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ABSTRACT

We shall not look before and after.
We shall be, now.

We shall know in full.

We, the mystic NOW.

D. H. Lawrence, "Manifesto"

The emphasis of this analysis of The Rainbow and

Women in Love is upon Lawrence's recognition of sexuality

as a motivating force in the metaworphosis of the individual
self, of suffering as a sign of growth in spiritual aware-
ness and self-transcendence and of conflict as the essential
ambiance of the regenerative cycle in human relaticns.
Special significance is given Lawrence's insistence on the
balancing of the conscious and the unconscious selves in

the accomplishment of total being, on the further balancing
of unique selves in human relationship and on the final sense
of achieved balance of the individual as a unit of the cosmic

whole.

Chapter One traces, through The Rainbow, the meiding

of a conscious and unconscious self into a unified being.

Chapter Two examines, in Women in Love, Lawrence's views of

sexuality as the source of vitality and evolution in the
realm of human relationships and his presentation of an

achieved relationship as the alternative to self-destruction
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through physical and spiritual &wmervation. The conclusion
considers the artistic contribution of these novels to a
fuller understanding of the roles played by sexuality,
suffering and self in viable human relationship. Page
numbers within parentheses refer to that edition of the
novel designated in the bibliography.

Links with "Kubla Khan" are elaborated to illustrate
the tradition behind Lawrence's insistence on the greater
significance of sensual and spiritual realities, as opposed
to solely material ones, in the attainment of human happiness
as well as to demonstrate his artistic fidelity to symbolic
and structural pattern. Accordingly, it is hoped that this
study will contribute to the appreciation of D. H. Lawrence
as a student of the psychology of human relationships and

as an artist of consummate skill.
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You are the call and I am the answer,
You are tne wish, and I the fulfilment,
You are the night, and I the day.

What else? it is perfect enough.

It is perfectly complete,

You and I,

What more --7

Strange, how we suffer in spite of this!

D. H. Lawrence: "Bei Hennef"



INTRODUCTION

D. H. Lawrence (1885-1930) was the third son, the
fourth of five children, of the tumultuous marriage between
a virile but uneducated Nottinghamshire miner and a bourgeois
former schoolmistress. Lawrence became convinced that his
beloved mother considered "flights of genius" nonsensical
and the aim of 1ife to be to "rise in the world, step by

step."]

Since he "instinctively recoiled away from the
bourgeoisie," Lawrence, the artist, suffered severe emo-
tional conflict and concealed his writing from her.Z The
resulting tension is released artistically in his satiric
portrayal of the destructive forces of motherhood and
materialism.

The element of destruction inherent in the generative
cycle is reflected in Lawrence's phoenix symbol, which
recognizes that, in the creative process, the human energy
of those who share experience is consumed, as well as that
of the artist. J. D. Chambers--Lawrence's friend and
brether of his childhood sweetheart, Jessie--recognizes the
stark ruthlessness with which Lawrence used those who roused
his "daemcn intc action” and "the cost in personal terms
which the production of a great work of art . . . can some-
times entail.” He concludes: "To know him as we knew him

1



was a rare privilege, but it had to be paid for. .”3

Yet Lawrence's own statement, written after completion

of The Plumed Serpent (1926), demonstrates that the artist

shares such pain: "It costs one so much, and I wish I could
eat all the lotus . . . and drink up Lethe to the source.
One wants something that'1ll go into the very sou]."4
Although critics credit Lawrence with varying
degrees of neurosis,5 and his wife and friends corroborate
tales of extreme behaviour,6 it is Lawrence who excels 1in
self-diagnosis. In his essay "Love" (1916), he sees mad-
ness as the norm: "Whom the gods wish to destroy they first
make mad. And this is how we become mad, by being impelled
into activity by the subconscious reaction against the self
we maintain, without ever ceasing to maintain this detested
self. . . . We are made mad by the split, the duality in

wl

ourselves. The self that Lawrence detests accepts the

bourgeois ladder to success. In discussing The Rainbow

and Women in Love, F. R. Leavis comments on "a difficulty

that is a measure of their profound originality." He
concludes succinctly about Lawrence that "the worst diffi-
culty we have in coming to terms with his art is that there

. . . . . 8
is resistance in us to what it has to communicate. L



This study is concerned with what Lawrence's art

communicates in The Rainbow and Women in Love, and pre-

sumes a familiarity with characters and events. In these
novels can be traced the origin and painful development of
a self towards integration and balanced relationship, as
well as a delineation of two couples which illustrates the
tendency towards regenerative, creative 1ife in one pair
and the contrasting lust for self-destruction in the
other--the alter-ego parallel. Extensive quotation
illustrates reciprocal growth in Lawrence's theoretical
and artistic expression, in accordance with H. M. Daleski's
expressed belief that theories are modified by artistic
experience, and that it is detailed literary criticism
which can make theory meam’ngfu].9
This study contends that, in these novels, Lawrence
offers his first major exploration of the concerns and
tensions of human existence which earlier work only intimated.
Specific focus is on three such concerns--suffering, the
self and sexuality--with special emphasis upon the regenera-
tive effect of conflict and suffering in human relations,
and on the acceptance by Lawrence of sex as a motivating
force in the painful struggle towards the transcendent
reality of individuation. In order to grasp Lawrence's

conceptions of suffering, self and sexuality, it is useful



to consider in general terms his conception of religion,
history and time, the cosmos, and reality.

Lawrence's attitude, towards both 1ife and art, is
religious. Man is a quester, suffering towards a goal of
light, truth and freedom. In his art, cycles of death,
redemption and rebirth symbolize the natural succession of
moments of psychic death by enlightenment. His sensuous
apprehension of myth, his network of image and symbol,
and his rhapsodic and liturgical prose recall the 01d

w10

Testament. He feels the Bible in his "bones. He re-

buked Edward Garnett for qualms about The Rainbow:

primarily I am a passionately religious man, and my
novels must be written from the depth of my religious
experience . . . you should see the religious, earnest,
suffering man in me first."H At twenty-three, he had
reflected on life's tragi-comical nature and dismissed
hedonism in a gesture typical of a consistent rejection

of the abstract and ideal. He concluded Tater, in

Fantasia of the Unconscious (1921), "Better passion and death
II]Z

than any more of these 'isms'. He began early to build
a secular and optimistic faith which esteemed love and
work, and which acknowledged a supreme directive force in
nature, incarnate in sexuality. Religion is a comfort;
"then love is next precious, love of man for a woman; one

should feel in it the force that keeps the menagerie on



the move . . .; lastly, a passionate attachment to some

work which will help the procession somehow is a safety

against the loneliness of not wanting to laugh at the farce,

and of having no one with whom to weep.]3
A work of service is thus a buffer against isola-

tion. It is loving, not being loved, which plumbs "the

excitement, the fundamental vibration of the Tife force."

