










































































































































































































































































































































































































































































































































































demons from the north" (WL, p.331) whose sensual life is cold,
destructive and isolated. By the same tcken, he sees himself in the
wrong and abruptly changes his attitudes not only towards Ursula, to
whom he goes off impulsively to propose marriage, but also towards
life and sex as "Excurse" will show.

In "Excurse", the second key chapter, lawrence after describing
one of their many "memorable battle-fields" (WL, p.343), devotes the
rest of the chapter to the working-out of their coming together. As it
has always been ILawrence’s ideology that integrity in human
relationships, especially those between men and women, is often
achieved by violent quarrels, Birkin and Ursula must resolve all their
differences, by fighting if necessary, before they can finally be
reconciled. One problem, which is also an obstacle in their main
dispute of love and marriage, is the question of Hermione. In a
wonderful afternoon, Birkin takes Ursula for a drive and gives her
three rings. Everything seems to be fine until he announces that he
must say goodbye to Hermione at Shortlands. Filled with rage and
jealousy, Ursula abuses him for his affair with the intellectual-
spiritual Hermione. Though much of what she says is true, he will not
bring himself to admit it, at least in front of her. In a typical
Lawrencean fashion, the fight ends passionately, as often quarrels in
his novels do, when the two lovers are touched with tenderness: "She
was drawn to him strangely, as in a spell". Then she soon:

was touching the back of his thighs, following some

mysterious life-flow there. She had discovered

someml_lrﬂ, something more than wonderful, more
wonderful than life itself. It was the strange rfx}qstery
of his life-motion, there, at the back of the 1 '
down the flanks. It was a strange reality of his being,
the very stuff of being, there in the straight downflow
of the thighs. It was here she discovered him one of
the sons of God such as were in the beqinning of the
world, not a man, something other, something more.

(WL, p.395)

In order to achieve their fulfilment, the two lovers must first,
according to ILawrence’s marriage philosophy, consummate their love in
a sexual act, in which man and woman exchange their masculine and
feminine elements, and then transcend their "beings" in a union. This
is so if the partners are fully consummated. But because the above
quoted passage does not portray an act of sexual intercourse between
Birkin and Ursula, despite the ecstasies of their feelings and the
pure "individuality" achieved by both of them, one cannot accept
Lawrence’s treatment because fulfilment, according to him, must be
achieved after sexual intercourse not before it unless symbolically as
the case with Will and the Church in The Rainbow. Lawrence’s vagueness
and reticence in conveying the true meaning of the scene have caused
many critics to dismiss the coming together of Birkin and Ursula as
unsatisfactory and unconvincing.33 The difficulty of understanding the
sexual implication of the scene is Lawrence’s fault. On the one hand,
he seems to be trying to qualify Birkin’s marriage theory of 'stars
equilibrium" which strictly forbids any suggestion of "mingling and
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merging" between the lovers. If this is so, then why does he find it
essential for the lovers to have sexual intercourse in the following
scene? (WL, p.403). On the other hand, lawrence seems to suggest a
sexual act between Birkin and Ursula in the first quoted scene without
really saying so. Some critics, like Wilson Knight and Jeffrey Meyers,
have mistakenly gone so far as to assume that what actually happens
between Birkin and Ursula is an act of anal intercourse, like the
scene between Mellors and Connie in Iady Chatterley’s Lover.3% In any
case, the consummation is not entirely convincing, but Birkin and
Ursula do find peace after all and achieve fulfilment in marriage.

If there is anything left to be said in this connection, it must
be about Ursula, who receives full credit for the coming together.
Earlier, we remember that in spite of the barren relationship between
Birkin and Hermione, he remained her prisoner for years. He would
neither acknowledge his homoerotic love for Gerald at that stage, and
if he did he would not commit himself to it; nor would he be able to
escape Hermione’s domineering love. So, by the age of thirty, he is
left sick, passive and dissolute; attached to Hermione in a loveless,
sadistic relationship; terrified of breaking with her for fear of
falling into the abyss. It is not until he is rescued by Ursula that
Birkin has any real faith in survival. Not only must she arouse and
satisfy his spiritual yearnings, she must also answer his physical
desire. In a sense, she (like Frieda) must assume an active masculine
role in their love relationship. When she finds him standoffish and
afraid of sex, it 1is she who first presses him into a sexual
relationship. It is she who releases his tension and triggers his
spontaneity. Had she not sensed the need to force Birkin into a
physical relationship, their love might have become as spiritualized
and consequently as poisoned as Birkin’s and Hermione’s. Once more
Lawrence’s real hero is a woman not a man.

