among the gods i another among the Rime 

Giants •. • i the third stands over Niflheim, ••• and N13-

14 hoggr gnaws at the root from below." Jormungandr, then, is 

a force destructive to the entire universe, dining exclusive-

lyon the roots of the tree of life. Odin cast Loki's daugh-

ter, Hel, into Niflaeim to rule there as goddess of the under-

world where she r.'ecei ves the souls of men dead of sickness 

and old age. "She is half blue-black and flesh-colour (by 

15 which she i.s easily recognised), and very lowering and fierce. 11 

The final pages of the "Gylfaginning ll are devoted to ' 

Ragnarok, the mythic Norse apocalypse during which not only 

the world is destroyed but in which the gods themselves per-

ish during the final cosmic battle. 

. there shall come that winter which is 
called the Awful Winter: in that time snow shall 
drive from all quarters; frosts shall be great 
then and winds sharp; there ,shall be no virtue 
in the sun. Those winters shall proceed three 
in succession, and summer between; but first 
shall come three other winters, such tha't over 
all the world there shall be mighty battles. 
In that ,time brothers shall slay each other for 
greed, and none shall spare father or son in 
manslaughter and in incest. • 16 

After the destruc,tion of the sun and the moon, the Fenris-Wolf, 

blowing fire from his eyes and nostrils, breaks free of his 
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bonds and the Midgard Serpent, Jormungandr, emerges from his 

underground dwelling-place spewing venom throughout the air 

and water. All the forces of malice and evil in the Norse 

cosmology then rally on the field of Vigridr. "Then shall 

Heimdallr rise up and blow mightily in the Gjallar-Horn, and 

awaken all the gods; and they shall hold council together. 1I17 

I~~ediately following this session, the final cosmic battle 

ensues in which all the participants are destroyed. A holo

caust follows, razing all that remains. From this seemingly 

total annihilation springs a new and better world: ". • • the 

earth shall emerge out of the sea, and shall then be green 

and fair. • The only representatives of mankind to 

escape the destruction of Ragnarok are Lif and Lifthrasir, 

man elBd woman, who repeople the new earth. It is at this 

point that the lfGylfaginning" ends. 

It would seem that Lawrence's most apparent borrowing 

from the myths of Northern Europe is from the heroic legends. 

It must be remembered that it is uncertain whether Lawrence 

had read these myths; wha"t is certain is that he was familiar 

with Richard Wagner's operatic tetralogy, Ring of the Nibelung19 , 

which recounts the heroic legends originally spun in both the 

Norse Volsunga Saga_and in the Germanic Nibelungenlied20 • 

The basis of these tales is the continuing conflict between 

two peoples, the Volsungs and the Nibelungs, with the former 

ultimately emerging "triumphant. "Women in Love is, in a pri

mary sense, a novel concerned with conflict as well; in it, 
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Lawrence appears to draw upon these heroic legends in a more 

direct way (as remains to be seen) than he seems to have done 

upon the tales of the Prose" Edda. 

The Norse Gudrun is the beautiful bu"t treacherous prin-

cess of the Nibelungs who has this prophecy pronounced upon 

her: !!'Sigurd shall come to thee,. Him thou shalt 

have, and him thou shalt quickly miss; and Atli the king thou 

shalt wed; and thy brethren thou shalt lose, and slay Atli 

in the end. ,1121 Sigurd, the Volsung renowned for his bravery 

and horsemanship, weds Gudrun. After the marriage has taken 

place, Brynhild, who wants Sigurd for herself, is courted by 

Gudrun's bro-ther, Gunnar. In order to win her, he must ride 

his horse through a flaming ring; Sigurd, however, is the only 

man capable of this. He disg"uises himself. as Gunnar and lies 

chastely with Brynhild for three nights. After this, the 

two men re-exchange identities and all goes well until the 

trickery is discovered. Brynhild and Gudrun, through their 

conversation at bathing one day, uncover the ruse, and Bryn-

hild arranges for another of Gudrun's brothers, Guttorm, to 

slay Sigurd as he lies asleep. Brynhild then dies of grief 

over her action; Gudrun, embittered by the incident, marries 

Brynhild's brother Atli. In his greed to possess the wealth 

of Gudrun's family, Atli attacks them treacherously, leaving 

none alive. For revenge, Gudrun slays Atli and their child-

22 reno 

The clearest connection between ttVomen "in Love and the 
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mythology of Northern Europe lies in this portion of the Vol-

sW1ga Saga. In an apparently straightforward manner, Lawrence 

seems to have named Gudrun Brangwen after the vengeful prin-

cess of the Nibelungs. In both cases, the name Gudrun is 

itself ironic. Literally it means "good rune ll or, on a more 

figurative level, "good omen"; neither of these women, however, 

fulfills the implication of her name. While this portion of 

the le'gend does not correspond perfectly with the events of 

Women in Love, there are parallel elements in the two. Apart 

from bearing the same name, Gudrun Brangwen seems to be sim-

ilar in character to the Norse Gudrun as well. Just as the 

princess becomes more and more bloodthirsty and vengeful, 

Gudrun Brangwen becomes less and less sensitive to Gerald un·-

til she ends by abetting his death. But she also takes on 

f 'I.- h .. f h' ld2 3 .. ' h' Id h some 0- tHe c aracterlstlcs 0 Bryn 1 ; lt 1S Bryn 1 w 0 

provokes the death of Sigurd and Gudrun does the same ~ivi th 

Gerald. 

Gerald, too, figures prominently in Lawrence's possible 

adaptation of this portion of the Volsunga Saga. Sigurd's 

hard riding' through the flames to reach Brynhild can be par-

24 alleled to Gerald's maltreatment of his steed , a vicious 

action which brings him into a kind of demonic bond with Gud-

rlm and which, in turn, ultimately leads him to his death. 

Of course, Gerald reflects the roles of both Sigurd and Atli, 

all three killed at the hand of a treacherous woman. It is 

interesting to note as well how Lawrence ties this saga to 
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his use of the Norse myth of the apocalypse. Gudrun of the 

Volsunga Saga is a Nibelung; Ursula says, while she and Gud

run watch Gerald swimming, that he looks '" like a Nibelung'" 25 .' 

This suggests that both Gera.ld and Gudrun are of the same 

blood-line, and involves them in a sort of incestuous relation-

ship not unlike the kind that precedes the Norse apocalypse. 

By drawing parallels between Gerald erich, Atli and 

Sigurd, and between Gudrun Brangwen, Brynhild and Gudrun the 

Nibelung, Lawrence further suggests that the relationship be-

tween Gerald and Gudrun is ill-fated from its beginnings. 

Gerald as Sigurd the Volsung cannot hope to be happily align-

ed ",yith Gudrun in the role of the Nibelung princess and is 

fated to die at the han&of Gudrun as Brynhild. His death 

at the hands of Gudrun is certain as well if we see him in 

the role of Atli. 

The world of Norse mythology, whether it is the 're-

ligious' world of the "GYlfaginning" or the heroic world of 

the Volsunga Saga, is one of physical cold, violence and de-

struction. This is due, no doubt, to the nature of the peoples 

from which these myths sprang. The world presented by Law-

rence i.n Women in Love is much the same. It is a world where 

not only physical violence and destruction and, particularly 

in the Alpine section, physical cold are present, but where 

emotional annihilation appears to be the natural order. Again 

this view of the world can be directly related to the situ-

ation of the majority of people who inhabit it; although the 

Great War is never mentioned explicitly in the novel, its 
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characters act with the disorientation, disillusionment and 

emotional sterility which came as direct results of that war. 

In order to deepen this sense of destruction and futility in 

Women in Love, Lawrence appears to have found one perfect 

metaphor in Norse mytho1ogy~ According to the creation myth 

of the Prose Edda, Middle Earth, the home of mankind, exists 

in a precarious position -- it is prey to destruction by ice 

and snow represented by the evil forces of the Rime Giants 

and it must also fear devastation by the extreme heat lurk

ing in Muspe1lsheim. In general, the world of Women in Love 

totters on the same brink. It must attempt to avoid the 

destruction that is active in the metaphorical forces of Mus

pellshei.m embodied in the Bohemians of London and in the 

savag"e philosophy emanating from lifrica and the West Pacific 

of which the Bohemians are representative. Because this 

philosophy is an integral part of Lawrence IS presenta-tion of 

Primitive mythology, it Will be discussed fully in Chapter II. 

The potential for destruction by the metaphorical forces of 

ice and snow in Women in Love is suggested through the use 

of Norse mythology as it is applied in character development. 

La\,qrence presents four I Norse I characters Gudrun . 

Brangwen, Loerke, Hermione Roddice and Gerald Crich and 

they are suggested as such on the surface level in two dif

ferent fashions: Gudrun and Loerke because of their obviously 

Northern European names; Hermione and Gerald because of their 

traditionally Norse, blonde features. 
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Hermione and Gerald are introduced in the first chap-

ter of the novel, and are seen through the eyes of the Brang-

wen sisters. Ursula views Hermione, 

a tall, slow reluctant woman with a weight of 
fair hair and a pale, long face. • . • Now 
she came along, with her head held up, balanc
ing an enormous flat hat of pale yellow velvet, 

She was rich. She vlOre a dress of 
silky, frail velvet, of a pale yellow colour, 

She was impressive, in her lovely pale
yellow and brQ\.vnish-rose, yet macabre, some
thing repulsive. (16) 

Ursula's impressions of Hermione illustrate immediately the 

major des"t.ructi ve aspects of the Norse way of life. She is 

repulsively pale and yellowj the constant repetition of this 

description suggests that she has become pale emotionally and 

spiritually. This is proved shortly after when Ursula re-

members that Hermione "had various intimacies of mind and 

soul with various men of capacity." (17) She is capable of 

coming to terms with men on a promiscuous yet spiritual and 

intellectual level only and for Ursula,as well as for Lawrence, 

this type of association is abhorrent. To a certain extent, 

Hermione is aware of this. I! She always felt vulnerable, 

vulnerable, there was always a secret chink in her armour. 

She did not know herself what it wa"s. It was a lack or robust 

self, she had no natural sufficiency, there was a terrible 

void, a lack, a deficiency of being within her.1! (18) Hermione 

is vulnerable because of her lack of sensuality, her fear of 

it, and her incfPacity to face the realities of sex as a sen

sual experience. Her intimacies with men are pale because 
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they are incomplete. Thus, inwardly Hermione has become a 

void, an abyss where no robust life can quicken. Importantly, 

it is Ursula who characterises Hermione in such a fashion; 

the reader should realise that Ursula can see the merits of 

an intellectual relationship but that she also sees the fu-

tility of a life lacking sensuality. She can see that Her-

mione "seemed almost drugged, as if a strange mass of thoughts 

coiled in the darkness within her, and she was never allowed 

to escape." (17) Hermione is trapped in a cold, pale world 

of compulsive intellectuality. 

Gerald, like Hermione a possessor of worldly power and 

influence I is consistently endowed ''1i th the characteristics 

of Niflheim. He is first described through Gudrun's initial 

reac-tions to him in "Sisters". 

[Mrs. erich's] son was of a fair, sun-tanned 
type, rather above middle height, well-made, 
and almost exaggeratedly well-dressed. But 
about him also was the strange, guarded look, 
the unconscious glisten, as if he did not belong 
to the same creation as the people about him. 
Gudrun lighted on him at once. There was some
thing northern about him that magne-tised her. 
In his clear northern flesh and his fair hair 
was a glisten like sunshine refracted through 
crystals of ice. ill1d he looked so new, un
broached, pure as an arctic thing. (15) 

Gudrun sees Gerald as a snow man, pure and beautiful, icy 

and crystalline. This description in itself suggests a daz-

zling beauty, but in light of the PrOs"e Edda it takes on a 

sinister quality. 'l'hat \vhich is associated with ice and snow" 

is by its VI&J nature destructive, capable of the annihilation 
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of life. To Gudrun, Gerald appears to be of a creation dif-

ferent from other men's; likewise the Rime Giants of the 

Prose Edda spring from a different source than does mankind 

and are constantly engaged in attempting to destroy humanity. 

That Lawrence had these evil creatures at least partially 

in mind as a 'background' for Gerald is' suggested more strong-

ly in the last chapter of the novele 

Birkin reached and touched the dead face. . . . 
In the short blond moustache the life beneath 
was frozen into a block of ice beneath the 
silent nostrils. And this was Gerald! , 

Again he touched the sharp, almost glit
tering fair hair of the frozen body. It was 
icy-cold, almost venomous. Birkin's heart 
began to freeze. (537) 

On the surface, this description of Gerald in death appears 

to be little more than Lawrence's rather obvious presentation 

of poetic justice a man who in life seemed to be ice and 

snow meets his death in the frozen wastes of the Austrian 

Alps. But Gerald's body is "almost venomous"; this recalls 

the venom which froze to create the realm of Niflbeim and 

which melted again to create the race of Rime Giant~. It ap-

pears, then, that the way in which Gerald dies returns him 

(metaphorically, of course) to his mythological origins. 

These allusions to Norse mythology are quite general; 

however, Lawrence appears to characterise Gerald with rather 

obscure but nonetheless specific referen'ce to some of the 

less desirable characters of Norse myth. One extensive myth-

ic allusion in this context is to Loki. Gerald is often said 

to have a kind of arctic beauty; like Loki, women find him 
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powerfully attractive and he is II naturally promiscuous ll (464). 

The connections of Gerald to Loki' ultimately have the effect 

of emphasisng Gerald's destruc·ti ve nature. He reveals his 

destructive capacities not only .through his industrial 're-

forms', but also in his treatment of women and his treatment 

of animals. These, in turn, reinforce the suggestion that 

Gerald, like Loki, is lithe blemish of all gods and men." 

Nowhere is this more evident than in the passage describing 

the reactions to his efficiency campaign in the mines; the 

miners look upon Gerald as "their high priestll (259) who, 

as lI·the God of the Machine, Deus ex Machina" (256-257), 

wields and abuses his power over them. 