The need to be Toved Lawrence sees as a weakness in men,

since it is a naturally female trai’c.]4 Love is an act of

service, of agonizing self-offering which, paradoxically,

is the ennobling route to vitality and creativity within

the self. True Tove, for Lawrence, is sacrosanct, unlike

the spurious love of modern superficiality. Regrettably,

religion has become an opiate for the fear of autonomy,

since "most folks are afraid to grow up, that's why they

defer it so long. Real independence and self-responsibility

are terrifying to the majority; to all girls, I think. . . ."

Nor is his skepticism without cost: "I miss religion for

this only: that I have now no season when I can really

‘become again as a little child'--and make my querulous

little complaint into the ear of a deep sympathy.

Religion, work, love, all link us to an eternity--the one

of singing, the other of influencing, the last of being.

You think the middle one best--I 1ike both the last two.”]5



Before he was twenty-five, Lawrence had spurned orthodoxy in
this way. Religion 1is associated with man's fear of
isolation and with mother substitution which, in turn,
demonstrates the basis of man's deification of woman.

Against this, and the female sense of supremacy it engenders,

Lawrence directs the satire of The Rainbow which depicts--as

had the original Sisters--his wife Frieda's "God almighti-

||]6

ness in all its glory. While writing The Rainbow and

typing the "Study of Thomas Hardy" (1914),]7 Lawrence

praises the égalitarian love relationship in which there
is "neither part greater than the other"--a balance of
perfection in giving and taking. Gradually, Lawrence
attributes man's dependency to lack of courage and self-

hood; in The Man Who Died (1927) he advocates that, in woman,

man seek renewal rather than sympathy.

In "A Propos of 'Lady Chatterley's Lover'" (1929),
Lawrence condemns Christianity's fatal idealism:
! . humanity, alas, instead of being saved from sin, whatever
that may be, is almost completely lost, lost to 1ife and near
to nullity and extermination. We have to go back
before the idealist conceptions began, before Plato, before
the tragic idea of 1ife arose. . . . For the gospel of

salvation through the Ideals and escape from the body coin-

cided with the tragic conception of human 1ife. Salvation



and tragedy are the same thing. .”]8

Lawrence deplores
the ideal of redemption after death in return for a wasted
life of repressed passion. Ideals and abstractions, Tike
all intellectualization, fragment rather than unify; thus,
they create an ego, not a self. A century earlier, Blake
had called the human will evil and selfish, and God "an
influx of Understanding” into the will. The process of
becoming God-Tike, or achieving understanding, is an un-
natural process learned painfully: "Understanding or Thought
is not natural to Man; it is acquired by means of suffering
& Distress i.e. Experience, Will, Desire, Love, Rage,

Envy, & all other affections are Natural, but Understanding

is Acquir‘ed.”19

Lawrence agrees that man must "know and
be God;" his plea is for acceptance of those affections
“natural"” to man, and for the courageous odyssey inwards
towards comprehension of a deeper, unsocialized, sensual,
subconscious self. The process requires the suffering of
disillusionment, but achievement marks the balanced rela-
tionship between mind and body which he calls a "1living
relationship," a "pure conjunction.“20
In "The Two Principles" (1919), Lawrence criticizes
Christianity's failure to identify man's soul with his
natural environment. In the case of pagan religions,

both science and religions concur. Mocdern science and

religion, on the other hand, are contradictory, a schismatic



influence on man. Lawrence, who fears the mind as a
destroyer of matter, would heal the breach by stressing
feeling, thus righting the balance between instinct and
reason. He urges that, since the will to destroy is ir-
refutable, battles be fought towards reconciliation rather
than victory for "if it comes to a contest, the Tlittle

ant will devour the 1ife of the huge tree."

Lawrence denounces the lack of such reconciliation
within orthodoxy. Christianity's lop-sided victory over
the flesh has caused "the great northern confusion" which
leads the deluded northern races, having replaced physical

passion with idealized "love," to "seek the female apart
from woman." Since Lawrence sees the female as one of the
two elemental cosmic principles, he reasons that modern man
has rejected the source of vitality--human relationship--
in favour of a deadly substitute--intellectualism. Thus,
his religion of the ”b]ood“22 depends on the superiority
of instinct, to correct centuries of imbalance. It also
demands both bodily and spiritual consummation, a state of
perfection called "Two-in-One." When this is not attain-
able with one object, then passionate love must be pursued
in a human object and ideal Tove in a spiritual goal:

"Let us hesitate no longer to announce that the sensual

assions and mysteries are equally sacred with the spiritual
N p



mysteries and passions.“23 The intellect is merely a "bit

and bridle,"” to curb the passions from similar imbalance.
Man needs a faith, which frees him from the dilemma of
mutually exclusive physical and spiritual fulfilment and
the consequent destruction of his natural, cosmic relation-
ship.