In spite of their fulfilment in marriage, the ultimate objective
in love, Birkin seems to be dissatisfied in his relationship with
Ursula. As the book closes, both Birkin and Ursula, after Gerald’s
death, are debating the need for male comradeship to complement their

marriage:

"Did you need Gerald?" she asked one evening.

"Yes", he said.

"Aren’t I enough for you?" she asked.

"No", he said. "You are enough for me, as far as
waman is concerned. You are all women to me. But I want
a man friend, as eternal as you and I are eternal'.

"Why aren’t I enough?' she said. "You are enough
for me. I don’t want_anybody else but you. Why can’t 1t
be the same with you?" . . .

"Having you, I can live all my life without
any else, any other sheer intimacy. But to make 1t
camplete, really happy, I wanted eternal union with a
man too: ancther kind of love," he said. |

"I don’t believe it", she said. "It's an
obstinacy, a theory, a perversity".

miel1l " he said. _

"You ‘€an’t have two kinds of love. Why should

you!"
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fen. "It seems as if I can’t", he said. "Yet I wanted
. ;g?él", ?ﬁré,gaié]?‘ve it, because it’s wrong,
"I don’t believe that", he answered. (WL, p.583)
What has been, hitherto, a subordinate theme throughout the book has
unexpectedly become a major issue. The relationship between man and
man, though it seems from the outset 1like homosexual 1love, is
ambiguously presented as a possible alternative to the deathly modern
heterosexual relationship, which Iawrence saw more as an endless
struggle of wills than as pleasurable experience. On the whole, just
as the sexual scene between Birkin and Ursula has been ambiguously
depicted, so Lawrence’s examination of the love relationship between
Birkin and Gerald remains ambivalent throughout the book.

Though marriage is widely discussed and debated in the novel,
mainly between Gerald and Gudrun, it is in the last section of the
book that it 1is seen as more concentrated and powerful in
distinguishing the two couples. The cul-de-sac reached between Gerald
and Gudrun is indeed a focal point. It not only shows the difference
between the two couples in tackling their problems but it also
highlights the essence of their nature. Earlier in the bock, though
Gudrun thinks of marriage as probably the next step, she strongly
repudiates the conventionality of it which reduces woman to a
sumissive wife in a house:

e Eousandl Of woben who want it, ArH codld eonceive

l?lgd. One muse.% Sge g‘lge mgbo\\’/%ryal%acl?tnlet moufstltl:ae free. mz_a

One may forfeit everythj_ng else, but one must be free -

one must not become 7 Pinchback Street - or Somerset

Drive - or Shortlands. No man will be sufficient to

make that good - no man! (WL, p.464)
The same fear has already been expressed not by Ursula but curiously
by Birkin, (see WL, p.269), whose dissatisfaction with the concept of
the traditional family anticipates Aaron in Aaron’s Rod. Only two
pages later and after Gudrun jealously compares herself with Ursula,
Lawrence painfully deconstructs what he has just said about her. If
Ursula does not find it important to question her needs as she used to
do in The Rainbow, Gudrun does: "What was she short of now? It was
marriage - it was the wonderful stability of marriage. She did want
it, let her say what she might. She had been lying. The old idea of
marriage was right even now - marriage and home" (WL, p.466).
Apparently, Gudrun does not know what she really wants in so far as
marriage is concerned.