The Fenris-Wolf can also be directly related to Ger-

ald. When Gudrun sees him at his sister's wedding, she re-

alises almost immediately that 

His gleaming beauty, maleness, like a young 
good-humoured smiling wolf, did not blind her 
to the significant, sinitst.er stillness in his 
bearing, the lurking danger of his unsubdued 
temper. 'His totem in the wolf i" she repeated 
to herself. (15-16) 

Lawrence can be forgiven his lack of subtlety here because he 

is focusing the reader's attention upon an aspect of Gerald 

which must be clearly understood. The stillness of the wolf 

is significant to both the Prose Edda and to WOrrien in Love. 

Just as in Snorri, the Fenris-Wolf subdues his violence until 

he breaks loose from his bonds at Ragnarok, so Gerald remains 

sinisterly still until his final violent outbreak in the 

Austrian Alps.26 Again Gerald's potential for violent de-
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struction is made stronger by this mythic allusion. 

Both Loki and his son paid for their evil actions by 

being bound. Gerald, in imitation of both, has a terrible 

fear of sharing their fate. 

'Yes, I'm afraid of some things-- of being 
shut up, locked up anywhere .:..- or being fast-
ened. I'm afraid of being bound hand and foot.' (73) 

Lawrence appears to give Gerald, whose name may have been 

27 suggested by Geri, one of Odin's pet wolves , a kind of 

deja vu, a vague remembrance of his mythological past. 

Lawrence's purposes in the characterisation of Gerald 

are two-fold. By introduing him as a man strongly associated 

wi th ice and snow and by describing him in this manner con-

sistently, it is evident that Lawrence's intent, on one level, 

is to depict Gerald as an insensitive and hard man. By as-

sociating him with Norse mythology as well, Lawrence issues 

the warning that this man, as a representative of the de-

structive elements of the tales of Northern Europe, is capable 

of posing a threat to mankind. The irony and, to some extent, 

the salvation is that Gerald ends by destroying himself. 

In the initial description of him, Lawrence also hints 

at the unhealthy bond that will be formed between Gerald and 

Gudrun. 

'Am I really singled out for him in some way, 
is there really some pale gold, arctic light 
that envelopes only us two?' she asked her
self. (16) 

Gudrun sees herself and Gerald as surrounded by pale light; 
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this suggests that their situation may differ from Hermione's 

but that it is nonetheless related to it. Whereas Hermione 

is pale. gold \.vithin and without and Can only enter into un

fulfilling and unfulfilled relationships, Gerald and Gudrun 

are capable of stepping into the world of physicality. But 

because they are associated with this destructive light, 

their future liaison, Lawrence suggests, will be as violent 

and life-destroying both as those presented in the Volsunga 

Saga and as those in which Hermione so futilel.y engages. 

The light does not come from within them; Gerald and Gudrun 

are products of their time and are thus trapped, although 

in a different manner than Hermione, by their fears of a 

loving commitment. They are capable only of entering into 

a purely physical relationship, something that Hermione can

not do; beyond this F they can achieve nothing. Like· Hermione, 

they are incapable of true sensuality and must remain spirit

ually sterile, bOlli1d to one another by what can now be termed 

the Norse compulsion for non-sensuous interaction. 

The destructive aspects of Gudrun's character are 

given even deeper significance if she is seen in light of 

Hel, the gaudily coloured goddess of the underworld and Loki's 

illegitimate daughter. Gudrun, although obviously not a 

literal goddess of the underworld, finds herself worshipped 

in a lecherous manner by the miners as she wal Ks through the 

streets of Beldover. Her a.ssociation with this underworld 

existence is made clear as she muses about the tm.vn to which 
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There came over her a nostalgia for the place. 
She hated it, she knew how utterly cut off it 
was, how hideous and how sickeningly mindless 

. .. And yet she was overcome by the nos
talgia for it. She struggled to get more and 
more into accord vlith the atmosphere of the 
place, she craved to get her satisfaction of 
it. There were always miners about. . 
They belonged to another world, they had a 
strange glamour, their voices were full of an 
intolerable deep romance, like a machine's 
burring, a music more maddening than the si~
ens' long ago. (129) 
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The miners and the town as well seem to represent the under-

world. Gudrun's nostalgia for the place suggests that she 

is oriented towards death. If she is seen as Hel's kin, 

Gudrun's strange relationship with Mr. Crich, Gerald's fath-

er, becomes less of an enigma. The goddess receives into her 

realm men dead only through Old age and disease; Thomas Crich 

is dying of both. Gudrun, like Hel, is easily recognisable, 

not through the unusual appearance of her skin but through 

her unique and colourful stockings. 

There appears to be a development within Lawrence's 

use of Norse mythology. He begins with Hermione, who turns 

the destruction inherent in a Norse world view upon herself. 

In their intense relationship, Gerald and Gudrun resemble 

'human' beings all too closely with their destructive out-

looks and turn this destruction upon one another. Loerke, 

the gnomish German artist, however, turns his destructive 

attitudes upon the world at large. Lawrence, I think, in-

tends the reader to see Loerke in much the same terms as he 

does Hermione -- that is, as a potentially flesh-and-blood 
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entity and also as an extreme representation of what is ter-

rifyingly wrong with both the fictional and the real world 

of the early twentieth century. Through allusions to Norse 

myth, Lawrence heightens the sense of depravity in Loerke's 

character. 

Loerke, whose name itself bears striking similarity 

to that of Loki, displays many of the traits which character-

ise the god. Loki is comely, evil and fickle. Although 

Loerke is far from handsome, the magnetism of his perversity 

fascinates all who come ,,,i thin his influence. A fickle 

creature, he moves promiscuously from relationships with very 

young girls before his appearance in the novel, to a homo-

sexual liaison with the handsome Leitner, and finaliy to Gud-

run, who is well past what he had previously considered to 

be a vvoman' s prime. That he is capable of mischief is made 

clear from the description of him mingling with the guests 

in the chalet: 

I .. oerke was everyvlhere at once, like a gnome I 
suggesting drinks for the ,,,omen, making an 
obscure, slightly risky joke with the men, 
confusing and mystifying the waiter. (462) 

This mischief, although innocuous when we first encounter it, 

gradually inclines towards evil. Although Lawrence does not. 

specifically state it, Loerke seems to receive some kind of 

perverse thrill from Gerald's violent reactions to Gudrun's 

desire for him. It appears that he is attempting to push 

Gerald as far as possible with the most perverse of all mo-

tives -- a desire to destroy, to create chaos. 
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Loerke is stro~gly associated with Loki's son, J&r-

mu~gandr. Birkin, voicing Lawrence's own disgust, describes 

him in the following statements: 

'He lives like a rat in the river of corruption; 
just where it falls over into the bottomless pit. 
He IS fari:1wr cr.. than we are. He hates the ideal 
more acutely. He ha·tes the ideal utterly, yet 
it dominates him. • • • He is a gnawing little 
negation, gnawing at the roots of life. I (481) 

This relates, perhaps even equates, Loerke with the Midgard 

28 Serpent . Birkin metaphorically suggests that Loerke does 

not live in Middle Earth but in the rivers of venom on the 

fringes of Niflheim. While he may not be a part of mankind, 

he is far more dangerous than Hermione or even Gerald. In 

her extremes, Hermione becomes synonymous with the void and 

has no real influence on the world. Gerald's destructive 

activities are co~nitted openly; because of this they are 

recognisable by the world and can, if only in theory, be 

stopped. Loerke, however, destroys in an insidious and hid-

den way: he is the subtle and guileful serpent, insinuating 

his way into thoughts and relationships, eating them away 

from within. 

There is a kind of kinship between Gerald and Loerke. 

As discussed above, the potential for destruction that we see 

in Gerald is more fully developed in the character of the 

German artist. Lawrence hints at this when he describes 

Gerald "stNimming, like a ~vater rat" (202) and Loerke swimming 

like a "\vizard rat" (481) in the sewers.29. This relation-

ship is further reinforced by the public roles that the two 
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men play: Gerald, the industrial magnate; Loerke,the indus

trial artist. Although 'itse'ems that there ought to be a 

, great difference between the philosophy of the busine~s man 

and the artist, the two are working independently towards the 

same destructive ends. In his obsession with efficiency, 

Gerald institutes his reforms of his father!s coal mines and 

through this mechanisation destroys any dignity that remains 

in the lives of his miners. Loerke, who calls himself an 

artist, unknowingly takes Gerald's principles of 'reform' to 

their utmost point of expression by creating "'beautiful 

factories, beautiful machine-houses lll (477). While Loerke 

declares that the worker "',enjoys the mechanical motion of 

his own body'" (477), an extreme to which Gerald has not yet 

gone, both men ultimately view the sum of man's existence in 

terms of the "mechanical principle" rather than the "organic" 

(260) 0 

Women in Love is, in one sense, Lawrence's own vis-

ion of an apocalypse. This is made clear by the titles which 

he considered for the novel during, its composition -- The 

Latter Days and Day of Wrath or Dies Irae30-- conveying apoc

alyptic suggestions. I,awrence might well have named Jche 

novel Re£narok after the ancient Norse myth Of the Apocal-

ypse. 

Lawrence specifically draws the reader's attention 

to the pending violence and destruction of the novel at the 

wedding reception which occurs in the opening sequence. The 
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guests at Shortlands ignore .the summons of the butler to move 

into the dining room. 

Gerald took up a large, curved conch shell, 
that lay on a shelf~ and without reference 
to anybody, blew a shattering blast. It was 
a strange, rousing noise, that made the heart 
beat. The summons was almost magical. Every 
body came running, as if at a signal. And 
then the crowd in one impulse moved into the 
dining-room. (29) 

The guests at the wedding are members of the intellectual 

and financial elite; they are god-like in their power and 

influence. Gerald acts in much the same manner as Heimdallr 

who summons the gods to their council before the final cos-
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mic battle • The situation here seems to imitate the myth; 

Gerald SUn1.rnons these quasi-gods to their council, intense 

dinner conversation involving nationality, foreign affairs 

and metaphysics. This seemingly minor incident is a further 

suggestion that the later action of the novel will be viol-

ent and destructive. 

Although the Great War is not explicitly mentioned 

in Women in Love, all of its characters are people with 

shattered beliefs and who have no direction in life; they 

are truly "a lost generation". Lavlrence did not view World 

War I as the apocalypse itself but rather as one of the 

greatest manifestations of the world's attempt at its own 

destruction. Because the novel ,\.yas virtually complete by 

1917, the Great War which began in 1914 can be seen perhaps 

as the "three other ,\.yinters" of battle which precede the 
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final "Awful Winter". Gerald's murder of his O'Vln brother, 

having taken place before the action of Women in" Love begins 
" , 

in part foreshadows the apocalyptic vision which is suggested 

in the novel itself. The "Awful Winter" which follows, "three 

in succession", sig"nals the true beginning of the mythologi-

cal Norse apocalypse. It is not merely coincidental that 

the last three chapters of Women in Love, chapters which in-

volve the most violent destruction in the novel, take place 

. A . . 32 1n an ustrlan wlnter • 

As discussed above, Gudrun sees Gerald at first as a 

still and silent wolf, connecting him with the Fenris-Wolf 

in its state of bondage. His penultimate, violent act of at-

tempting to murder Gudrun suggests that, like the Fenris-Wolf 

in the final battle, Gerald has broken free of his bonds and 

rages destructively. It is in the final chapters of the 

novel, too, that Loerke, already likened to the Midgard Ser-

pent, makes his appearance, spreading his "venom" in the form 

of malicious disruption of the order of things. 

Violent destruction is what is most strongly indicated 

in the Norse mythologies which provide a background for Women 

in Love. That these myths do not relate directly to Birkin 

and Ursula is significant: although they, too, feel the anni-

hilation in their world and in the g-reater world around them, 

it is annihilation of a different sort. They feel their 

spirits withering away and yet they fight to wrest stability 
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from chaos. It is the destruction of the action in the Aus

trian Alps which causes Birkin and Ursula (whose name is Latin 

in "origin') to flee to Italy where they feel that they can es

cape the apocalypse. In terms of Norse myth, Italy with its 

temperate climate is the mean between the frozen desolation 

of Niflheim and the burning wastes of Muspellsheim, a place 

which meJcaphorically embodies a balance between the sensual 

and the non-sensual and from~hich a new world can be real

ised. Like the conclusion of the Norse myth of the apocal~ 

ypse where only Lif and Lifthrasir, man and woman, remain to 

create a new and fairer earth, Women in Love ends with Her

mione forgotten, Gerald dead, and Gudrun gone to Dresden 

with Loerke. Only Birkin and Ursula, man and woman, are 

left to found a new world which rejects the deceit, violence 

and destruction of the past. 



II 

PRIMITIVE MYTHOLOGY 

The fictional world of Women in Love is a reflection 

of the world in ''i1hich Lawrence lived. Both are worlds which 

were being destroyed or, more precisely, were destroying them~ 

selves with technology, war and the impossibility of belief 

in God. With neither science nor religion to turn to for 

meaning, it is not surprising that Lawrence looked to the 

mythic sensibility of ancient cultures in order to di.scover, 

if not a E'olution to the problem of modernity, a foundation 

upon which to build a new world. His interest in the soci-

eties of the past is evident in his letter of 21(1) January, 

1916 to Lady Ottoline Morrell: 

Bring one or two books, will you: ••• not 
novels nor verse nor belles 1ettres, but some
thing a. bit learned: -'Anglo-Saxon na11ads -
like "The Seaman' [si.c], translated ~- on in
teresting Norse literature, or early Celtic, 
something about the Druids (though I believe 
it's all spurious) or the Orphic Religions, or 
Egypt, or anything really African, Fetish wor
ship or the customs of primitive tribes ..•• 
(Not Frazer -- I've read him.) 1 

By 1917, Lawrence had read Frazer's Totemism and Exogamy 

(1910), The Golden Bough (third edition 1911), Edward B. 