Lawrence defines art as "the revelation of a pure,

an absolute relation between the two eterm‘ties.“z4

Artistic
purpose is "not aesthetic" but moral: ". . . the essentially
religious or creative motive is the first motive for all
human activity. The sexual motives comes second. And
there is great conflict between the interests of the two
at all times."25 Furthermore, knowledge is a matter of
experiential relationship, not memorable fact, and creative
self-expression is obligatory: ". . . the real knowledge
of the world consists of the related experience of the men
and women who have lived in it . . . it is a duty which each
one of us owes to the world, to add our own contributions,
just as we know them, whether they be the result of our own
experiences--or as related to us by others.”26 Consequently,
Lawrence offers his art to help mankind to progress towards
its goal of peace and perfection. His studies of woman
attempt to see in her, as a "phenomenon," the revelation

27

of "some greater, inhuman will," the purpose and nature

of God.
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Lawrence, like W. B. Yeats,28 views history and
time in terms of epochs; the Christian phase is deemed
exhausted and the new millennium imminent. Lawrence
visualizes civilization sliding into a "bottomless pit"

of soulless nonentity.29

Vitality is being extinguished

by industrialism, intellectualism, and idealism--mechanisms
which destroy instinct and relegate men to an unnatural,
frustrating domesticity. The pain and suffering of such
imprisoned, isolated souls are destructive and useless

in comparison to the creative suffering of the cosmically
related, phoenix-like soul which repeatedly transcends
states of growth towards freedom. Man's senses are becoming
dulled and woman's perverted, so that both sexes lack the
vitality to seek, in relationship, the source of natural
vigor. The price of survival is a return from fragmentation
to relationship, "For it is only by receiving from all our

w30

fellows that we are kept fresh and vital. Lawrence

intends such relationship, with ". . . sources of our inward

nourishment and renewal, sources which flow eternally in

w3l

the universe, to be three-fold: "First, there is the

relation to the living universe. Then comes the relation
of man to woman. Then comes the relation of man to man.

And each is a blood-relationship, not mere spirit or mind.“32
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Part of Lawrence's uniqueness lies in his being the
first to express a psychic relationship of character and
event, so that he surpasses George Eliot and pre-dates
W. B. Yeats. Eliot Tinks character and event in deducing

that "Qur deeds determine us, as much as we determine our

33

deeds." Yeats 1inks desire and event in A Vision (1937):

"We get happiness . . . from those we have served, ecstasy

34

from those we have wronged." But Lawrence perceives a

psychic relationship of character, desire and event. We
select our fates; thus we enact in our lives a self-

fulfilling prophecy. As Novalis and Hardy argued, character

. 35
becomes fate and Lawrence's "backbone" a creative force.

Cosmologically, "It all hangs together in the deepest sense,"

36

we are told in Women in Love and Fantasia; the "murderer"

and the "murderee" select one another from mutual desire.
Consequently, characterization becomes a portrayal of
psychic conflict.

Flux and direction also are inherent in Lawrence's
conception of history. A triadic or Joachite interpreta-
tion, it comprises, iconographically, two streams--one source-
wards of dissolution, one goalwards of creativity--joined by
a conciliatory force called the Holy Ghost or Reconciler.

Each decadent period swirls away violently, through a

transitional period to an era of renovation which, in turn,
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gradually becomes corrupt. Thus, history conforms to the
cosmic pattern of cyclical death and regeneration, of which
man's life-span is also a microcosm. For, in Romantic
philosophy such as Lawrence's, redemption is a painful
circular quest, the goal of which is its beginning revealed,
through enlightenment, to be more desirable. To break from
such an arduous cycle of existence, man must triumph through

37 As the First

imagination to an enduring vision of unity.
World War confirms Lawrence's conviction of dissolution and
the idea gradually becomes obsessive, contemporary reading
shapes his preference for the Teutonic races as agents of
regeneration.38
Lawrence also sees subconscious hatred as the
compensating reaction to conscious idea]ism.39 In the
"Study," and later, in Fantasia, he states that life's vicious
circle of repetition is perpetuated by the battle of the

40
some modern men

sexes. Like earlier Greek idealists,
see women as fulfilling a sacred duty in administering to
the "supreme" male; there is mystery and unconscious fear
of.mortality,yet a consciousness of power in such relation-

ship. Lawrence associates it with Nietzsche and the

Wille Zur Macht. But consummation fails when such an

idealist sees the female merely as gratifier of the male;

he loses the sense of mystery beyond the self. Such egoism
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dulls senses, produces mechanical sex and inhibits real
gratification. The result is an insatiable "roué" and a
woman visibily hard but "inwardly jaded, tired out. . . ."
What he designates as this English attitude to love
"devitalizes a race and makes it barren." Lawrence pro-
motes, as alternative, the "true" love of woman as the
unknown "into which I plunge to discovery, 1osing myself."
Love is thus the route to mysterious knowledge, requiring
self-risk. He regrets modern man's failure to "realize
the gladness of a man in contact with the unknown in the
female, which gives him a sense of richness and oneness
with all life . . . different from the sense of power,

of dominating 1ife. The Wille Zur Macht is a spurious
"4]

feeling. In our faulty sex relationships, we select
our own Odyssey. Lawrence relates the modern Oedipus myth

in Sons and Lovers; the Orestes myth can be traced in

The Rainbow, where fathers destroy daughters and wives

retaliate against husbands, who are avenged either in
their sons' impotence or in their hatred of women. Women
in Love presents a modern 0Osiris in the form of Birkin.
Lawrence alludes to the Odyssey in the opening pages of

The Rainbow and in correspondence expresses the need for

a modern Cassandra.42 Cassandra was the prophet-mistress,
doomed to be disbelieved but proved right by events, who

foretold her own extinction with Agamemnon, who had
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sacrificed his daughter, and whose son Orestes completed the
cycle of revenge. The myth's relevance to the moderns

is that women are contriving their own extinction; women
must love truly and with fidelity to break the suicidal
circle of psychic murder and revenge which is the modern
version of Greek physical violence. Lawrence advocates
mystical sex, like that of the Egyptian era when Pan, Isis
and the supernatural were worshipped through sex in a union
of the physical and spiritual. This is Lawrence's sug-

gestion in "Excurse" in Women in Love, where the light,

indoor, non-coital sex of the inn scene is joined later to

the dark, outdoor, sensually coital scene beneath the open

43

heavens. It is also the theme of his final fictive state-

ment, The Man Who Died (1927).

In contrast, Lawrence maintains that the modern
era has inverted sex roles. Inversion occurs whenever

the majority of men concur in regarding woman
as the source of 1ife, the first term in creation:
woman, the mother, the prime beinc.