Iater on when the two couples are on holiday together in
Switzerland, Gudrun and Gerald have just had sexual intercourse and
are happily united when they suddenly see Ursula and Birkin waiting
for them: "/How good and simple they look together’, Gudrun thought
jealously. She envied them some spontaneity, a childish sufficiency to
which she herself ocould never approach" (WL, Pp.494). What Gudrun
envies in them is her inability to achieve with Gerald what Ursula has
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achieved with Birkin - a perfect understanding between man and waman,
"a pure balance of two single beings", which she has mocked earlier
(see WL, pp.370-1). Since her affair with Gerald would not be
sufficient to make her happy, for neither of them would campromise and
come together on equal terms, nor would she be content to live without
love and marriage, she forces herself to break through with Loerke,
the corrupt Austrian sculptor. |

In the same way that Hermione possesses Birkin at the beginning
of the story, so Loerke (as a pattern) comes at the end to dominate
Gudrun’s will. Lawrence makes no secret about this. In contrasting the
two men, as he has earlier contrasted Birkin’s two lovers, Lawrence
writes: "When it came to the relation with a woman such as Gudrun, he,
Loerke, had an approach and a power that Gerald never dreamed of" (WL,
p.549). What really fascinates Gudrun in ILoerke, the gnome-like
bisexual, is his ability to understand women’s character (WL, p.554)
and his freedom as an individual (WL, p.563). Unlike Gerald, Loerke
has an extraordinary ability both to detect Gudrun’s mood and need,
and to penetrate the depths of her spirit where he can completely
possess her. This is why ILawrence refers to him so often as a little
creature, who can do as he likes without being seen. His views on art,
which are questioned by Ursula, are important to illuminate his
concept of freedom and the drama of love and marriage.

For loerke, art has two separate but contradictory purposes:
first, just as art used to serve and interpret religion, now it should
represent and interpret industry (WL, p.518); second, aesthetically "a
work of art... is a picture of nothing, of absolutely nothing. It has
nothing to do with anything but itself, it has no relation with the
everyday world of this and other, there is no connection between them,
absolutely non" (WL, p.525). Although this view 1is totally
unacceptable to both sisters, especially Ursula, who furiously opposes
him ("The world of art is only the truth about the real world, that’s
all - but you are too far gone to see it" (WL, p.526)), Gudrun cannot
reject his claim because he dominates her: "a darkness came over her
eyes, like shame, she loocked up with certain supplication, almost
slave-like. He glanced at her, and jerked his hand a little" (WL,
p.524). When the picture of the statuette representing Lady Godiva as
a naked young girl on a massive horse is discussed, Gudrun takes
Loerke’s side, though she knows only too well that she is wrong. Just
as Anna criticises Will in The Rainbow for carving Adam’s picture
bigger than Eve, so Ursula attacks Loerke for making the girl small,
tender and shameful, while the stallion big, stiff and powerful: "The
horse is a picture of your own stock, stupid brutality, and the girl
was a girl you loved and tortured and then ignored" (WL, p.526).
Though the sexual implications of the picture are explicit, Loerke
goes on to give more details about his brutality with women. After he
narrates his story of how he slapped the girl who served as the model
for the sculpture in order to make her stand as he wished, he
generalised his cynical attitude towards women: "I don’t like them any
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bigger, any older. Then they are beautiful, at sixteen, seventeen,
eighteen - after that, they are no use to me" (WL, p.529).

Having his own way with women and art does not make Loerke
better than Gerald, who also seems to have his own way with women and
industry. What makes Loerke stand a better chance of marrying Gudrun
is, like Sergeant Troy, his ability to impress women and his freedom
to act as he likes: "I don’t worship Loerke, but at any rate, he is
free individual. He is not stiff with conceit of his own maleness. He
is not grinding dutifully at the old mills" (WL, p.563). Like
Henchard, whose main mistake which brought his downfall is his
inability to read women, Gerald remains ignorant of the need to
understand women until the end of his life. When Birkin asks him early
in the novel what is it that he lives for, Gerald, like Skrebensky
before him, naively answers: "I suppose I live to work, to produce
something, in so far as I am a purposive being. Apart from that, I
live because I am living" (WL, p.107) - an answer to which Birkin
responds " I rather hate you" (WL, p.108). Gerald, like Henchard, has
to die and fulfil his death wish because he fails to compromise not
only with Gudrun and Birkin, but also with himself and life. His
death, which must be seen as tragic or potentially tragic, is indeed
the climax of a process of disintegration that has been indicated all
along.