Tylor's Primitive Cultures (1871), Jane E. Harrison's 

Ancient Art and Ritual (1913), and Mme. Blavatsky's Isis 

Unveiled (1877) and The Secret Doctrine (1888).2 

An interest in the past was not a phenomenon unique 

to Lawrence's day; Rousseau, in the eighteenth century, and 

32 
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Wordsworth, in the nineteenth, to name only two important 

writers, looked to either pre-civilized times or pre-civil

ized sensibilities for a cure for social and moral ills. 

Anthropology and comparative religion as respectable subjects 

for academic study came to the fore in the late nineteenth 

and early twentieth centuries, and Lawrence's extensive read

ing in these fields shows that he was well-versed in the in

tellectual pursuits of his day. But he does not indulge in 

sentimental nostalgia for the past in his use of primitive 

mythology; he finds in every form of primitive myth, whether 

it be Norse, Egyptian, Ancient Near Eastern, Ancient Greek, 

li.frican or Buddhist, something dest.ructive to man and he re

jects these myths on this basis. 

As suggested in Chapter If Lawrence uses Norse myth

ology to heighten the impact of the destructive nature of 

the world of Women in Love. Hmvever, his use of myth does 

not function only as a parallel to the modern world. With 

references, explicit and implicit, to cultures of the past, 

Lawrence seeks to analyse metaphorically and symbolically 

the problems of the world of the novel and to suggest ways 

in which they can be overcome. It is in this fashion that 

Lawrence uses the primitive sculptures which Halliday owns; 

these, in conjunction with the implications of Norse myth, 

become central symbols which outline fully what must be 

overcome in both the world of the novel and the actual post 

World War I "i,vorld. 
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The primitive sculptures are first encountered in 

the "Creme de Menthe" and "Totem" chapters of the novel. 

Their symbolic significance, however, can be fully understood 

only in retrospect, after certain later incidents in the 

novel are considered. In "Moony", Birkin, speaking here 

most clearly it seems as Lawrence's mouthpiece, meditates 

upon one of the sculptures he had seen at Halliday's. 

Suddenly he found himself face to face 
wi th a si tua"tion. It was as simple as this: 
fatally simple. On the one hand he knew he 
did not want a further sensual experience -
something deeper, darker, than ordinary life 
could give. He remembered the African fetish
es he had seen at Halliday's so often. There 
came back to him one, a statuette about two 
feet high, a tall, slim, elegant figure from 
West Africa, in dark wood, glossy and suave. 
It was a woman, hair dressed high, like a melon
shaped dome. He remembered her vividly; she 
was one of his soul's intimates. Her body was 
long and elegant, her face was crushed tiny 
like a beetle's, she had rows of round heavy 
collars p like a column of quoits, on her neck. 
He remembered her: her astonishing cultured 
elegance, her diminished, beetle face, the as
tounding, long elegant body, on short ugly legs, 
with such protuberant buttocks, so weigh"ty and 
unexpected below her slim long loins. She 
knew what he himself did not know. She had 
thousands of years of purely sensual, purely 
unspiritual knowledge behind her. It must have 
been thousands of years since her race had died, 
mystically: that is since the relation between 
the senses and the outspoken mind had broken, 
leaving the experience all in one sort, mystically 
sensual. Thousands of years ago, that which was 
ilnminent in himself must have taken place in 
these Africans: the goodness, the holiness, the 
desire for creation and productive happiness must 
have lapsed, leaving the single impulse for know
ledge through the senses, knowledge arrested and 
ending in the senses, mystic knowledge such as 
the beetles have, which live purely within the 
world of corruption and cold dissolution. This 



was why her face looked like a beetle's: 
this was why the Egyptians worshipped the ball
rolling scarab: because of the principle of 
knowledge in dissolution and corruption. 
(285-286) 
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I quote at length because this is one of the most important 

passages in Women in Love. Several things should be noted: 

the fetish is African; it has a tiny head and huge buttocks; 

it belongs to a race which is spiritually dead. Since i·t is 

African, it comes from a land of intense heat, a land not 

unlike the mythological land of Muspellsheim in the Norse 

cosmology; this, in turn, associates the sculpture with a 

destructive force. On a more symbolic level, the statue, 

coming from African roots, represents an extreme defined by 

Lawrence as "mindless progressive knowledge through the 8en-

ses" which leads to "disintegration and dissolution." 

Mindless and with a beetle-like head, purely sensual 

and with protuberant buttocks, the statue is the antithesis 

of another destructive extreme presented in the novel by 

Hermione, "a tall, slow, reluctant woman with a weight of 

fair hair and a pale long face ••• 0 her hair was heavy, 

she drifted along with a peculiar fixity of the hips, a 

strange unwilling motion." (16) Lawrence continually em-

phasises the weight of Hermione's hair and the heaviness of 

her head in order to intensify his metaphoric meaning. In 

her search for knowledge, Hermione, "full of intellectuality" 

(17), presents the extreme to which the Nor.th is capable 

of going. She has denied the body. Her hips see~ fixed. 
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She is incapable of sensuality. She is "nerve-worn with 

consciousness" (17). On the other hand, Halliday's savage 

sculpture has denied the intellect in its search for know

ledge ,"'hich it finds through sensuality and which, Lawrence 

and Birkin contend, goes "far beyond the scope of phallic 

investigation" (286). Lawrence has presented two equally 

destructive types of compulsion: Hermione embodies the North

ern tendency towards a compulsive search for intellectual 

kno'V7ledge, while the savage sculpture embodies the Southern 

tendency towards compulsive sensuality. Both lead to de

structive ends. Hermione and the culture and sensibility 

",hich she represents are plagued by "a terrible void ll 
I a 

"bottomless pit of insufficiency" (18); the statue repre

sent-s a culture "'7hich is mystically dead. They both lack 

creative power. The one is full of dead facts and empty 

ideasJ the other, of "knowledge arrested and ending in the 

senses." 

Both, though, are frighteningly attractive, even to 

Birkin. At the outset of the novel, I,awrence makes it clear 

that Birkin and Hermione have been lovers for some time and 

that Birkin is breaking away from-her. He can no longer 

tolerate the battle of will that he fights with her. After 

his accusation: "' • •• what you want is pornography -- look

ing at yourself in mirrors, watching your naked animal actions 

in mirrors, so that you can have it all in your consciousness, 

make it all mental'U (46), he admits to a desire for Ulthe 
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great dark knowledge you can't have in your head'" (46-47). 

This desire leads Birkin back to the society of the London 

Bohemians and the savage sculptures, a place with which he 

has certainly been intimately acquainted before the novel be-

gins. 

It must be remembered that Lawrence presents two 

savage sculptures in Women in Love: one which mesmerises 

Gerald in the "Cr~me de Menthe" and "Totem" chapters and 

one upon which Birkin meditates in "Moony". The first is 

described in the following manner: 

But there 'were several statues, "lOad carvings 
from the West Pacific, strange and disturbing, 
the carved natives looked almost like the foe
tus of a human being. One was a ,"voman si tt.ing 
naked in a strange posture, and looking tor
tured, her abdomen stuck auto The young Rus
sian explained that she was sitting in child
birth, clutching the ends of the b~nd that hung 
from her neck, one in each hand, so that she 
could bear down and help labour. The strange, 
transfixed rudimentary face of the woman again 
reminded Gerald of a foetus, it was also rather 
wonderful, conveying the suggestion of the ex
treme physical sensation, beyond the limits of 
mental consciousness 0 (81-82) 

While the appearance of this sculpture is important, Gerald's 

attitude towards it and what he sees in it are also of in-

terest. He actually sees very little in the sculpture apart 

from its physical suggestion and appearance. When Birkin 

muses, he discovers all the destructive implications of what 

the sculpture represents; Gerald, although able to acknow-

ledge that this statue displays something IIbeyond the limits 

of mental consciousness", can go no further. He can simply 
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pronounce "'Aren't they rather obscene?'" (82) and feel re

vulsion. Although Lawrence makes no authorial comment, the 

reasons for Gerald's disturbance are clear. Because he has 

been aligned with Niflheim he unconsciously fears the destruc

tive potential of anything associated with Muspellsheim, as 

this statue undoubtedly is. Even though the sculpture is 

. giving birth and resembles a foetus, it is not contradictory 

for Gerald to see it as an instrument of dest.ruction. It 

clearly poses a threat to the existence which Gerald repre

sents because it is capable of creativity of a non-·mental 

sort. Curiously, all of Lawrence's 'Nordic' characters are 

incapable of this kind of creative act. And while Mrs. Crich 

has propagated the species, her children reach dead ends; for 

example, Diana, who drowns both herself and the young doctor 

in a desperate and destructive act. When Gerald looks at 

the sculpture, he sees it in terms of technology and science; 

he appears to be more concerned with the apparatus used by 

the woman to aid her labour than with the fact that she is 

giving birth. Lawrence I s use of the statue in this case em'

phasises the major problem of the Nordic races. They are in

capable of sensuous creativity. 

This is emphasised further in II To.temli 1 where the 

statue reappears and where Lawrence presents the attitudes 

of both Gerald and Birkin to it. When Gerald asks, II I ~vhat 

do yori think of that· figure there?'li, Birkin tersely replies; 

IIIIt is art.'" (87) Why? "'It conveys a complete truth ••• 
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It contains the whole truth of that state, whatever you feel 

about it.'11 (87) Birkin's definition -- art is truth, a 

truth which evokes a subjective response -- provides a means 

of deciphering Lawrence's intention with his characters. In 

other words, a character's reaction to any given kind of art, 

is ultimately a reflection of that character's personal 

truths and view of life. Gerald, Hshocked, resentful", 

Hhates the sheer barbaric thing" (87). This, together with 

his incessant questioning of Birkin, reflects his analytic, 

non-sensual perception of the world. Birkin sees things in 

a different manner. For him the statue is "Ipure culture in 

sensation, sculpture in the physical consciousness, really 

ultimate physical consciousness, mindless, utterly sensual. 

It is so sensual as to be final, supreme.'" (87) This is 

exactly y.lhat Lawrence intends the sculpture to represent, 

but Birkin does not accept fully the implications of its 

finali ty until IIMoony ll 0 He does, hO\vever f accept the tru'th 

that the sculpture, as a representative of the primitive, 

conveys; the state of consciousness that the sculpture re-

flects is II mindless H and lI utterly sensuai ll
• 

Loerkls sculp'cure appears in the IIContinental" chap-

ter, and although it is not primitive, it functions in a 

manner parallel to the African and West Pacific statues. 

It outlines the dangers of the Nordic view of the world. 

The statuette was of a naked girl, small, 
finely naaE, sitting on a great naked horse. 
The girl was young and tender, a mere bud. She 

.' ' 



was sitting sideways on the horse, her face 
in her hands, as if in shame and grief, in 
a little abandon. Her hair, which was short 
and must be flaxen, fell forward, divided, 
half covering her hands. 

Her limbs were young and tender9 Her 
legs, scarcely formed yet, the legs of a 
maiden just passing towards cruel womanhood, 
dangled childishly over the side of the power~ 
ful horse, pathetically, the small feet folded 
one over the other, as if to hide. But there 
was no hiding. There she was exposed, naked 
on the naked flank of the horse. (482) 
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The description conveys a sense of tenderness, but there are 

jarring undertones in certain phrases: "as if in shame and 

grief" I "cruel womanhood", "exposed naked". What Lav/rence 

considers to be the Norse attitude to the sensua.l is exposed 

and t.he Romantic vievl of childhood is unmasked. The girl is 

violently juxtaposed to the great, naked horse (definitely 

a symbol of t:he male) in order to satirise Loerke I s cruelly 

perverse 'northern' view of sexuality. The girl is presented 

as afraid of the power of sex because it can trample her as 

easily as a stallion can trample a. child and because, for 

her, it is presented as a cruel and violent experience. 

Lawrence's northern characters reveal a perverse attitude to 

sexuality. Hermione, who, we must assume, has been physical-

ly intimate 'ivith Birkin, is obviously incapable of enjoying 

a satisfying sexual relationship. She attempts to "'make it 

all itmntal' If (46) In the appropriately named chapter "Death 

and Love", Gerald comes to Gudrun not only for COl1suTIllnat.ion 

but "for vindication" (388) as well. Gudrun reacts to the 

situation in a typically 'northern' way: "And she, subject, 
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received him as a vessel filled with his bitter potion of 

death. She had no power at this crisis to resist. The ter-

rib1e frictional violence of death filled her, and she re-

ceived it in an ecstacy of subjection, in throes of acute, 

violent sensation." (388) In other words, Lawrence seems 

to suggest that there is something masochistic in the north-

ern sensibility which results in an incapacity to come to 

terms with sensuality or to find any human fulfilment in it. 

Loerk.e 9-oes even further. The ou·tcome of a conversa-

tion about women which is instigated by his statue presents 

him as a sadist who finds the female sex "'beautiful at six-

teen, seventeen, eighteen -- after that, they are no use to 

[himJ'" (487). He finds no meaning in sensual relationships 

with women at all and yet Lay.lrence says of his homosexual 

bond with Leitner that 

it was evident that the t.wo men who had tra
velled and lived together, sharing the same 
bedroom, had now reached the stage of loath
ing. Leitner hated Loerke.with an injured, 
wri tiling impotent hatred, and Loerke treated 
Leitner with a fine-quivering contempt and 
sarcasm. Soon the two would have to go apart. 
(475) 

This type of relationship has been encountered earlier in 

the novel; Hermione, described as a "man's woman" (17), 

hates Birkin in the same fashion as Leitner hates Loerke and 

her attempt at "a delirium of pleasure", a "consummation of 

voluptuous ecstacy" (117) in the"Breada1by" chapter remains 

"somehow· incomplete" (117). Birkin's unusual sensitivity 
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and Hermione's unusual mannishness combine to create (in the 

early stages of the novel) a liaison in which the sex roles 

become blurred and illustrate, in the same manner as the 

liaison between Leitner and Loerke, a typically 'northern' 

perversion of Lawrence's sense of natural order. 