And then the whole polarity shifts over. Man
still remains the doer and thinker. But he is
so only in the service of emotional and procreative
woman. . &
And there is the point at which we all now
stick. .
Man has now entered on his negative mode. .
. he takes on very largely the original role
of woman. Woman, meanwhile, becomes the fearless,
inwardly relentless, determined, positive party. . .
Nay, she makes man discover that cradles should not
be rocked, in order that her hands may be left
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free. She is now a queen of the earth and inward-
ly a fearsome tyrant.
Therefore we see the reversal of the old poles

. man begins . . . to imagine he really is half

female. And certainly woman seems very male. So

the hermaphrodite fallacy revives again.44
Such perversion of the psyche occurs when men abdicate
their natural role as leaders; then wives despise husbands
who, in turn, are dissatisfied. Wives seek lovers or,
disastrously, a "personal" relation with their children.
Lawrence warns that such perversion of natural processes
is exhaustive, not recreative: "There is no way out of
a vicious circle except breaking the circle. And since

the mother-child relationship is to-day the viciousest

of circles, what are we to do?" The Rainbow and Women in

Love constitute Lawrence's answer.

He blames parents' lack of self-sufficiency; the
man lacks the "courage to withdraw at last into his own
soul's stillness and aloneness, and then, passionately
and faithfully to strive for the living future. The woman
has not the courage to give up her hopeless insistence on
love and her endless demand for love, demand of being
loved. She has not the greatness of soul to relinquish
her own self-assertion, and believe in the man who believes
in himself and his own soul's efforts.“45 We must make
peace within the self--achieve self-unity--before we can

forge the relationship which is free and balanced,in its
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giving and receiving, it avoids the excess of either, which

Lawrence calls greed, in The Man Who Died.

The self, in Lawrence's concept of history, is
insignificant in size, yet valuable to the cosmic whole.
The integrated self must comprehend this in both humility
and pride, for impermanence and flux are essential factors
in Lawrence's vision of the permanence of immortality. With-
in the flux of time, from the two eternities which he calls
the Source and the Goal, every consummation of opposition
creates "heaven"--a revelation of God. This is a transi-
tory state in a fourth dimension beyond present, past or
future. But "We can no more stay in this heaven than the
flower can stay on its stem." Also, as everything physical
disintegrates, so must our physical selves: "So the body
that came into being and walked transfigured must Tie down
and fuse away in the slow fire of corruption. Time swirls

u46

away out of sight of the heavenliness. OQur sin is to

try to resist flux, to make our glimpses of heaven, Blake's
Eternal Now, a part of time, for "consummation is time]ess.“47
Man belongs to time and to death, a part of the natural flux
which heralds rebirth in the cosmic cycle.

Lawrence's cosmic theory is dualistic. Creativity
arises from conflicting pairs. His ultimate metaphor for

this antinomy is male-female:; it is duplicated in imagery

of sun-moon, law-love, soul-spirit. Suffering, inherent in
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the dissolution necessary to new birth, is expiative and

productive of the new phenomenon of the original e]ement.48
The self is dual--man both Apollo and Bacchus, woman both
Urania and Pandemos. Neurosis represents the failure to

accept this duality. In the essay, "Love", Lawrence des-

cribes the dual nature of true love: "Al1l whole love
between man and woman is thus dual . . . the motion of
melting, fusing together into oneness . . . and sensual

gratification of being burnt down. .”49

Lawrence con-
cludes that, in contrast to the half-loves, purely sacred
or profane, true love "must be two in one . . . the sweet
love of communion and the fierce, proud love of sensual
fulfilment, both together in one love. And then we are

like a rose.»°0

In the rose symbol of transfiguration,
Lawrence conceives of the sex relationship as a creative
act, transcending all suffering and antinomy towards new
perfection.

The tension which sustains the cosmos is based on

perpetual conflict: we are two opposites which exist

by virtue of our inter-opposition. Remove the opposition
and there is collapse . . . into universal nothingness.“S]
There are no spoils for the victor of such a fight; the
battle of the sexes is thus a major cosmic force for posi-

tive good. And Lawrence has made the philosophical circle

back home so that what seemed to be evil has been redeemed.



18

Yet Lawrence does not extol the suffering to scorn
the prize, for he admits that "love has been rather a
lacerating, if well-worth-it journey. But to come at last
to a nice place . . . with your 'amiable spouse' . . . and
to possess your own soul in silence, and to feel all the
clamour lapse. That is the best I know . . . the self-
consciousness and sex-idea burned out of one . . . and the
self whole again, and at Tlast free."52

Man breaks from the bondage of sex by expending
himself, not by avoiding battle and conserving self.
Lawrence recognizes the transient nature of moments of
peace, and the preponderance of suffering over accomplish-
ment: "I feel this self-same 'accomplishment' of the
fulfilled being is only a preparation for new responsi-
bilities ahead . . . the effort to make, with other men,
a 1little new way into the future, and to break through

the hedge of the many."53

It is the aim of the explorer,
for self-fulfilment is not an end in itself, but a
launching pad. Man is primarily neither lover nor friend
but "thought-adventurer,” a rocket braving the unknown,
fuelled by the energy tapped through consummate human
relations.

Lawrence's dualistic view of reality is also

significant. Distraught by the breakdown in relationship

which the war symbolized, he writes in 1916: "When one
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is shaken to the very depths, one finds reality in the un-
real world. At present, my real world is the world of my
inner soul. . . . The outer world is there to be endured,

it is not real. ."54

Reality is the inner one of blood
consciousness, not the exterior social unreality which
Lawrence calls the "husk." Blood is the "substance of the

soul and of the deepest consciousness."55

Such duality
opposes the true soul to the social self. Unity is achieved
by the social self's recognition and acceptance of the

inner self or soul. The subconscious is the vital self and
the incarnation of the soul is its purpose--and thus the
initial purpose of 1ife. Every soul comprises halves of
light and dark which rest in balance; their division and
consequent maddening imbalance has been the sin of mechanis-
tic society. Fragmentation inhibits the natural evolution
of the psyche by "interaction between the individual and

the outer universe . . . man doth not Tive by bread alone.
He lives even more essentially from the nourishing creative
flow between himself and another or others." Hence,
Lawrence's freedom comprises the sense of aloneness in the
self, but togetherness in relationship. The object is

the "true" marriage reached by the bloody path of conflict,
"Because really, Tliving alone in peace means being two
people together. Two people who can be silent together and