Of the leading six characters, only Birkin and Ursula are able
to survive the dissolution of life, not because they are superiors but
because they have courage to work out their problems and campromise
with each other. It is significant, therefore, to see the novel
(unlike The Woodlanders) reward those who are willing to compromise
and ready to yield their ego in love, for there is no other way of
achieving love, in a happy marriage; and punish those who fight
vigorously for domination in love with death and total disintegration.
The coming together of Birkin and Ursula at the end is not, by any
means, an easy process. It is, no doubt, the climax of the hard work
and effort of three consecutive generations.
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CHAPTER SEVEN

ULTIMATE DEFEAT, ULTIMATE SUCCESS: MARRIAGE
OR NO MARRIAGE: A CONTRAST

In Jude the Obscure (1895) and Lady Chatterley’s Lover (1928),
marriage is problematically and polemically debated. Whereas Hardy
sets out to dissolve marriage as a social institution for its
ultimate failure to bring happiness and satisfaction to the
relationships between men and women, ILawrence, though he diagnoses
its difficulties, sets out in a reverse journey to reconstruct it
anew by solving its problems and reconciling men and women’s
oppositions. It is, therefore, the intention of this chapter to
discuss marriage as the ultimate problem/solution for men and women’s
relationships, and show by the use of a similar marital pattern how
Hardy and Lawrence reach opposite conclusions and why.

I

Much has been said about Lawrence’s fascination with Jude the
Obscure, especially with the character of Sue Bridehead, and about
the remarkable influence of Hardy’s last novel on lawrence’s earlier
works, notably Sons and Iovers, but surprisingly little has been
written about the strong affinities between Jude and Lady
Chatterley’s Iover. In the 1895 Preface Hardy describes one of the
main subjects of the novel as "a deadly war waged between flesh and
spirit; and to point the tragedy of unfulfilled aims" (JO, p.39). In
this "war", it is not difficult to find out where Hardy’s position
is. Although he, like Lawrence, is in favour of a balance between the
two centres of being as his novels increasingly illustrate, though he
by no means hopes to achieve it, he cannot help siding, probably for
the first time, with the flesh against the spirit. This is obvious
when he writes of Jude: "he was a man of too many passions to make a
good clergyman; the utmost he could hope for was that of a life of
constant internal warfare between flesh and spirit the former might
not always be victorious" (JO, p.251). Similarly, in a letter to the
Brewsters, Lawrence expresses the same views about Lady Chatterley’s
ILover, and where he stands in relation to the "deadly war": "As I say
it’s a novel of the phallic consciousness: or the phallic
consciousness versus the mental-spirit consciousness: and of course
you know which side I take. The versus is not my fault: there should
be no versus. The two things must be reconciled in us. But now
they’re daggers drawn".1

If this is not an influence, it is certainly a striking
resemblance between Hardy’s and lLawrence’s approaches in fiction-
writing, especially when their central preoccupations, as far as

180



marriage in the two novels are concerned, are echoes of Plato’s
figure of the charioteer and the horses in the Phaedrus. As a moral
theme and social institution in both Jude the Obscure and lLady
Chatterley’s Iover, marriage fails to bring happiness to husband and
wife. Unless and until it is reformed legally as well as personally,
both Hardy and Lawrence feel, it should be demolished - being then
morally no marriage. It is true that marriage and divorce are
presented as opposites in The Woodlanders, but surely they are not in
Jude, for the real opposition in Hardy’s last novel, like that of
Lady Chatterley, is between spirit and flesh, between civil marriage
and natural marriage.