To return to the idea that our view of art reflects 

Our view of the world, Loerke's reaction to his own sculp-

ture emerges as a perversion of Birkin's reaction to the 

savage statues. 

'It is a work of art, it is a picture of no= 
thing, of absolutely nothing. It has nothing 
to do with anything but· itself, it has no re~ 
lation with the everyday world of this and 
other, there is no connexion between them, ab
solutely none, they are two different and dis
tinct planes of existence, and to translate 
one into the other is worse than foolish, it 
is~"darkening of all counsel f a making confus
ion everywhere. Do you see, you must not con
fuse the relative world of action witlitl1e 
absolute work of art. That you must not do.' 
(484 ) 

While Birkin is thrilled by, yet suspicious of, the sav-

age sculptures because he rightly fears the reality behind 

"the relative work of action", Loerke flatly denies the ex-

istence of such reality. Loerke cannot see the byo truths 

that his stat.ue conveys: that women have been stereo·typed 

as fearful of sexuality which supposedly is a cruel exper-

ience for them and that men hate women and prove it by 

stereotyping them in the same Ivay that Loerke has stereo-

typed his former 'mistress'. If Loerke is correct in his 

assertion that art has no relation to actual everyday ex-
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perience, Lawrence's novel becomes ultimately a meaningless 

tale of madness and sado-masochism signifying nothing. Of 

course f it is not; and because we determine the perversion 

of his visi-'! of art by comparing it to Birkin' s t Loerke, of 

course, is wrong. 

Lawrence prepares the reader to reject Loerke's 

philosophy of art and life early in the novel, through his 

presentation of the savage and the Norse as they are em.boel

ied in the character of Minette Darrington4 • She is intro~-

duced in "Creme de Menthe"i like Hermione, Minette is wear-

ing yellow)o.!'loose simple jumperll "made of rich yellow 

crSpe-de-chine" (71). She ~s initially described as 

• • • a girl with bobbed, blond hair cut 
short in the artist fashion, hanging 
straight and curving slightly inwards to 
her earso She was small and delicately 
made, with fair colouring and large, in
nocent, blue eyes. There was a delicacy, 
almost a floweriness in all her form. • 
(68) 

There is a striking similarity between Minette as she is de-· 

scribed here and the girl depicte6 in Loerke's statue. Both, 

with their short bobbed blonde hair, are child-like and in-

nocent in appearance. The relationship is extended when 

Lav;rrence discloses that Minette has recently posed as a ma~ 

donna. At the point of introduction, then, both Minette and 

Loerke's girl can be seen as virginal and vulnerable, yet 

Nordic and destructive because of th~ir inability, whether 

intrinsic or extrinsic, to accept their sexual nature. 
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There is, however, "a certain attractive grossness 

of spirit" (68) in Minette which excites Gerald and which 

suggests that she is not completely Northern in attitude as 

Loerke's girl is. That this grossness is attractive tells 

as much about Minette as it does about Geralde She is ob-

viously very aware of the games that men demand women to play. 

"She gave her hand with a sudden, unwilling movement, look-

ing all the ,..;Ihile at Gerald "lith a dark, exposed stare." 

(68) Unwilling yet willing, innocent yet knowing, rHnette 

becomes&even in this brief introduction, an uneasy and 
,/ 

frightening combination of the Norse and the savage. 

The connection between Minette and the savage is 

subtly indicated by her reaction to the presence in "the 

Caf~ Pompadour of Julius Halliday, her most recent lover. 

"The girl only stared at him with an icecold look in which 

flared an unfathomable hell of knowledge and a certain im-

potence " (72, my emphasis). The words look forward to Bir-

kin's meditation in "Moony" on the northern "frost~knowledge, 

death by perfect cold" (287) and the savage "knO\i-lledge in 

disintegration and dissolution, knowledge such as the beetles 

have" (286). Minette's hell does nothing to melt or alter 

the icy facets of her nature. She is left with a "certain 

impotence" not unlike the impotenot hatred felt by the Nordic 

Hermione against Birkin and the loathing that Loerke and 

Leitner feel for one another. 

Because beetles, for Lawrence and Birkin, are sym-



45 

bolic of the savage world view, it is important that Minette, 

with her "unfathomable hell of knmvledge U , should fear them 

so greatly. 

'Do they bite?' cried the girl. 
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'I don~t know,' replied Gerald, looking 
around the table. 'Do black-beetles bite? 
But that isn't the point. Are you afraid of 
their biting, or is it a metaphysical anti~ 
pa'chy? ' 

The girl was looking full upon him all 
the time with inchoate eyes. 

'Oh, I think they're beastly, they're 
horrid, I she criedo 'If I see one, it gives 
me the creeps allover. If one were to crawl 
on me, I'm sure I should die -- I'm sure I 
should.' --
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'It's metaphysical, as Gerald says,' Bir
kin s'cated. 

There was a little pause of uneasiness. 
( 77) 

If we ignore the game that Minette is playing with Gerald, 

her fear of beetles becomes something more than a mere seduc-

tion ploy. Gerald's attemp-t at wit, that the fear is meta~ 

physical, comes directly to the point, a point that only Bir-

kin cah see. Birkin recognises the irony of the situation: 

Minette is pregnant as is the beetle-headed savage sculpture, 

yet she fears the emotional implications of the relationship 

that made her so. She is afraid of what she knows -- of the 

power of sexuality -- because her knowledge is of a non-an-

alytical, non-northern kind. Because Lawrence, to a great 

extent, is using Minette as a symbol, her out\vard, blond and 

blue-eyed appearance identifies her more with the icy regions 

of the north than with the south. Thus, she projects a child-



46 

like I vulnerable image and cannoJc come to terms with the 

sensuality that she uses so lightly. Because she is basical

ly a Nordic figure, she fears the black beetles and the 

knowledge of dissolution and corruption because of their 

potential for destroying her. In terms of Norse mythology, 

she fears destruction by heat. 

In addition to the implications he creates by pre

senting the African statues and Loerke's sculpture, Lawrence 

makes overt use of ancient mythology. Lawrence introduces 

Gudrun and Ursula as "sisters of Artemis rath~r than Hebe" 

(8). At first, this reference seems artificial and obscure; 

the reason for it seems arbitrary and contrived. However, 

if it is seen in the context of ,.vornen in Love as a 'whole, it 

becomes the first hint of conflicts in the novel which are 

to come. 

Artemis, originally a Great Mother type, became god

dess of child-birth, of chastity and the protectress of wild 

life of all kinds. She retained part of her original func

tion in her association with the moon "because of its sup-

posed influence on erotic and organic life." S ~Hebe, goddess 

of youth and servant to the gods, was frequently pictured as 

freeing men from chains and bonds. In drawing upon these 

myths, Lawrence's intentions are quite clear: the Brangwen 

sisters, although they have lithe remo'ce, virgin look of mod

ern girlsll (8) are capable at the same time of wielding sex

ual power over men. Because of the traditional relationship 
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between the moon and lunacy, there may also be a s~ggestion 

here that Jehey can drive men mad. 

At this early point in the novel, the reader has no 

clear indication of the differences between Gudrun and Ursula 

and therefore the implications of the above mythology apply 

equally to both of them. In retrospect, however, it can be 

seen that Gudrun acts, if not as a protectress of animals, 

at least as a person capable of a special relationship with 

them -- her sculptures are of tiny forest animals; she dances 

before the bulls at Shortlands; she and Gerald make a diabol

ic pact over Bismarck, the rabbit. Gudrun can also be seen 

as assuming Artemis I original role as Great Mother vlhen she 

sees herself as mother to Gerald after their first violent 

consummat:ion. Inversely F she does not picture herself as a 

type of Hebe, as a servant to men. She appears to allow 

Gerald to use her as a sexual object but she, in return, uses 

him in the same way. And rather than free Gerald from his 

chains, she helps to drive him to his death. 

Ursula, however, reflects in a more positive way 

many aspects of the tvlO goddesses 0 Like Artemis, she is iden

tified by Birkin with the Great Nother, and while he feels 

smothered by her maternal attitude toward him, they resolve 

this conflict; and by the end of the novel, Ursula emerges 

as an assistant to him in breaking his chains. 

It appears that Lawrence intends to convey more than 

a physical description of Gudrun and Ursula when he relates 
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them to Artemis •. There should be no surprise, then, when 

Birkin meditates upon the Magna Mater and attempts to destroy 

the "accursed Syria Dea" (278) in his rejection of the female's 

traditional B.tt.itude tovlards men. La\vrence prepares the read-

er for this earlier in the novel when Birkin pronounces to 

Ursula that Aphrodite, goddess of love and fertility, is 

deathly. 

~ •• she is the flowering mystery of the death
process, yes,' he replied. 'When the stream of 
synthetic creation lapses, we find ourselves part 
of the inverse process, the blood of destructive 
creation. Aphrodite is born in the first spasm 
of universal dissolution -- then the snakes and 
swans and lotus ~- marsh-flowers -- and Gudrun 
and Gerald -- born in the process of destructive 
creation. I (193) 

Birkin I S somewhat. tedious argument rests in part on his un~ 

derstanding of the paradox in Aphrodite's function and crea-

tion: she is goddess of love and fertility but was created 

from sea foam, not from sexual union. She is the first 

instance of non-synthetic crea·tion I-vhich ends with Gudrun 

and Gerald who only use one another's bodies. In other 

words, when they come together sexually, there is no synthe-

sis, no co-mingling of t.:heir emotional essences i t.hey work, 

rather, towards independent ends in what is ultimately a 

destructive relationship. Birkin also sees the potential 

within himself and Ursula to become fleurs du mal just as 

Gerald and Gudrun have done. The dangers of attempting to 

overcome the Aphrodite situation of i:ot.al noninterest lie 

in the total abandonment of one person's will to another's. 
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This could lead to a curious kind of power structure: I gave 

myself to you totally; therefore, you are mine. 

It is this conflict that Birkin attempts to resolve 

in his rejection of the Magna Mater, the goddess of fecundity, 

who is at the same time both the nurturing mother and the 

castrator. 

But it seemed to him, woman was always 
BO horrible and clutching, she had such a 
lust for possession, a greed of self~impor
tance in love. She vlan ted to have, to own, 
to control, to be dominant. Everything must 
be referred back to her, to Woman, the Great 
Mother of everything, out of whom proceeded 
everything and to whom everything must fin
ally be rendered up. 

It filled him with almost insane fury, 
this calm assumption of the JV1agna Hater, that 
all was hers, because she had borne it. M.an 
was hers because she had borne him. A Mater 
Dolorosa, she had borne him, a Magna Mater, 
she now claimed him again, soul and body, 
sex, meaning, and all. He had a horror of 
the Magna Mater, she was detestable. (224) 

We mus"t, I think, overlook Lawrence's own fear of women which 

resulted from the rather unnatural relationship between his 

mother and himself even though it undoubtedly plays a 

large part in the creation of this passage. It must be re-

membered tha"t these are Birkin' s thoughts and there is no 

indication, in the text of Women in Love at least, that Bir~ 

kin as a character had experienced the quasi-Oedipal anxie-

ties which plagued Lawrence. Birkin!n almost overwhelming 

fear of Woman is quite justifiable within the context of the 

novel. He has had Hermione attempt to hold "him her ever-

lasting prisoner ll (224) in intellectual and emotional chains. 
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He has seen Gerald's sister, Diana (in Roman myth, the equi

valent of Artemis, the Great Mother), drown herself and the 

young man who attempted to rescue her in a total and final 

"merging, clutching, [and] ••• mingling of lovell (224). 

Even Ursula, who is ~unconscious of it herself" (225), wor

ships him as if he were her child. Birkin fights against 

this; he wants to find meaning in life "lith a woman but not 

!hrougl!: or j.n ,"voman alone. Woman must do the same. IJIan 

must not see himself wholly in relation to woman~ woman must 

not see herself wholly in relation to man. Both must admit 

"tqe different nature in each other ll (225) and in this man~ 

ner they will create lithe freedom of the other, balancing 

each other like two poles of one forcel! (224). It is the 

perfect relationship which transcends a total dependence up

on sex (such as Gerald and Gudrun have) or a total depend~ 

enee upon the mind (such as Birkin and Hermione had). Bir

kin, by rejecting vvhat the Magna Hater represents, hopes to 

achieve a mutually fulfilling relationship with Ursula in 

which they will both be complete but at the same time "free, 

not under the compulsion of any need for unification, or tor

tured by unsatisfied desire. II (224) 

It is for these reasons that Birkin must also reject 

lithe lotus .olystery" (99). Lawrence, I think9 sugges"ts two 

different ideas in this phrase. In his pronouncement on 

Aphrodite, Birkin condemns the lotus as part of non-synthetic, 

destructive activity because it grows by itself from itself. 
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For the Buddhist, the lotus becomes a symbol for the, good

ness that can be attained in the slime of life. But, of what 

value is this good if it is reached only through self-effort? 

The answer is clear. 

The lotus mystery must be rejected for reasons other 

than this. The Vajrayana or Tantric school of Buddhism sees 

the lotus as a symbol of both the male and the female. (Law-

rence would likely have been familiar with this idea through 

his reading of Hme. Blavatsky and historical ,;yorks about 

India6 .) The rites of the Tantric school are primarily sex~ 

ual in nature. In them, a man and a woman engage in a highly 

formalised and stylised kind of sexual intercourse. During 

the ceremony f the vlOrds OM J:1ANE PADV.lE OM are chanted: Behold 

the t.hunderbol t in the lo·tus. This chant immediately sets 

up one kind of relationship that Lawrence is attempting to 

overcome in Women in Love ~ the male as thunderbolt is strong-

er and more powerful than the weak and fragile female, the 

lotus. 