not conscious of one another outward1y.“56
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Such true marriage unites male and female, the
two eternally different, never-mingling streams, by way
of the phallus. This marriage is a "oneness accomplished
through a life-time in twoness, . . . the highest achieve-
ment of time or eternity. From it all things human spring,
children and beauty and well-made things; all the true

creations of humanity.“57

Such marriage is a physical one,
not a personal affinity. The latter produces modern
counterfeit marriage, where denial of blood sympathy pro-
duces "a sort of rage" exemplified in the neurosis of the
repressed Mrs. Crich. Like all perversions, such "nervous

sex" is a process of impoverishment, as Gerald's and
Gudrun's affair shows. "This is one of the many reasons

for the failure of energy in modern people; sexual activity,
which ought to be refreshing and renewing, becomes ex-

haustive and debi]itating."58

Lawrence shuns such unreality
for the inner reality of the unified self and the 1iving
relationship which, as symbol of reconciliation, is man's
claim to the immortality of a transcendent fourth dimension.
Sex is an admixture from which we are purged, through con-
flict, to the achievement of an angelic state of isolation
which, rather than love, is the essence of being.59 Lawrence

regards the lonely and tragic individual reality, which

exists beneath a spuriously bonded and "loving" social
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unreality, as mankind's cross and its salvation: "Life

is full of wonder and surprise, and mostly pain. But
never mind, the tragic is the most holding, the most vital
thing in Tife and as I say, the lesson is to learn to live
alone. ."60

The concepts basic to Lawrence's art are displayed
in his Phoenix, symbol of mystical renewal. Sexuality

and the self are revealed in the individual, yet related,
male Phoenix and female nest. Suffering and physical
dissolution are symbolized in the flames and ashes; the
transcendence of old forms appears as the rising bird. It
remains to see how, gathered from life and art, these

theories infuse with vitality Lawrence's most consummate

fiction, The Rainbow and Women in Love. To do so requires

much résumé, about which, Lawrence's own opinion is
noteworthy: "there is a certain impertinence in giving
these résumés. But not more than in the affectation of

B e st o . , 61
‘criticizing' and being superior.”



CHAPTER ONE
BECOMING INDIVIDUAL
My source and issue is in two eternities, I
am founded in the two infinities. But absolute
is the rainbow that goes between; the iris of

my very being.

D. H. Lawrence: "The Crown"

D. H. Lawrence calls The Rainbow "a voyage of dis-

covery towards the real and eternal and unknown land."]
Man is the self-discoverer, whose goal is spiritual and
real, rather than poetic or imaginary. The title of this
odyssey recalls the Biblical covenant, quoted Tate in the
nove],2 symbolic of relationship, communication and faith
between God and man. It also represents an opening or
archway joining earth and heaven, tilted like the cosmos
itself. The first of many such archways to the unknown,
it echoes the vision of Ulysses: "Yet all experience is
an arch wherethrough / Gleams that untravelled world whose
margin fades."3 Finally, a rainbow is a multi-coloured,
prismatic refraction of the unity of pure light--itself
the symbol of divinity--made visible to the human eye by
superhuman intervention.

The combination of Biblical Genesis, the cosmic
wheel, the natural year and the rhythm of progress fills

The Rainbow's opening scenes. The early Brangwens are

22
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men in harmony with their universe. Free creatures, they
work rooted in the soil, with uplifted gaze in touch with
the unknown represented by the ever-visible steeple. As
1iving rainbows, they represent Lawrence's mediator, the
Holy Ghost, the link between the Source and the Goal. They
are men of instinct, whose perfect accord with the cosmic
plan is captured in prose in which syntax, poetic rhythm
and vocabulary such as "teeming" and "begetting" perpetuate
the sense of Biblical genedlogy: "They felt the rush of the
sap in spring, they knew the wave which cannot halt, but
every year throws forward the seed to begetting, and,
falling back, leaves the young-born on the earth. They
knew the intercourse between heaven and earth. . . ."
(pp. 7-8).

Lawrence insists that, within the cycle of time,
man is repeatedly reborn, thrust forward by the wave of
regenerative history and abandoned, ostensibly defenceless
but, actually, possessing the mystic clue to lTife--vitality.
Although subject to the Taw of flux as the great cosmic
wheel turns relentlessly, the Brangwen men are aristocrats
staring at the sun, "dazed" and "unable to turn around"
(p. 9). They do not move towards the unknown, as eternal
flux demands, but rest in their perfection. By Lawrence's
code, lack of motion is tantamount to death, since that
which does not change must perish. These Brangwen men mark

the end of an era.
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Their women, however, possess the vitality to pur-
sue the quest for paradise. A Brangwen woman "wanted
another form of 1ife"; she "faced outwards to where men
moved dominant and creative . . . ," whereas the men faced
inwards. She also wants to "know, and to be of the
fighting host" (p. 9). Such women demonstrate the male
quality of perpetual motion outwards from the centre, where-
as the men move towards introverted inertia--a female
tendency.4 Whatever moves in the "wonder of the beyond"
brings the unknown before the imagination of the Cossethay
women and is described as "the leading shoot " (p. 11)§
Elsewhere, Lawrence identifies these shoots as a vital
force for change, which must be nourished and protected:
"The whole great form of our era will have to go. And
nothing will really send it down but the new shoots of
life . . . bursting the foundations. And one can do nothing
but fight toath and nail to defend the new shoots of 1ife
from being crushed out. . . . We can't make 1ife. We can
but fight for the 1ife that grows in us.“6

Since their men are inactive, the Brangwen women
construct, in the vicar and squire's family, a "vicarious"
substitute for their own odyssey (p. 11). Movement is
instinctively away from the static marsh towards the unknown.

The causes of the vicar's superior "being" are identified

as education and experience, archways of escape to the
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future: "It was this, this education, this higher form of
being, that the mother wished to give to her children, so
that they too could live the supreme 1ife on earth" (p. 10).
By selecting opposing courses of rational education and
passionate experience, the women perpetuate the dichotomy
of human nature--mind and body.