Civil marriage: Jude/Arabella Phillotson/Sue Clifford/Connie Mellors/Bertha
Natural marriage: Jude/Sue Connie/Mellors

/N

Civil marriage: Jude/Arabella Phillotson/Sue

The marriage patterns in the two novels are almost strikingly
the same, until the very end where they become opposites. Opposites
because whereas Lawrence wants to reconstruct it anew, Hardy wants to
deconstruct it, and this is why, as Rosemary Sumner points out, "he
never wrote about two people who could conceivably offer one another
the fulfilment of the ’‘whole man’ and ’‘whole woman’. This, perhaps,
is the novel which would have followed Jude if he had written
another".? Just as the official union between Jude and Arabella, and
Phillotson and Sue in the earlier novel, and between Clifford and
Connie, and Mellors and Bertha in the latter one constitutes the
basis for a civil/legal/public/naminal marriage, so the free union
between Jude and Sue, and Mellors and Connie represents the basis for
a natural/illegal/private/practical marriage. As a pattern, there-
fore, the narrative progression of marriage in both novels goes
steadily from inappropriate partnership and disillusiorment to
appropriate partnership and fulfilment, before it turns again to
inappropriate partnership and tragedy in Jude. Jude and Mellors alike
are sexually seduced by the earthy sensual Arabella and Bertha
respectively and are tactically led into matrimony before they are
fully prepared for it, only to find themselves in a relatively short
time trapped in a devastating marriage with a coarse wife they love
to hate.

Similarly, Sue and Connie marry Phillotson and Clifford
respectively without considering what marriage truly means until they
are struck by the sour reality of their sexual natures (one is
sexually timid and the other is highly sexed), which forces them to
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flee their husbands and seek fulfilment with other partners (Jude and
Mellors). When the "civil" marriage breaks down, Jude and Sue, and
Mellors and Connie not only terminate their official contracts with
their spouses, personally if not legally, but also choose "natural®™
marriage as a substitute. When '"natural" marriage proves its
practical workability for these two couples, Hardy, in his attempt to
demolish it, introduces Fate (personified in Little Father Time) to
upset the harmony finally established between Jude and Sue, and send
them back to their original spouses and destruction, while Lawrence,
in his attempt to re-shape marriage, makes Mellors and Connie seek
divorce from their contracted partners and anticipate a "civil"
marriage which presumably takes place outside the text. Hardy’s
regret in the 1912 Preface that "the portrait of the newcomer [Sue
Bridehead] had been left to be drawn by a man, and was not done by
one of her own sex, who would never have allowed her to break down at
the end" (JO, p.43) can be taken, together with Sumner’s words, as
evidence that had it not been for the influence of his own marriage
failure with Emma on his work, Hardy would have probably made Jude,
like Lady Chatterley, lay the true basis for a successful marriage
relationship between men and women.

II
Jude the Obscure (1895)

According to Hardy, Jude is a story of both marriage and
education. As far as marriage is concerned, it is Jude Fawley, before
Sue steals the book from him, who can be seen at the centre of the
novel. Torn between the sensuality of Arabella Donn and the
j_ntellectalitity of Sue Bridehead, Jude, like Tess before him, cannot
find a wholly integrated partner to fulfil him in marriage. According
to Lawrence, Jude’s tragedy is in "over—development of one principle
of human 1life at the expense of the other; an over-balancing; a
laying of all the stress on the Male, the love, the Spirit, the Mind,
the Consciousness; a denying, a blaspheming against the Female, the
Iaw, the Soul, the Senses, the Feelings".3 While with Arabella, Jude
struggles to keep his spirituality intact, and while with Sue, he
struggles to maintain his sensuality, in his desperate attempts to
keep body and soul together. In fact, Sue and Arabella are like the
white and black horses, the noble and base instincts, which drew
Plato’s chariot of the soul. Unless and until he controls their
reins, he is bound to be overturned and destroyed, as is the case
with him at the end. But before he tries to control the two horses,
he first needs to strike a balance between his inner coriflicting
emotions of body and mind, which Arabella and Sue are outwardly
projecting.