At the same time as the outward Tantric ceremony is 

taking place, psycho-physiological events are going on. In 

both the man and the \yoman, Kundalini, the sleeping serpent 

at the base of the spine, awakes. Gerald experiences a very 

similar sensation as he becomes sexually aroused by Minette: 

"her being suffused into his veins like a magnetic darkness, 

and concentrated at the base of his spine like a fearful 

source of power". (80) When she is fully awakened, Kundalini 
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moves upwards through the centres of consciousness to unite 

with the Buddha of the Thousand-Petalled Lotus, located in 

the head. It is at this moment of simultaneous orgasm that 

the non-duality of all things is realised. The primal dich= 

otomy bet,\.yeen man and woman, between male and female, is ob-

l 't t - d f d' 'd 7 l.--era ed an ree om 18 attalne • This lotus mystery, 

then, is working at direct odds with Lawrence's and Birkin's 

philosophy of duality. In Birkin's view, only through the 

recogni tion of the differences be-tween man and woman can 

true freedom be gained and, thus, the lotus mystery must be 

totally rejected~ 

l:"awrence includes one other manifestation of the 

primitive in Women in Love: the danceo There are three 

dances in the novel; the first is the ballet at Hermione's} 

the second, Gudrun's dance before the bulls at Shortlands; 

the third r the dance aJc the Austrian Hotelo The relation-

ship between the three is f not surprising-Iy, that they re-

veal certain attitudes and qualities in the relationship be-

tween man and ,\.yoman. IJawrence' s interest in the dance as a 

primitive form may have been influenced by Jane Harrison's 

Ancient Art and Ritual (1913) which he had read in the year 

of its publicationS. In her second chapter, "Primitive Rit-

ual: Pant.omimic Dances II, she writes: 

In both these kind of dances, the dance 
that comuemorates by re-presenting and the 
dance that an-ticipa tesny pre-presenting, 
Plato would have seen the element of imita
tion that the Greeks called mimesis •••• :r'he 



corrunemorative dance does especiallyre-pre
sent ••• the emotion "felt about the tact 
commemorated]. This they desire to reliveo 
The emotional element is seen still more 
clearly in the dance fore-done for magical 
purposes 0 •• 0 it breaks ou-t into mimetic 
anticipatory action. But, and this is the 
important point f the ac-tion is mimetic, not 
of what you see done by an~"ther; but of what 
you desire to do yourself. 

The dance at Hermione's begins as a commemorative 
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gesture. Gudrunr Ursula and the Contessa play the roles of 

Ruth, Naomi and Orpah mourning the loss of their men. This 

dance is to be a re-creation of a Biblical event. The dance 

itself is not primitive but a highly stylised art form, "a 

little ballet, in the style of the Russian Ballet of Pavlova 

and Nijinsky" (101). The emotion of grief expressed is 

primitive in its essence. But, as Harrison suggests, the 

cOmITlemorative dance is performed for the emotion involved 

in it. What reason do these modern women have for grief'? 

Lawrence must be suggesting that there is cause for them to 

mourn for the relationship between man and woman. It is 

Ursula who comforts the other two, especially Gudrun, as if 

she has a special understanding of the situation and the 

dance takes on overtones of foresh~dowing. In this way, it 

suggests that Ursula will attempt to console Gudrun, who 

smiles "with subtle malevolence" (102) in her unnamed, fu-

ture loss and will "refute her [own] grief". (102) through 

some unknown means. 

This ballet precedes the whole Breadalby party's 
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engagement in a modern, rag-time dance. Birkin, however, 

not knowing the steps, creates his own and dances IIrapidly 

and with real gaiety" (103). As Langdon Elsbree convincing-

ly suggests: u oee Birkin (like Lawrence) will always dance 

his own s"tep and ul"timately tell Ursula that, though he is 

happy with her, 'I wanted eternal union with a man too: an

other kind of love.' (541)10 This answers a question about 

the source of Ursula's future grief. After Ursula has danced 

as Naomi, Birkin realises that "she was his future" (102) and 

Gerald is excited by Gudrun and cannot forget her. In this 

scene, Lawren.ce very subtly introduces two major relation~ 

ships of the novel and impl"ici tly outlines the conflicts 

that will plague them. 

Gudrun's dance before the bulls is very much like 

the second type of dance outlined by Harrison -- a mimetic 

action of what she, herself, desires to do. The dance is 

very sensual, with Gudrun 

••• lifting her body towards them as if in 
a spell, her feet pulsing as if in some 
little frenzy of unconscious sensation, her 
arms, her "\'lrists f her hands stretching and 
heaving and falling and reaching and reach
ing and falling, her breasts lifted and 
shaken towards the cattle, her throat ex
posed as in some voluptuous ecstasy towards 
theme.. • (187) 

Obviously, Gudrun does not vlish to have bestial relations with 

the bulls, but the passage certainly suggests her animalis= 

tic feelings towards men. Her dance can be seen as a kind 

of fertility rite not unlike the spring rites of Dionysus in 
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which women danced before the sacred bull, .the emblem of th e 

god, in order to insure fecundity in all thingsll. The sug

gestion of Dionysus conveys a two-fold meaning. It first 

suggests that Gudrun is a type of Bacchante, a frenzied fol~ 

lower of Dionysus, who is quite capable of tearing a man 

apart. She does this with Gerald; she wears him down emo~ 

"tionally until he commits suicide. Second, this fertility 

dance is performed before "wild Scotch bullocks" (188), cas

trated animals. The dance is ultimately futile as a fertil~ 

ity rite, but depressingly suggests that Gudrun herself is 

capable of sensuous activity only in the face of sterility. 

This in part explains her relationships with Gerald and with 

Lb€rke. Both relationships are barren and ultimately lead 

nowhere. 

The third dance, which takes place in the Alpine 

hotel, is, like the dance at Hermione'sr a commemorative and 

a pre-presenting type of dance. It is a courtship dance12 in 

which the male is required to be dominant. It is interesting 

to note that it is Gudrun who changes partners continually 

while Gerald remains with the professor's daughter and Bir

kin with Ursula. Ironically, it is from the dance that 

Gudrun concludes that Gerald is II naturally promiscuous" (464). 

Thus, for Gudrun, the dance commemorates the courtship rit-

ual through which she has gone with Gerald and in which he 

played a dominating role. It also looks forward to her own 

promiscuity which follows shortly after this. 
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In contrast, Ursula's dance with Birkin leads her to 

the understanding of his philosophy of duality. She finally 

sees how different he is from her. She attains "freedom in 

the knowledge of her selfness and Birkin's, their otherness 

to each other,,13 and, in their "bestial" actions (Ursula's 

words) II she w'as unabashed, she ~laS herself 0 Why not? She 

was free, vlhen she knew everything, and no dark shameful 

things were denied her." (464) There are unconvincing over-

tones to Ursula's realization: if she is truly free, how 

can any action be shameful? This, I think f points tmvards 

the novel's unresolved conclusion; for Ursula cannot, in a 

fully sustained fashion, accept Birkin's otherness. Law

rence, however, by allowing the situation at the end of 

~n in Love to remain incomplete, shows that a step has 

been taken towards the development of a viable view' of the 

world. The rejection of the essences involved in the var

ious types of primitive mythology discussed here lays the 

ground,\vork for IJawrence I s final and perfected philosophy in 

Lady Chatterley's Lover (1928). 



III 

BIBLICAL MYTHOLOGY 

And God saw that the wickedness of man was 
. great in the earth, and that every imagIna
tion of the thoughts of his heart was only 
evil continually ••• The earth vlaS corrupt 
before God, and the earth was filled with 
violence. And God looked upon the earth, 
and, behold, it was corrupt; for all flesh 
had corrupted his way upon the earth. 

(Genesis 6: 5, 11-12) 

These words, written to introduce the destruction of 

the earth by water, can easily apply to the world of Women 

in Love. This world, as we have seen in the two preceding 

chapters, is on the verge of destruction because of its 

wickedness, violence and corruption. Just as the Bible con= 

tains a series of apocalyptic visions, so too does Women in 

Love; and Lm-;rence draws heavily upon Biblical myth to make 

his reader fully aware of the impending destruction of man-

kind and to show him where the possibilities of redemption 

lie e 'I'he \flOrId in which Lawrence lived and the world of his 

novel show a profound influence of Nietzsche's philosophy. 

The German philosopher's attacks on the traditions emanating 

from Jerusalem and Athens made belief in God and the Good 

(that which transcends the individual) extremely difficult 

for those \"ho were intellectually aware. Redemption cannot 

be sought on a universal level; it depends on the individual. 

\rVhen Lawrence refers to Birkin as a Salvator Mundi (144), then, 

he does not mean to equate him with Christ or even necessarily 
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to su~gest that Birkin is to be seen as a Christ figure. 

What is suggested is that Birkin is a man deeply involved 

with attempting to find a better world, and this better 

world is ultimately within. 

That there is no redemption or transcendental good 

to be found outside the individual is made clear by Gerald's 

death. 

Gerald went along. There was something stand
ing out of the snow. He approached with dim
mest curiosity. 

It was a half-buried crucifix, a little 
Christ under a little sloping hood at the top 
of a pole. He sheered away_ (533) 

This trek through the mountains is the fulfillment of Ger-

aId's death-wish. "Never again to stay, till he carne to the 

end, that was all the desire that remained to him." (531-532) 

'l'he crucifix as a symbol of the institution of Christianity 

represents an orientation towards both the transcendent and 

death. Gerald sheers away from it because he knows that his 

time to die has not yet come. Because it is in a hollow and 

is half-buried, it represents as well a dead God rather than 

a living, fully resurrected one. Here can be seen the seeds 

of Lawrence's idea of the Salvator Mundi which is later fully. 

articulated in The Man Who Died (1928)n The Salvator Mundi 

does not bring a transcendent salvation to the world through 

martyrdomi he is the man who finds inner peace without flee-

ing from reality and without sacrificing his manhood. 

In the preceding chapters we have seen that Gerald, 

Gudrun and Hermione are living lives bent on destruction. 
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'l'hrough the use of Biblical mythology as well as the primi-

tive and the Norse, I,awrence deepens the significance of their 

insufficienciese According to the Biblical tradition, the 

first important action of Adam and Eve was to eat the fruit 

of the forbidden tree; their second was to recognise their 

nakedness and to make clothing for themselves. It is signifi-

cant, then, that Lawrence should pay SW:::f.\ close attention Jeo 

the clothing vlOrn by Gerald (who is always portrayed as im-

peccably dressed), Gudrun and Hermione. 

Gudrun was the more beautiful and attractive, 
[Hermione] had decided again, Ursula was more 
physical, more womanly. She admired Gudrun's 
dress more. It. was of green poplin, with a 
loose coat above it, of broad, dark green and 
dark brown stripes. The hat was of a pale, . 
greenish straw, the colour of new hay, and it 
had a plaited ribbon of black and orange, the 
stockings were dark green, the shoes black. 
It was a good get-up, at once fashionable and 
individual. Ursula, in dark blue, was more 
ordi~arYf though she also looked well. (92) 

Gudrun is stunning and individual in her choice of clot.hing. 

As discussed previously, there is an insufficiency in Gudrun 

that forbids her from sincere relationships and this insuffi-

ciency is mirrored by her outlandish costumes. "In short, 

like Adam and Eve modern man wears clothes to cover his nak~ 

edness, but because his nakedness is not always physical his 

clothes are not always material."l Gudrun's clothing, then, 

calls attention to her outer self in order to· disguise tll('~' 

fact tha"t inside she is empty. 

Hermione herself wore a dress bf prune
coloured silk, with coral beads and coral= 



coloured stockings. But her dress was both 
shabby and soiled, even rather dirty. (92) 

Hermione, also devoid of inner vitality, appears to be a 
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soiled imitation of Gudrun. Gudrun's costume, in general, 

draws attention to her sexuality. The dirtiness of Hermi-

one's clothing suggests her att.i tudes towards sex as well and 

reminds the reader of her affairs of the mind. 

Ursula appears plain and ordinary. This does not 

suggest that underneath her clothing she is plain and or-

dinary as well. Rather, as one v1ho is not devo)ced to cos-

tume, she is far more involved with inner being and in this 

respect resemble8 Birkin. His first appearance in the novel 

is at the wedding of Laura erich. 

Although he was dressed correctly for his 
part, yet there was an innate incongruity 
which caused a slight ridiculousness in his 
appearance. His nature was clever and sep
arate, he did not fit at all in the conven= 
tional occasion. Yet he subordinated himself 
to the common idea, traves)cied himself. (22) 

There is the suggestion here that Birkinf uncomfortable in 

his properly formal attire, feels that clothing is nothing 

more ·than pro'l:ection from the elements and should be function-

al and comfortable. His appearance is incongruous with his 

natural $elf and he becomes a travesty not only a ridicu-

lous parody of himself but overdressed as well. 

Gerald represents the wrong attitude towards costurn-

ing. nHe 'i,wuted to keep certain illusions, certain ideas 

like clothing 'l • (87) The ambiguity here is significant. Not 
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only would Gerald feel uncomfortable without the security 

of his expensive clothing, he would also feel insecure with-

out the ideas that keep him from seeing reality and from 

showing his true self -to the world. Birkin manifests the 

proper attitude towards clothing boJch in a literal and a 

metaphorical sense. He tells Ursula, "'There's somewhere 

where we can be free somewhere where one needn't wear 

much clothes -- none even '" (356) and she 

agrees. The clothing here refers not to material covering 

but to the games of decorum and thought that society demands 

its members to play and with which Birkin and Ursula refuse 

to be involved. 