After 1840, mechanism--in the form of aqueduct,
colliery and railroad--reduces the open Brangwen world to
a cul-de-sac. This shrinking world views the frightening
industrialism through "the dark archway of the canal's
square aqueduct" (p. 12). Lawrence conveys the impression
of a stable way of life, victim of the merciless flux of
time, re-routed in a direction determined by the will of
its women, as well as by the chance encroachment of the
machinery of a new era. MWe discover that the contemporary
Alfred Brangwen and his wife were "two very separate
beings, vitally connected, knowing nothing of each other,
yet living in their separate ways from one root (p. 13),
that the family "depended on her for their stability"

(p. 19); this we recognize as Lawrence's vital, living
relationship. The Brangwens, T1ike the tribes of Genesis,
have endured forever, by connection with the nourishing
universal force. Moreover, Lawrence's conception of ful-
filled being requires the vision to glimpse the unknown
through the arches of environment, the courage to face it

and the vitality to pursue it.
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According to Lawrence's belief that our true self
blossoms in a series of cataclysmic experiences initiated
by the catalyst of sexuality, we observe the self-creation
of the next generation. Tom, as the leading shoot, has
a "plentiful stream of 1ife and humour" (p. 20). He
survives the soul-destroying strictures of educational
organization because he is "too much alive" to be destroyed
(p. 17). He evolves to the point of "forgetting" his own
shortcomings and acknowledging relationship, for he "always
remembered his friend" and "kept him as a sort of Tight"
(p. 18), a beacon towards the glimpsed unknown.

There is, however, much satire in Lawrence's descrip-
tion of the Moloch-1ike Marsh mothers, sacrificing their men
to an ideal. Ironically, "Alfred, whom the mother admired
most" (p. 14), is destroyed by the ordained education. His
vitality cannot smash what Lawrence calls "the shell" of
restricting social form--including the need to please his
mother by repressing "his natural desires" and ignoring
his drawing talent. From the mechanical restrictiveness
of lace-designing, "he came back into 1ife set and rigid"
(p. 14). Later, he fails in the supreme blood-relationship
with his wife, tells Tom that he has settled for isolation
(p. 142) and seeks a liaison with another "idealist" and

"educated woman," the Nottingham widow (pp. 89-91).
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The Christian concept of "love" as ideal, which
relegates woman to the position of sacred object, is
shattered for Tom by his experience with a prostitute.
Distaste for mere copulation reinforces his instinctive
search for a female to worship physically. Frustrated
suppression of physical desire produces vacillation and
alcoholism until, seduced by a girl with "a very natural
and taking manner" (p. 22), Tom discovers his own passionate
nature and admiration for the composure of her foreign
escort. The consuming, regenerative nature of the experience
is recorded in terms of the sensory origin and formation of
the ideal: "What was there outside his knowledge, how
much? . . . The girl and the foreigner; he knew neither of
their names. Yet they had set fire to the homestead of
his nature. . . ." (p. 25).

Lawrence refers to The Rainbow as a product of his

"transition stage”;7 in it, he portrays characters moving,
Tike Tom, from the old to the new in the elastic, meta-
morphic process of enlightenment about self and reality.
Tom consolidates the physical and rational by constructing
an ideal, based on desire, which centres in a "voluptuous
woman" and "a foreigner of ancient breeding" (p. 25).

Thus Lawrence demonstrates that our desires shape

our destinies, for, when Tom meets a dark, foreign woman,



28

he instinctively recognizes his "fate" in this unknown.
Lawrence foreshadows the bitter-sweet of the impending
consuming and creative sexual experience by telling us
that "a pain of joy" ran through him. Lydia Lensky is
portrayed as the female principle, the dark source and
called only "she" for an entire chapter. She is dressed
in black, given virile, dark eyebrows, a sensuous mouth
and a vivacious, even unworldly gait--"a flitting motion
as if she were passing unseen" (p. 29).8 Their meeting
occurs, symbolically, beneath the arch formed by "the curve
at the steepest part of the slope" (p. 29). The effect on
Tom, confronted with the incarnation of his ideal, is that
of an immortal moment: he is "suspended." Transformed

by his acceptance of destiny in his "leap off the cliff"
into the unknown, for which Lawrence maintains,sexuality
is 1'ntended,9 Tom exists "within the knowledge of her, in
the world that was beyond reality" (p. 29). The relation-
ship is marked by signs of apocalypse, spiritual odyssey
and vitality. Tom feels "as if a new creation were ful-
filled, in which he had real existence. Things had all
been stark, unreal, barren, mere nullities before. Now
they were actualities that he could handle. . . . It was
coming, he knew, his fate. The world was submitting to its

transformation” (p. 32). Truly, Lydia is a dark, Polish
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aristocrat, whose alien culture invigorates the devitalized

Teutonic Brangwens. She is not the victim of their

"great northern confusion”10--the denial of the flesh by

the "spiritual" ideal.
Tom's sexual response activates further psychic

change. Lawrence describes the "allotropic state”H

by
which he imagines the self to unfold; it resembles the
Biblical revelation of the burning bush. Such transcendent
experience, emblazoned in pure, divine light, encompasses
both consumption and regeneration of the existing self.

It is sensual and subconscious, linking the symbols of

creation (breast) and dissolution (bowels):

A daze had come over his mind, he had another
centre of consciousness. In his breast or in his
bowels . . . there had started another activity.

It was as if a strong light were burning there,

and he was blind within it, unable to know anything,
except that this transfiguration burned between him
and her, connecting them, like a secret power.

. he went about . . . in a state of meta-
morphosis. He submitted to that which was happening
to him, letting go his will, suffering the loss of
himself, dormant always on the brink of ecstasy,
Tike a creature evolving to a new birth (p. 39).

Lawrence insists that mind and will, agents of the conscious,
egotistical self, must relax to free the true self. Such
discovery requires courage, since it involves the pain-

ful shattering of conscious, protective, self-images.

Hence Lawrence's phrase, "suffering the loss of himself."

Finaliy, vuinerability is accepted.
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This "pain of new birth", involving death of the
old self, is something the psychological "self", or psyche,
instinctively resists. Such resistance leads to the
psychological warfare of sexual confrontation. Lydia
suffers "A shiver, a sickness of new birth passed over her,
the flame leapt up him, under his skin. She wanted it,
this new life from him . . . yet she must defend herself
against it, for it was a destruction" (p. 40). The
artistic expression of this psychological manoeuvering,
which Lawrence calls "the frictional to and fro" preceding
the reconciliation of opposi’ces,]2 echoes coital rhythm
and the ebb and flow of the natural cycle. Tension builds
to a crescendo before release as a wave surges before
breaking. This metaphor and its iconographic parallel,
the rainbow, reflect the rhythm and structure of the novel.

Because Tom senses a universal rhythm, his blossoming
towards individuality, instead of egoism, is evident. He
sits "small and submissive to the great ordering," aware
that she would bring him completeness and perfection.

Their mutual rebirths correspond to spring rejuvenation, of
which the seed connotation is duplicated in the definition
of marriage as "the kernel of his purpose" (pp. 40-1).
Moreover, they see marriage as self-offering, which Lawrence

associates with true love: Tom vows, "she would be his 1ife",
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while Lydia accepts Tom after a simple query, "You want
me?" (p. 45).

Repeated rebirth of the self--the resurrection
within 1ife which is Lawrence's preoccupation]3--is demon-
strated in the proposal scene. The sense of suffering which
accompanies self-obliteration and the tension of necessarily
perpetuated conflict is clear: "It was sheer blenched
agony to him to break away from himself" (p. 46). Lydia
"flinched" from him and "quivered, feeling herself created"
(p. 45). The tension generated by this sexual and psycho-
logical struggle is that of creative conflict; it is
described by Lawrence in The Crown--in terms of the lion and
the unicorn--as the 1ife purpose of both male and female.
The resolution of opposition creates new being; to fail to
engage in this conflict or to abandon it unresolved inhibits
growth and saps vitality. Consequently, when Lydia's in-
stinct for self-preservation prompts refusal of Tom's
marriage proposal, we witness his dissolution: "He felt the
tension breaking up in him, his fists slackened, he was
unable to move. He stood looking at her, helpless in his
vague collapse. For the moment she had become unreal to
him" (p. 45). Her subsequent acceptance restores tension,
and physical embrace initiates new transport from which "he

returned gradually, but newly created, as after a gestation

in the womb of darkness" (p. 46).
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Yet Lawrence demonstrates that creative conflict con-
sumes energy. Passion is self-consuming and 1ife an ex-
haustive process. Only in a vital, living relationship
with the cosmos is the inexhaustible "source" tdpped; this
they had not achieved, for "as she was in his arms, her
head sank, and she leaned it against him, and lay still

effaced because she was tired. And in her tiredness
was a certain negation of him" (p. 46). To Donne's idea,
expressed in "The Kiss," of the grappling of souls through
sexual contact, Lawrence adds the recognition of motive:
the male desire to "possess" and the female will to
"contro]“.]4 The concept of male pursuit is contained in
the repeated "Again he had not got her", and the suggestion
of seduction surfaces as Lydia, "with a strange, primeval
suggestion of embrace, held him her mouth” (p. 48). The
subconscious activity, the metamorphosis of the soul or

15w in his blus

self, is reflected in their eyes:
eyes, was something of himself concentrated. And in her
eyes was a little smile upon a black void" (p. 49).

They part physically unsatisfied and aware of the ultimate
isolation of the individual soul. Hence, desire becomes

a source of suffering as well as of consummation: "They

were such strangers, they must forever be . . . that his

passion was a clanging torment to him." Lawrence insists
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that 1ife's hardest lesson is the acceptance of a truth
which is not one's own.]6 Yet such acceptance is necessary
for a relationship of balanced opposites to exist. Lawrence
expresses, in moon imagery, Tom's recognition of mutual
individuality. We live polarized between the male, fiery,
creative force of the sun and the female, cold, voluntary,
magnetic force of the moon. The latter's "assertion" of
independent sing]eness"]7 counterbalances the assimilative
attraction of the sun. Symbolism accentuates the confusion
and terror of the human soul, alone in a vast space: "And
all the sky was teeming and tearing along, a vast disorder
of flying shapes and darkness and ragged fumes of Tlight

then the terror of a moon running liquid-brilliant
into the open for a moment, hurting the eyes before she
plunged under cover of cloud again" (p. 49).

A self-reliant widow and nurse, Lydia is the anti-

thesis of the dependent women of The White Peacock. Her

Polish Catholic background spares her the dilemma of Tom's
Protestant dogma, which exalts ideal "love" by sacrificing
passion. Lydia's God comprises both: "She shone and
gleamed to the mystery, whom she knew through all her
senses" (p. 104). Yet Tom "could not act, because of self-
fear and because of his conception of honour towards her"

(p. 56). Lawrence emphasizes the fear of sensuality which
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idealized love causes in Tom, as "an over-much reverence
and fear of the unknown changed the nature of his desire
into a sort of worship, holding her aloof from his physical
desire, self-thwarting" (p. 57). Thus, religion and

social convention inhibit the natural, physical contact

by which the true inner self is revealed. When Tom's desire
finally overcomes his fear, physical consummation is ex-
pressed as the triumph of transcendence and the tragedy of
impermanence: "And he let himself go from past and future,
was reduced to the moment with her . . . they were together
in an elemental embrace beyond their superficial foreign-
ness. But in the morning he was uneasy again. She was
still foreign and unknown to him. Only within the fear

was pride, belief in himself as mate for her" (p. 59).

The ebb and flow of the necessary conflict between
them is portrayed. The male desire to possess the unpos-
sessable, another's being, is linked with fear of isolation
resulting in dependency. This encumbers the regenerative
process initiated by his magnetic attraction to the female
selected as hub to his axle and who is herself seeking to
avoid isolation through power: "And he was ever drawn to
her, drawn after her, with ever-raging unsatisfied desire

and he could never quite reach her, he could never
quite be satisfied, never be at peace, because she might

go away" (p. 60). Tension mounts; Lawrence reveals in
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Lydia, aware of Tom's antagonism, a similar female conceit
“irritated" at his "separate power." Attraction succeeds
repulsion, and the phoenix-like experience of self-
regeneration is initiated always by sensual response: "She
was sure to come at last, and touch him. Then he burst
into flame for her and lost himself. They looked at each
other, a deep laugh at the bottom of their eyes. . . ."