And the Lord God said, Behold, the man has 
become as one of us, to know good and evil: 
and now, lest he put forth his hand, and 
take also of the tree of life, and eat, and 
live for ever: Therefore the Lord God sent 
him forth from the Garden of Eden, to till 
the ground from whence he vvas taken. 

(Genesis 3: 22-23) 

Because man has gained knowledge, he is forever ban-

ished from the peaceful and idyllic life of Eden. Lawrence 

uses the idea of knovlledge to show how fallen the 'r;1orld of 

Women in Love is and, when ~1inette stares at Gerald with lIan 

unfa_thomamle !"lell of knowledge II (72, my emphasis) f it is 

clear -that Lawrence wishes to equate knowledg-e with hell or 

with an un.fulfilled, troubled and demonic existence. 

Hermione is the best example of the tortures that 

knowledge can bring to modern man. 

'To me the pleasure of knowing is so great, 



so wonderful -- nothing has meant so much to 
me in all life, as certain knowledge -- no, 
I am sure _.- nothing .••• Yes,· it is the 
greatest thing in life to knOv.l. It is 

. really to be happy, to be free:r-(95) 
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This passage raises two questions: \'>That does Hermione know? 

and how can something which originally left man outside the 

realm of happiness and freedom bring happiness and freedom 

to a world so far removed in time and corruption from them? 

Hermione knows many important and powerful people, as evi-

denced by her group of visitors at Breadalby; and she, no 

doubt, has many facts stored away in her unusually large 

head. She is aware of the latest styles in clothing and of 

the newest developments in the arts. She has knowledge for 

its own sake or, as Birkin says to her, "'You have only your 

will and your conceit of consciousness, and your lust for 

povler 1 to know. ill (46) Birkin makes this comment while visi t-

ing- Ursula in her classroom at Willey Green GrallLrnar School. 

Thus Ursula is also associated with knowledge, but hers is 

conveyed to others whereas Hermione IS acquisi-tion of "know-

ledge ll is :Cor herself alone. Hermione's kind of knowledge, 

then, is destruct.ive because it implies an attempt to hold 

power over someone else. This is made clear at the end of 

the"Breadalbyll chapter where Hermione attemp"ts to kill Birkin 

because she cannot know him. 

She was at once roused, she laid as it were 
violent hands on him, to extract his sec
rets from him. It was a dreadful tyranny, 
an obsession in her, to know all he knew. 
(99) 



63 

If Hermione knew Birkin in this way, he would effectively 

cease to exist as Rupert Birkin but would become a puppet of 

her master mind, a mind which would know all but understand 

nothing. The existence of the ideal of star equilibrium 

would not be possible and this would lead to tyranny and 

obsession rather than to happiness and freedom. Hermione 

is too busy eating of the tree of knowledge; she refuses to 

taste of the tree of life. "'She is the real devil who won't 

let life exist. 'u (47) Here again Lawrence equates know-

ledge \'1i th something demonic; knowledge used as pmver is, in 

part, destroying mankind. 

Gudrun appears to desire knowledge with the same ob= 

sessiveness that Hermione displays. 

She reached up, like Eve reaching to the 
apples on the tree of knowledge, and she 
kissed him, though her passion was a trans
cendant fear of the thing he was, touching 
his face with her infinitely delicate, en
croaching, wondering fingers. Her fingers 
went over the mould of his face, over his 
fea·t:ures. • . . Her soul thrilled vIi th com
plete knowledge. This \Vas the glistening 
forbidden apple, this face of a man .• 0 • 

She wanted to touch him and touch him and 
touch him, till she had him all in her hands, 
till she had strained him into her knowledge. 
Ah, if she could have the precious knowledge 
of him, she could be filled and notfiIng 
could deprive her of this. (374) 

Like Hermione, Gudrun desires to have complete kno"\tJledge of 

Gerald, but her knowledge is of a different kind. Where 

Hermione must know Birkin's every thought and idea because 

the body is virtually of no use to her, Gudrun gains her 

knowledge of Gerald through her fingers; her knowledge of 
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him is physical. Lawrence may be using the \'lord 'knowledge' 

here in its Biblical sense to mean sexual intercourse. Al

though Gerald and Gudrun have not yet had sexual intercourse 

at the time that this passage occurs, the use of knowledge 

in conjunction with the forbidden apple (which itself gave 

man knowledge of the pleasure and pain of sexual difference) 

suggests that their relationship will soon be consummated. 

But because Gudrun is explicitly associated here with the 

falling Eve, the passage has negative overtones. Gudrun 

fears the "thing" that Gerald is -- a man -- and again Law

rence illustrates an unhealthy vievl of the man~woma.n relation

ship. Gudrun, however, does not wish to be the victim, but 

the victor in her relationship with Gerald, just as Eve 

gained a perverse kind of power over Adam by eating the 

apple. "Her fingers had him under their power. The fathom~ 

less, fathomless desire they could evoke in him was deeper 

than death, where he had no choice." (374-375) Physical 

knowledge, a knowledge not unlike the kind that is repre

sented by the primitive statues discussed in the preceding 

chapter I is as destructive as -the mental knowledge that 

Hermione seeks. "And this knowledge was a death from which 

she must recover.1I (375) Gerald is not so fortunate; "for 

to desire is better than to possess, the finality of the end 

was dreaded as deeply as it was desired." (375) Gerald's 

end, then, appears to be a direct result of a merely physi

cal relationship, of knowledge that leads to tyranny and 
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death. 

Gerald, too, is guilty of pursuing false forms of 

knowledge but his knowledge differs slightly from Gudrun's 

(although he naturally shares with her knowledge rooted only 

in the physical). Like Cain, whose mark he bears, Gerald is 

the wanderer, moving aimlessly from adventure to adventure 

and, judging by his brief relationship with Minette, from 

"lOman to woman 0 His demonic kinship with Gudrun appears -to 

be something that he did not acknowledge until directly con-

fronted with it in the chapter "Rabbit". 

Glancing up at him, into his eyes, she re
vealed again the mocking, white-cruel rec~ 
ognition. There was a league between them, 
abhorrent to them both. They v-lere impli
ca-ted wi-t.h each other in abhorrent royster-
ies. 

There was a queer, faint, obscene smile over 
his face. She looked at him and was him, and 
knew that he was initiate as she was initiate. 
(272-273) 

It is in this chapter, in '''hich the very title "Rabbit" sug-

gests unlimited physical knowledge, that Lawrence outlines 

fully the destructiveness of the relationship between Gerald 

and Gudrun. Their relationship springs from "mutual hell-

ish recognition" (272), demonic knowledge of each other in 

which no star polarity can exist. The basis of the relation-" 

ship is the hellish knowledge shared by the tvlO, rather -than 

any respect for each other's separateness. There is also a 

suggestion that they both can see where their liaison will 

lead; the league (itself suggesting a pact rather than a 
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loving relationship) is "abhorrent to them both." They fear 

the future but do nothing to stop their impending destruction. 

In fact there is nothing that Gerald can do to stop 

his own destruction because he is likened to Cain's kin. 

"He suffered badly. He had killed his brother when a boy, 

and vlaS set apart, like Cain. II (192) Lavlrence may have in 

mind Genesis 4: 24 where Cain~s grandson, after committing 

murder himself, laments: "If Cain shall be avenged seven-

fold, truly Lamech seventy and sevenfold. 1I How much will 

Gerald be avenged since he is so far removed from Cain in 

time and corruption? Gerald, as one of the tribe of Cain, 

bears a mark "lest any who came upon him should kill him" 

(Genesis 4: 15). Thus, he is fated to die by his own hand. 

Lawrence prepares the reader for Gerald's death by suicide 

early in the novel in passages dealing with the Taccidental~ 

murder of his brother. . Birkin medi t.a tes at Shortlands: 

And Gerald was Cain, if anybody_ Not that 
he was Cain either, although he had slain 
his brother. There was such a thing as pure 
accident, and the consequences did not at
tach to one, even though one had killed one's 
brother in such wise. Gerald as a boy had 
accidentally killed his brother. What then? 
By seeking to draw a brand and curse across 
the life that had caused the accident? A 
man can live by accident, and die by accident. 
Or can he not? Is every man's life subject 
to pure accident .. • ? 

He did not believe that there was any such 
thing as accident. It all hung together, in 
the universal sense. (28) 

Birkin realises with horror that Gerald is bent on his own 

destruction or, as Ursula contends, "Perhaps there was an 
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unconscious will behind it. • This playing at killing 

has some primitive desire for killing in it, don't you 

think?'" (53-54) Gudrun does not accept this suggestion, 

perhaps because she recognises her own desire to kill yet 

does not wish to confront it at this time. Lawrence makes 

it clear in the opening scenes of Women in Love that nothing 

can be done to save Gerald; he is doomed to destruction from 

the beginning. 

There are indications that some salvation vdll be 

attained in the novel when Lawrence periodicallY suggests 

that Birkin is a type of Salvator J:·1undi. The first hint of 

this is in the "Creme de l'>1enthe" chapter. "Birkin vIaS 

drinking something green" ( 6 8), the creme de men the 0 f t.he 

title. Green is the colour of hope, of regeneration and it 

is Birkin alone who drinks the green liqueur suggesting t.hat 

he is the one person who can find salvation in a corrupt and 

self-destructive world. 

Later, after Hermione has attempted to murder him ~-

with her left hand, a decidedly traitorous gesture -- Birkin 

makes a conscious decision to reject all the aspects of hu~ 

manity which he finds hateful. 

As for the certain grief he felt at the 
same time, in his soul, that was only the re
mains of an old ethic, that bade a human be
ing adhere to humanity. But he was weary of 
the old ethic, of the human being, and of hu
manity. He loved now the soft, delicate vege
tation, that was so cool and perfect. llK 
would ove~clook the old grief, he would~ away 
the old ethic, he woufd be free in his new 
state. (120, my emphasis) 
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Birkin finds solace with the, vegetation which links him to 

any number of dying and rising gods who sU<Jgest the possi

bility of regeneration. The passage, however, sU<Jgests the 

language of theology. Like Christ, who looked for new ways 

to overcome the old grief found in the Old Testament, so 

Birkin seeks a new state by rejecting the corruption of the 

world which to him is old and dying. The passage relates 

also to Ursula dancing the role of Naomi just prior to Bir

kin's decision to reject the old world. The suggestion of 

Bethlehem, which was the birthplace of Naomi, can be coupled 

with Birkin's resolution that Ursula "was his future" (102). 

This joining, together with' his casting off of the old ethic, 

presents Ursula and Birkin as ultimately springing from the 

same source and as two people who can find inner peace through 

themselves in a corrupt world. 

Ursula, however, must go through a maturing process 

under Birkin's influence in order to become his perfect mate. 

For a short while, she at'tempts to treat him in the same 

fashion that Hermione does, but cannot. "But she was held 

to him by some bond, some deep principle. This at once ir~ 

ritated her and saved her." (159) Birkin is quite defin-

itely not attempting to change Ursula; he is, instead, de

veloping the ideas and instincts already within her. She re

alises this and works with him to find their mutual salvation. 

Ursula's objection! "'I don't want to live in chinks. '" 

(407), in repl,~ to Birkin's statement that because they are 
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not the meek and cannot nor should not want to inherit the 

earth, reflects for the most part Lawrence's own hatred of 

amassing material possessions. 

'All the world,' she said. 
'Ah, no -- but some room.' (407) 

This part of the conversation reminds us of the images of 

Donne who wished to contract the world in order to give 

saintly lovers a hermitage in which to live. While this does 

not present Birkin as a saviour, it does suggest that he has 

an understanding of the special nature of his relationship 

with Ursula and his disdain of material things suggests that 

he is likened to a holy rejecter of an uncomprehending 

world. 

To a great extent, Lawrence's use of Biblical mytho= 

logy in Women in Love is apocalyptic. If -the Bible is con-

sidered as a unified work, all the actions contained within 

it can be seen as reflections of St. John's vision in Revel-

ation and as conscious strivings -towards that Apocalypse. 

Thus the Fall, the Deluge, the Destruction of Jerusalem and 

even the Crucifixion are apocalyptic they contain within 

them both destruction and the vision of the possibility of 

a better world. In simple structural terms, the Bible be-

gins '>vi th the first man and the first vJOman whose actions 

are followed by a series of destructions and creations which 

eventually lead to the apocalyptic marriage of Christ and 

the Church. Women in Love appears to be modelled on the in

verse of this pl~n; the novel begins with a marriage which 
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is followed by a series of creations and destructions, cul~ 

minating with the emergence of a new man and a new woman in 

Birkin and Ursula as we see them in the chapter "Continental". 

While Gerald and Gudrun sink further into corruption, 

Birkin and Ursula rise in an attempt to overcome corruption 

by paradoxically moving backward in Biblical time -from a 

fallen to an unfallen state. Lawrence says of Ursula early 

in the novel: 

She knew humanity could not disappear so 
cleanly and convenient.ly. It. had a long 
way to go yet, a long and hideous way_ Her 
subtle, feminine, demoniacal soul knew it 
well. (142) 

This passage suggests Ursul~ in the role of a fallen Eve, 

knowing demonically. Because she understands the horror of 

the fall to knowledge[ she can understand the plight of man-

kind. The idea of Ursula as fallen Eve is reinforced by the 

idea of Birkin as Fallen Adam. "'Oh yes. Adam kept Eve in 

the indestructible paradise, when he kept her single with 

himself, like a star in its orbit.'" (167) This is the 

star equilibrium for which Birkin is searching but cannot 

find and it suggests that he is not a pre-lapsarian Adam but 

a fallen one. Thus, Lawrence presents a fallen Eve and a 

fallen Adam searching for a way back to Paradise. 

Birkin and Ursula progress backwards, as it were, 

to becoming like the sons of God and the daughters of men. 