(p. 62). This is the joy of the flame that is "all triumph"

to which Lawrence refers in the Study of Thomas Hardy.]8

Natural, not "conscious", sexuality is demonstrated
by Tom and Lydia. When he is angry, she retaliates "like
a tiger". The problem which the pregnant female--satiated,
self-sufficient, unresponsive--creates for the male is
central and insidious in effect. In terms of the rainbow
symbol of relationship, Tom feels "like a broken arch thrust
sickeningly out from support. For her response was gone,
he thrust at nothing" (p. 65). The relationship is "pre-
served" by Tom; he suffers with Lydia through childbirth.
ATthough he experiences "remorseless craving" for the
supreme intensity of their first sexual encounters, Tom
is the victim of Tife's ceaseless drain on Lydia's energy
and passion's inevitable diminishment. They fail to make

their relationship “pivota1“:]9

"He wanted to give her
all his love, all his passion, all his essential energy.

But it could not be. He must find . . . other centres of
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living" (p. 83). Lawrence states, in the Study of Thomas

Hardy, that if the hub breaks down under pressure the man
must find "another woman“.20 Although Lawrence considers
man's natural promiscuity,Z] it is the relationship formed
despite this which he values. Tom is once more frustrated
by convention. Monistic religion and civil law offer no
solution, and adultery is not in his nature. He spends
time with other men; he occasionally drinks heavily; and
he turns "with all his power to the small Anna. So soon
they were like lovers, father and child" (p. 64).
Introduced unobtrusively by Lawrence, without com-

ment, this situation almost seems acceptable. Yet he spent

one entire novel, Sons and Lovers, illustrating the dis-

astrous consequences for the child of such parental involve-
ment. In 1918, he writes about his sisters "who have
jaguars of wrath in their souls, however they purr to their
offspring. The phenomenon of motherhood, in these days,

22

is a strange and rather frightening phenomenon." An

entire chapter of Fantasia of the Unconscious (1922) is

devoted to "Parent Love": "The parents establish between
themselves and their child the bond of the higher love, the
further spiritual love, the sympathy of the adult soul.

And this is fatal . . . a sort of 1'ncest.“23 Intense love

inevitably arouses the sex centres, without "polarized

connection with another person" because there is innate
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sex aversion between parent and child. He concludes:

"the powerful centres of sex . . . must be polarized some-
how. So they are polarized . . . within the child, and
you get an introvert. . . . Introduce any trick, any idea

into sex, but make it an affair of the upper conscious-
ness, the mind and eyes and mouth and fingers. . . . And
the adult and the ideal are to blame. . . . It is time to
drop the word love and more than time to drop the ideal of

."24 Lawrence demonstrates that failure in the

love.
parental "pivotal" relationship results in victimization

of the child. Since "love" involves sexuality, as a matter
of both upper and Tower consciousness, it does not belong
in parent-child relations. Tom's solution to his dilemma
is destructive.

Since Lydia is not bound by Tom's conventional
idealism, she challenges his promiscuity by bluntly asking
if he would Tike "another woman." Tom is enlightened to
the facts that some of Lydia's disinterest has reflected
his own idealization of and boredom with her and that, as
an 1nd1v1dua1,25 she "wanted his active participation, not
his submission" (p. 95). In response to such challenge,
their physical union is again "the entry into another
circle of existence . . . it was the complete confirmation.

.She was the doorway to him, he to her. . . . And always

the 1light of the transfiguration burned on in their hearts.
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He went his way, as before, she went her way. . . . But to
the two of them there was the perpetual wonder of the
transfiguration" (p. 96). This transcendent achievement

is the living relationship linking two individuals, changing
them permanently and revealing the new creation--Lawrence's
Holy Ghost. Symbolically, the rainbow symbol marks the end
of Tom as a "broken arch" and frees Anna "to play in the
space beneath".

The book's rhythmic pattern has carried the "wave
which cannot halt" to its crest in the relationship--the
consummate blossom--of Tom and Lydia. In counterpoint
rhythm, the seed has already been thrown forward in Anna
and her brothers. The further function of the first
generation is "to defend the new shoots of life from being

crushed out.“26 In Fantasia of the Unconscious, Lawrence

describes man's mature purpose as sacred responsibility:

Deeply fulfilled through marriage and at one
with his own soul he must now undertake the respon-
sibility for the next step into the future.

Till a man makes the great resolution of a1oneness
and singleness of being, till he takes upon himself
the silence and central appeasedness of maturity
and then, after this, assumes a sacred responsi-
bility for the next purposive step into the future,
there is no rest.27

Although Tom and Lydia are "deeply fulfilled through
marriage", they create "a curious family, a law unto them-

selves . . . isolated". Lydia is "mistress of a little
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native land that lacked nothing" (p. 103). More ominously,
“To this she had reduced her husband. He existed with her
entirely indifferent to the general values of the world"

(p. 104). Lawrence describes a matriarchy, as Tom ignores
"the next purposive step." He is bitter because of Anna's
forthcoming marriage: "an unsatisfied Tom Brangwen

suffered agony because a girl cared nothing for him

it was the further, the creative 1ife with the girl, he
wanted as well. Oh and he was ashamed. . . . It was as

if his hope had been in the girl" (p. 129). Part of Tom's
hope had been because, long ago, "a part of his stream of
1ife was diverted to the child. . . ." (p. 83) and
relationships are permanent realities. Tom's shame arises
from sensing his lack of mature self-sufficiency in
"singleness of being." To Anna, Tom is "a kind of Godhead"
to whom "other men were just incidental" (p. 107). Will
loves his mother "with a Tove that was keenly close to hatred,
or to revolt" (p. 114). This is particularly ominous 1in
view of opinion expressed in Fantasia: "And so the charming
young girl who adores her father, or one of her brothers, is
sought in marriage by the attractive younag man who loves

his mother devotedly. And a pretty business the marriage

is.”28
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A 29
Lawrence sees sex as "the great unifier"

by which
man discovers himself to be part of a cosmic whole. From
this sense of unity, he proceeds to individual creative ex-
pression. Sexuality is thus an initiator, subservient to
creativity. In sex experience, unity arises from the
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