She looked at him. He seemed still so separate. 
New eyes were opened in her soul. She saw a 
strange creature from another world in him. It 



was as if she were enchanted, andevery~ 
thing were metamorphosed. She recalled 
again the old magic of the Book of Genesis, 
~here the sons 6f God saw the daughters of 
men, that they were fair. And he was one of 
these, one of these strange creatures from 
the beyond, looking down upon her, and seeing 
she was fair. 
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It was here she discovered him one of the sons 
of God such as were in the beginning of the 
vlOrld, not a man, somet.hing ot.her, something 
moreo (352-353) 
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Lawrence is basing Ursula's thought.s on a very curious pass-

age from Genesis: 

And i-t came to pass, when men began to multi
ply on the face of the eart.h, and daughters 
were born to them, that. the sons of God saw 
the daugh-ters of men that t.hey were fair; 
and they took t.hemwives of all which t.hey 
chose. • • • There were giants on t.he eart.h 
in those days; and also after that, when the 
sons of God came in unto the daughters of 
men, and they bare children to them, the 
same became mighty men vlhich were of old, men 
of renovnl.-- (6: 1-2, 4) 

It is interesting to note the parallels between Lawrence's 

use of the language and the language of the Bible which, in 

turn, reinforces t.he parallel between Ursula and Birkin and 

the Biblical characters. Birkin, then, is a man of renown r 

a represent:ative of a golden age, the only man untarnished 

by the corruption of the vlOrld around him, and by implica-

tion, Ursula must be similar~ she must be a mighty woman in 

order to be aligned with him. 

with the realisation of the goodness inherent in 

their union, Birkin and Ursula consummate t.heir relat.ionship. 

It was so magnificent, such an inheritance 



of a universe of dark reality, that they were 
afraid to seem to remer~er. They hid away the 
remembrance and the knowledge. (361) 

Again the parallels between the language of the Bible and 
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the language of this passage cannot be ignored. But where-

as Adam and Eve "hid themselves from the presence of the 

Lord God amongst the trees of the garden" (Genesis 3: 8) in 

fear because they have disobeyed God's commandment and have 

tasted knowledge, Birkin and Ursula have gone beyond the con-

cepts of good and evil. The hiding of their knowledge, 

therefore, unlike that of Adam and Eve,_ is not a manifesta-

tion of their fallen nature but a realisation that this 

knowledge is beyond the realm of "dull sublunary" comprehen-

sion. 

As their relationship continues to grow, Birkin and 

Ursula aJctain a state comparable to Adam and Eve in an un- . 

fallen Eden. 

She had the perfect candour of creation, some 
thing translucent and simple, like a radiant, 
shining flower that moment unfolded in primal 
blessedness. She was so new, so wonder-clear, 
so undimmed. And he was so old, so steeped in 
heavy memories. Her soul was new, undefined 
and gli ttering- vvi th the unseen 0 And his soul 
was dark and gloomy, it had only one grain of 
living hope, like a grain 6f mustard seed. 
But this one living grain in him matched the 
perfect youth in her. 

II love you,' he whispered as he kissed 
her f and trembled with pure hope, like a ma.n 
who is born again to a wonderful, lively hope 
far exceeding the bounds of death. (416) 

Ursula is described explicitly as a freshly~created unfallen 

Eve. Birki.n f s hope I n like a grain of mustard seed I!, is drawn 
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from ·the NevI Testament parable; the mustard has the smallest 

seed but grows to huge proportions as a plant. (Hark 4: 31) 

In other words, "if ye have faith as a grain of mustard seed, 

.~~ nothing will be impossible unto you." (M.a·tthew 17:20) 

There is a tension between Birkin's oldness, which associates 

him with the Old Adam, and the newness of his hope "far ex-

ceeding the bounds of death" which associates him with a res-

urrected "man who died ll
• Birkin, then, understands the cor-

ruption of the past but has the possibility of a paradisal 

future. It This marriage 'vas his resurrec·tion and his life. II 

(417) Birkin and Ursula solemnise their union by participa-

ting in a marriage which parallels the kind described in Rev-

elation and ';tlhich seems to suggest the fulfilment of Lawrence I s 

apocalyp·cic vis:i_on. Homen in Love, however, does not end 

heree 

At the beginning of the IIContinental ll chapter, Birkin 

and Ursula appear to have resolved the problems which have 

faced Jchem.. She looks fon-vard to their excursion to the Alps: 

In the midst of this profound darkness, there 
seemed to glow in the heart·the effulgence of 
a paradise unknown and unrealised. Her heart 
was full of the most wonderful light, a light 
which was no'c shed on the world, only on the 
unknown paradise tovlards which she was going, 
a sweetness of habitation, a delight of liv
ing quite unknown, but hers infallibly. (437) 

Ironically, their sojou~n in Austria is anything but paradisal. 

I,avn:ence, though: intends much more in the passage. Ursula 

is moving spiri t.ually towards a state of paradise VIi th Bir-

kin9 a state which echoes strongly Milton's II paradise within ll 
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and which is sU<Jgestive of Birkin's 1I0ne room"~ This par-

adisal state seems to arrive when Ursula and Birkin engage 

in what is. generally supposed to be sodomy. 

The flickering fires in Birkin's eyes con
centrated ashe looked into Ursula's eyes. 
Then the lids drooped with a faint motion of 
satiric contempt. Then they rose again to 
the same remorseless suggestivity. And she 
gave way, he mighJc do as he would. His li~ 
centiousness was repulsively attractive. But 
he was self-responsible; she would see what 
it wa s 0 ( 4 64 ) 

On the surface, this passage appears to suggest that Ursula 

is acting in much the same fashion as her sister does. Gud-

run allows Gerald to do sexual things to heri Ursula allows 

Birkin to lido as he v.,1Ould ll
• But whereas Gudrun is quite un= 

interested in her relationship with Gerald, Ursula vows to 

llli.e.e what it ';vas If and II see" f with its connotations of under~ 

standing as well as looking, suggests that Ursula is con-

cerned with learning to make her relationship with Birkin 

complete in all aspects. 'J..'here is, Jcherefore, nothing evil 

or dest.X'llctive about this sexual act because, for the moment, 

·they have attained a pre<-lapsariari mentality. IIThere ';vould 

be no shameful thing she had not experienced. Yet she was 

unabashed, she was herself. Why not? She was free, when 

she knew everything, and no dark shameful things were denied 

her ~ II (464) Because of their paradisal state, the words 

Ifdarkli and "shameful Ii no longer have meaning- i Birkin and 

Ursula can act in the same manner as we consider that Adam 

and Eve did before the fall -- with the knovlledge that all 
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things springing from their relationship are good. 

This paradisal state, hov-lever, does not last. As the 

tension between Gerald and Gudrun mounts, Ursula feels the 

need to escape. Birkin agrees, not because he cannot cope 

with the situation at hand but because he has come to a reluc-

tant understanding of what he has told Ursula earlier in the 

novel~ 

Ursula said, 'It's no good our worrying. 
We can't really alter [Gerald and Gudrun], can 
we?' 

'No,' he said. 'One has no right to try -
not with the best' intentions in the world'> (408) 

By the end of the "Continental" chapter, when he and Ursula 

travel to Italy, Birkin has abandoned half of the role that 

he misguidedly was attempting to play -- that of the Christ-

like Salvator Mundi who consciously was striving to bring sal-

vation to Gerald. He has finally realised that all ·of his 

efforts to show Gerald the way to a better world, especially 

the one chroni.cled in the sugg-estively titled chapter IIGlad-

iatorial", have failed. At last Birkin sees that true redemp-

tion can be gained only through individual effort. 

Women in Love ends not with the vision of a New Jer-

usalem or of a Paradise Regained but with an unresolved quar-

reI. 

tHe should have loved me,' Birkin said. 'I 
offered him.' 
She afraid, white, with mute lips, answered: 
'What difference would it have made!' 
'It would! i he said. 'It would.' (539) 

Ursula F for t.he moment, is the stronger of the b;vo; she can 
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see that Gerald could not have been saved except t.hrough his 

own efforts. Birkin's desperate insistence suggests that he 

knows that Ursula is right but is reluctant to accept her 

judgement. Ursula's attitude, however, is unacceptable with

in the framework of the novel. The star equilibrium has tem

porarily disappeared from their relationship because she can

not accept the otherness of Birkin's dream, "'eternal union 

with a man, too'" (541). Because Ursula regards this dream 

as I"a perversity'" (541), the paradisal state that they at

tained in !tContinental" has, for the moment, gone underground. 

However, Ursula and Birkin resemble human people and are 

therefore capable of disagreeing and having different points 

of view, despite the fact that they have gained more in their 

relationship than all the other characters in the novel. The 

very fact that they do disagree is proof that they have not

been consumed by each other's personalities and suggests 

that the star polarity in their relationship is not gone for

ever and that their "continental!lstate of bliss will be re

att.ained. 

Ursula and Birkin are not finally and triumphantly 

enthroned at the end of Women in Love. Rather, like Lif and 

Lifthrasir, like Adam and Eve, Birkin and Ursula are working 

towards becoming the new man and the new -vmman. By the con

clusion of the novel, Lawrence has disposed of all his char

acters but two, b70 in whom the means by 'i-vhich a better world 

can be found are suggested. Women in Love, then, does not 
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actually end; by leaving the novel unresolved, Lawrence looks 

hopefully towards a free and peaceful future. 



CONCLUSION 

The scope of the mythic allusions used by Lawrence is 

very wide. In this thesis, I have limited myself to a dis

cussion of the major allusions, ones which are developed con

sistently throughout women in Love and which aid in a consis

tent development of Lawrence's theme. Unlike the fe,-.] articles 

appearing in ·the critical journals and the passing references 

made to myth in longer critical works, I have devoted these 

pages to a systematic analysis of Lavvrence 1 s use of myth and 

'have sugges·ted that these mythic allusions are not merely 

randomly used similes, but consito..'l;(t a well-organised meta

phorical means of deepening the significance of his message. 

In Wom~n in Love, Lm'lrence has presented a bleak eval··· 

uation of the modern world. By seeing in this world reflec·tions 

of the vlill to destroy himself that man has displayed through-

out his history as chronicled in various mythologies, he has 

given even further significance to t.he ''lorld' s horrifying 

situation. His use of Norse, Primitive and certain aspects 

of Biblical mythology bears this out. Lawrence, however, 

being a man possessed of more than the usual organic sen

sibility (to paraphrase Wordsworth) f wishes to see the world 

of technology disappear without destroying the world of na

ture, tender.ness and sensitivity. As an intelligent man, 

though, Lawrence is also aware that a disappearance of this 

78 
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kind is impossible. How does one live, then, in this modern 

world? 

In Women in Love, Lawrence provides an answer through 

his creation of Norse and Primitive sensibilities. One must 

not abandon oneself totally to the Norse life of technology 

and intellect; neither must one plunge into the Primitive 

life of. total dependence on the senses. The Norse and the 

Primitive must be integrated and mus·t be kept in perfect bal

ance, in star equilibrium. As presen'ted in Birkin and Ursula r 

this star equilibrium is not simple to attain and, because 

of the self-des'truc,tive attitudes intrinsic to man, it is 

difficult ,to maintain. The fact that the star equilibrium 

is a't'tainable should be impetus enough for those sufficiently 

intelligent and sensitive who \,11.sh to find their way out of 

the ruins of contemporary society. In WO~Love, Lawren'ce 

has given the world a new mythology which rejects the de

struction of the past and which looks to the freedom and hap

piness of the future. 



NOTES 

INTRODUCTION 

lEdward Shanks, "Fiction", London Mercury (August, 1921), 
433. 

2Middleton Murry, "The Nos'calgia of Mr. D. H. Lawrence", 
Nation and Athenaeum (13 August, 1921), 714. 

3 
Evelyn Scot·t, "A Philosopher of the Erotic" I Dial 

(April, 1921), 459-460. 

4T • S. Eliot, "Ulysses, Order and Myth" (1923) in 
Richard E1lmann and Ch'arles Feidelson Jr., ed. I The Modern 
Tradition (New York, 1965), p. 681. 

5 
F •. R. Leavis, D. H. Lawrence: NOVr::.~}-s'l:: (London, 1957) f 

p. 169. 

Flame 

6 Ib "d 
.:.~.;:' , p. 169 . 

7Eliseo Vivas as quoted by H. M. Oaleski in The Forked 
(Evanston, 1965), pp. 169-170. 

80aleski, ibi~. I p. 170. 

9'1', l\.. Smailes f "The Mythical Bases of Women in JJove ll
, 

(~~9-wrence Review If 1968) f 129-130. 

lOIbi~., 132-134. 

CHAPTER I 

10 • H. Lawrence, letter of 21(?) January, 1916 in 
Harry T. Ivioore fed., The Collected Letters of D. H. Lawrence 
(New York, 1962), If 416. Of interest, perhaps, is George H. 
Fordls notation of this letter in Double Measure (New York, 
1965). Although Ford cites Moore as his source, he says that 
Lai,vrence " asked [8. S. ] Koteliansky to bring him books on 
'Norse, Anglo Saxon or early Celtic' cultures .••. " (p. 186.) 

2 
George H. Ford, Double Measure (New York, 1965), p. 186. 

80 



81 

3Sir James G. Frazer, The Golden Bough (London, 1911), 
X, 101-105. 

4 Moore, ed., Letters, I, 41. 

5 Ibid., 53. 

6Rose Marie Read Burwell records no such reading by 
Lawrence in itA Chronolgical Catalogue of D. H. Lawrence's 
Reading from Early Childhood" (Do Ho Lawrence Revi.ew III I 
1970, 193--324), her exhaustive survey of his reading. No 
list of this kind, however, can ever be complete, and because 
of the parallels between works of Norse mythology and Women 
in Love and obvious allusions to these myths in the novel, 
it must be concluded that Lawrence had a considerable know
ledge of them. 

7snorri Sturluson, trans. by A. G. Brodeur, The Prose 
Edda (London, 1916), pp. 16-17. This English translation, ~s 
~lell as many others, was available to LaVlrence: G. W. Dasent, 
Stockholm, 1842; Rasmus B. Anderson, Chicago, l880i I. A 
Blackwell, London, 1847. F. G, Bergmann published a French 
translation of the II Gylfaginningll f Strassburg", 1871 (second 
edition). Also there were three nineteenth-century German 
translations: Friedrich Ruhs, Berlin, 1812; Karl Simrock, 
1855; and Hugo Gering, Leipzig, 1892 (p. xx.). All of these 
translations would have been possible reading material for 
Lawrence both because of their dates of pUblication and the 
fact that he knew all three languages. 

8Ibid., p. 17. 

9Ibid . I pp. 16-21. 

10 b'd 41 ~., p. . 

llsir Paul Harvey, The Oxford Companion to English Lit
erature (4th ed.; Oxford, 1967), p. 679. -

12 'p dd 77 115 Snorrl, rose E a, pp. , • 

l3j::~id .• , p. 42. 

l4 Ib 'd 
_" _1_, I p. 27.' 



82 

l5Ibid., p. 42. 

16 b'd ~., p. 77. 

l7Ibid" p. 79. 

18Ibid., p. 83. 

19Burwell, . II A Chronological Catalogue", 2:09 , 224 .. 

20 
Robert W. Gutman, introduction to Wil1ia.m Morris, 

trans., Volsunga Saga (New York, 1962), pp. 18-19. Because 
of the date of publication of this translation (1888), it would 
have been available reading material for Lawrence. As Bur-
well notes ("A Chronological Catalogue", p. 50), Lawrence had read 
other writings by Morris and I think it possible to suggest 
that he had read the Volsunga Saga as well. 

The portion of-rhe-Vo1sunga Saga which relates to Women 
in Love contains the legend of Sigurd, Gudrun and Brynhild.-
Thls"l'egend, vlhile differing from the Norse but arriving at 
the same conclusion, is presented in Wagner's Gotterdammerung 
(Twilight of the Gods). It should be noted that- the Ragnari5k 
of Norse mythology means twilight of the gods as well and the 
two should not be confused. Wagner appears to be int_erested 
in Jche demise of god-like men and women i Norse myth focuses 
on the destruction of booth the gods and mankind. Although 
both appear to have been utilised by Lawrence, it seems that 
the Norse tradition rather t.han the Germanic has had the 
stronger and more consistent influence. 

21Horris, trans., Volstmga Saga, pp. 167-168. 

22~., pp. 169-224. 

23T • A. Smailes, "The I>1ythical Bases of Women in Love" 1 

D. H. Lawrence Review,I (1968), 132'., 

24Ibi~., 134. 

25 D. H. Lawrence, Women in Love (Harmondsworth, 1960), 
p. 51. All subsequent references to the text are taken from 
this edition. 

26 f '1 c • SmaL es, "The Mythical Bases", 133. 



83 

27p • A. Munch, revised by Magnus Olsen, trans. by Sig
urd B. Hustvedt, Norse Mythology (New York, 1926), p. 7. 

2 8F • R. Leavis notes this also in D. IT. Lawrence: 
Novelist (LonqQn, 1957), p. 169. IIWe have here the clear 
presence of Ni~hogg, the evil power who gnaws at the roots 
of Yggdrasil, the tree of life. 1I 

29That both Gerald and Loerke parallel Loki is also 
briefly discussed by Smailes, II The Mythical Bases", 132, where 
the II protean abilities" of all three are noted. Smailes I 
argument is rather specious; he fai+s to see a distinction 
between Loki's physical shape-shifting and the artisitc licence 
that Lawrence employs by describing his characters in terms 
of animals. 

30prank Kermode, D. IT. Lawre~ (New York, 1973), p. 54. 

3lcf . Smailes, liThe Mythical Bases" I 132, who sees Ger
ald as "the conch blowing Triton of the wedding reception. 1I 

32 - 1- t cf. Leavls, D. Ho Lawrence: Nove 1S-, p. 169. "And 
tha-t in imagining the snow-neath, with its symbolic signifi~ 
cance, La1;·vrence vias consciously, as well as profoundly affec·t
ed by his knowledge of northern mythology • • . is beyond 
doub·t ---- northern mythology with its vision of the end of life 
in the cold dreadful final winter that heralds the last bat-
tle of the Gods. 1I 

CHAPTER II 

lD. H. Lawrence, letter of 21(?) January, 1916, in 
Harry T. Moore, ed., Th~Col~d Letters of D. H. Lawrence 
(New York, 1962), II 416. 

2This information is recorde'd by several critics: 
Michael Bell, Primitivism (London, 1972), pp. 66-67, 7l. 
Rose Marie ReaCfJ.3'UrWe~" A Chronolgical CatalogUe of D. H. 
Lawrence I s Reading from Early Childhood" (D. H. Lawrence 
Review III, 1970), 229, 237, 251, 252. -
W.Y-.-Tindall, "Do H. Lawrence and the Primitive" (Sewanee 
Review, 45, 1937), 200, 205. 

3Michael Bell, Primitivism (London, 1972), p. 6. 



84 

4The symbolic function of Minette is most thoroughly 
explored by Robert L. Chamberlain in "Puss urn, Minette and 
the Africo-Nordic.Symbol in Lawrence's Nomen in Love", Pub
lications of the Modern Language Assoclation, 78 (1963);""407-
416. Chamberlain I s thesis concerns itself with the textual 
chm1ges that Lawrence made after 1920. These changes were 
necessitated by the threat of a libel suit on the part of 
Philip Heseltine who appears in the novel as Julius Halliday. 
They include the transformation of Halliday's mistress from 
the dark, sultry Pussum to the blonde, childlike Minett,e. 
While I am concerned with the novel as it is now published, 
Chamberlain's conclusion that Minette is the central, tmify
ing sy~)ol of Women in LO~ has assisted in the development 
of my arguments. 

5 E. H. Blakeney, Smaller Classical Dictionary (London, 
1910), p. 45. -----=- . ..... 

6 Bell, Primitivism, p. 71. 

7 Mme. Blavatsky does not devote space to a coherent 
explication of Tantric rites; instead, she makes discreet 
sugg'es'cions as to the possible uses of the discipline. I 
refer thE. reader to the comprehensive bibliography of Yoga: 
Irnl110rtality and Freedom by Mircea Eliade (London, 1958) where 
he wITI discover tile"Vast number of Indian religious texts 
that were translated into French F German and English bet,.veen 
ca. 1850 and ca. 1910. Again, Lawrence was in a position to 
have read these. 

8 Burwell, 11 A Chronological Catalogue", 229. 

9 Jane Harrison, Ancient Art and Ritual (London, 1913), 
pp. 43-44. 

10 Langdon Elsbree, II D. H. Lawrence, Homo Luden~, and 
the Dance" 'i' D. H. Lawrence Reviev?.r I (1968), 22. 

llHarrison, Ancient Art, pp. 75-100. 

l2Elsbree, "D. H. Lawrence, ••. , and the Dance", 26. 

13Ibid., 25. 



85 

CHAPTER III 

lEVelyn J. Hinz, II D. H. Lawrence's Clothes Metaphor ll
, 

D. H. Lawrence Review, I (1968), 89. 



BIB LI OGRZl.PHY 

PRIMARY MATE RI AL 

Lawrence, David Herbert. Lady Chatterley's Lover. New York: 
Signet Modern Classics, 1959. 

-------- The Man Who Died in St. Mawr and The Man Who Died. 
New York: Vintage Books, 1953. 

Women in Love. Harmondsworth: Penguin Books, 1960. 

SECONDARY SOURCES 

Aldington, Richard and Delano Ames, trans. New Larousse 
~ncxclopaedia of ~ythology. New York: The Prometheus 
Pre s s F 19 '7 3 • 

The Authentic Libre-ttos of the Wagner Operas. New York: 
Crown Publishers, 1938. 

Bell, Michael. Primitivismo London: Methuen, 1972. 

BlavatskYr H. Po Isis Unveiled: A ~~~2_the Myster
ies of Ancient and I"1odern Science and Theology. -. Pasadena ~ 
'rheosophical Universi-ty Pres's, 19600 "The present edition 
is a faithful reprinting of Isis Unveiled as originally 
published in New York in 1877." 

---=---- The Secret Doctrine: The Synthesis of Science, 
Religio:n f and Phllosophy. Pasadena: Theosopnfcal Un
iversi-ty-i?'r'ess, 1963~.-iiVerbatim \vith the Original Ed
i ti on I 18 8 8. Ii 

Burman, B. L. "D. H. Lawrence", The Nat.ion (Ne,v York) 1 17 
January, 1923, pp. 73-74. 

Burwell, Rose Marie Read. "A Chronological Catalogue of D. 
H. Lawrence I s Reading from Early Childhood" f D. H. La\v
rence Review III (1970), 193-32.4. 

Chamberlain, Robert L. "Pussum, Minette and the Africo-Nordic 
Symbol in Lawrence's Women in Love", Publications of the 
Modern Language Associat~--7~963~07-416. 

D., C. V. "Hungry", The Nation (New York), 26 January, 1921, 
pp. 121-122. 

Daleski, H. M. 
Evanston: 

The Forked Flame: A Stuqy of D. H. Lawrence. 
Northwestern Uni verSlty Press, 1965. 

86 



87 

Davidson, H. R. Ellis. Gods and Myths of Northern Europe. 
Harmondsvmrth: Penguin Books, 1964. 

Draper, Ronald, P. D. H. Lawrence. New York: Grosset and 
Dunlap, 1964. 

Eliade f Mircea. 
and Freedom. 

trans. by Willard R. Trask. Yoga: Immortality 
London ~ Routledge and Kegan -paur,-I958. 

Eliot, '1'. S. "Ulysses, Order and Myth" in Richard Ellmann 
and Charles Felde1son Jr., ed. The Modern Tradition: 
Backgrounds of Modern Literature. New York: Oxford Un
IVersity Press, 1965. 

Elsbree, Langdon. "D. H. Lawrence, Homo Ludens and the Dance", 
D. H~ Lawrence Review, I (1968), 1-30. 

Erlich, Richard D. "Catastrophism and Coition": Universal and 
Individual Development in Women in Love", Texas Studies 
in_Language and~iterature, 9 (1967-1968) ,-r~8. 

Ford, George H. Double ]\~easure: A Study of the Novels and 
Stories of D. ~~Lawrence. New York: -Holt, Rinehart 
and Winston,~1965. 

Frazer I Sir James G. The Golden Bough: A Study in Magic a.'1d 
Religion. 11 vols -:----3rd ed. London:" MacMi11:an--;-19ll-~---

-------- Totemism and Exogamy: A Treatise on Certain Early 
Forms ofSUpersti tron a:li:cI~:-4vors:-- London: Mac
Millan, 1910. 

Harrison, Jane Ellen. Ancient Art and Ritual. New York: Henry 
Holt, 1913. 

Hinz, Evelyn J. II D. H. Lawrence's Clo"thes Metaphor ll
, D. H. 

~nce ~~iew f I (1968) 1 87-113. 

The Holy Bible, King James Edition. 
1946. 

Dallas: John C. Winston, 

Hough, Graham. The Dark Sun: A S-tudy of D. H. Lawrence. Lon
don: Duckworth, 1956. 

Kermode, Frank. D. H. Lawrence. New York: The Viking Press, 
1973. 

Kessler, Jascha. "D. H. Lawrence's Primitivism", Texas Studies 
in Languag~ Literature. 6 (1964), 467-488. 

Leavis, F. R. D. H. Lawrence: Novelist. London: Chatto 



88 

and Windus, 1957. 

Moore, Harry T., ed. The Collected Letters of D. H. Lawrence. 
V I. New York: The Viking Press, T962. 

Morris, William, trans. The Vo1sunga Saga. New York: Collier 
Books, 1962. 

Munch, Peter Andreas. revised by Magnus Olsen. trans. by 
Sigurd B. Hustvedt. N'orse MVthology: Legends of Gods 
and Heroes. New York: AMS Press, 19260 

Murry, J. M. liThe Nostalgia of Mr. D. H. Lawrence", :r.b& 
Nati~nd Ath~, 13 August, 1921, ppo 713-714. 

Nehls, Edward, ed. 
vols. I and II. 
1957. 

D. Ho Lawrence~ A Composite Biography. 
Madison: un-i versi ty of Wisconsin Pres s, 

Nin, Anais. D. H. Lawrence: An Unprofess ional Stud:;:. Den
ver: Alan Swallow, 1932 and 1964. 

Sagar, Kei.'ch. The Art of D. H. LaWTence. Cambridge: Cam
bridge Universi·ty Press, 1966~ 

Scot·t I Evelyn. "A Philosopher of the Erotic", Dial, April, 
1921, pp. 485-461. 

Shanks f Edward. "Piction", ~S2E-~f August, 1921, 
pp. 433-434. 

Smailes, T. A. II The Mythical Bases of y.]omen in Lo~~", D. H. 
Lawrence Review v I (1968), 129-136. 

Spi1ka, IVlark. The Love Ethic of D. H. Lawrence. Bloomington: 
Indiana Unive~s-;' 1955. 

Sturluson, Snorri. trans. by A. G. Brodeur. The Prose Eddaw 
Nevl York: The American-Scandinavian FoundatTon; 1916-.--

Tindall, William York. 
Sewanee Review, 45 

"D. H. Lawrence and the Primitive", 
(1937), 198-211. 

'I'ylor, Edward Burnett. Primi·tive Culture: Researches into 
the Development of Mythology, Philosophy, Religion, Art, 
and C-ustom. London:~ John £ Mtlrray , 1871. 

Vickery, John B. The IJi terary Impact of The Golden Bough. 
Princeton: Princeton University Press, 1973. 

West, Rebecca. "Notes on Novels", The Nmv Statesmall' 9 July, 
192.1, pp • 3 8 8 - 3 8 9 • 