The clash between marriage and education, which runs through
the book and manifests itself most clearly in the pizzle scene, 1s
also meant to highlight Jude’s split personality between emotion and
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reason, and account for his maturity. As he is walking home at
Marygreen and deeply thinking of Christminster and his sublime
ambition of becoming a bishop ("Yes, Christminster shall be my Alma
Mater; and I’ll be her beloved son, in whom she shall be well
pleased" (JO, p.80)), Jude is suddenly smacked on the head by what
Hardy refers to as the characteristic part of a barrow-pig. Symbolic
as it is, the scene is a turning point in Jude’s life. Until now,
Jude, like Tess before her seduction/rape in "The Chase", has never
had any sexual relationship with any woman; in fact he has never
thought of them in such a way. But as soon as he catches sight of the
fleshy Arabella whom he singles out from her companions, the narrator
observes "a momentary flash of intelligence, a dumb announcement of:
affinity in posse, between herself and him" (JO, p.81). |

In this moment of vision, just as Arabella is turning "her eyes
crltlcally upon him" out of "amatory curiosity", so is Jude gazing
"agalnst his intention - almost agalnst his will... from her eyes to
her mouth, thence to her bosom, and to her full round naked arms,
wet, mottled with the chill of the water, and firm as marble" (JO,
pp-82-83). In the coop scene in Lady Chatterley’s Iover, Mellors,
too, is sexually attracted to Connie despite his will, and by the
symbolic influence of the chicks which, like the pig’s penis, bring
body and mind into conflict (LCL, pp.120-21). Like Tess, Arabella is
physically very attractlve "She had a round and prominent bosom,
full lips, perfect teeth “and the rich complexion of a Cochin hen’s
egg. She was a complete and substantial female animal - no more, no
less" (JO, p.81). Later, it will be remembered, Hardy will give us a
description of a photograph when he introduces Sue, a bodiless
_Creature with only "a pretty girlish face" (JO, p.124) to emphasis
“her aptltude because "there was nothing statuesque in her; all was
nervous motion" (JO, p.137), while in stressing Arabella’s sexuality,
he gives us her full physical description. Just as we know Arabella
from what she is (being), so we know Sue from what she
characteristically does (doing) - e.g. buying the classical nude
statues of Venus and Apollo (JO, p.141).

It is this first meeting between Jude and Arabella that
initiated the attack on the boock when it was first published, and
triggered such slogans as "Jude the Obscene" and "Hardy the
Degenerate". Also, it was because of the press uproar that Hardy was
forced later on to make the scene less explicit in its sexual
connotations. In the first edition, for example, Hardy made much of
the pig’s penis:

Jude held out his stick with the fragment of gng
dangling therefrom, looking elsewhere the
faintly colouri

e, too, looked in another direction, and took
the piece as "tho ignorant of what her hand was
doing. She hung i te:mporarlly on the rail of the
bridge, al%; 9 mutual curiosity,
they both turned regarded 1t
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Like the stick used by Pierston in The Well-Beloved and the rod used
by Aaron in Aaron’s Rod, Jude’s stick, repeatedly referred to in the
seduction scene, is a penis substlttrte in the most blatantly Freudian
sense. It is with the stick that Jude picks up the characteristic
part of the pig (JO, p.82), it is with the stick that he knocks at
Arabella’s door when he first visits her at her father’s house (JO,
p.87), and it is with the stick on his arm that "he felt the warmth
of her body against his" (JO, p.90). Hardy is right to suggest in his
letter to Gosse that the throwing of the pizzle needs no further
explanation because if it does then "I must have lamentably failed".>

The split in Jude’s personality is already there, even before
Sue makes her appearance. To the "unvoiced call of woman to man" (JO,
p.83) which Arabella telepathizes, Jude’s response is said to be
divided because "something in her [is] quite antipathetic to that
side of him which had been occupied with literary study and the
‘magnificent Christminster dream" (JO, p.84). Despite his intellectual
perceptiveness which tells him "It had been no vestal who chose that
missile for opening her attack on him", he, though he "found a new
channel for emotional interest" other than his studies, still cannot
yield to his instinctual desires. It is Arabella, rather than Jude,
who first suggests a date: "you should see me Sundays!". When he
shows some hesitation, she says "There’s nobody after me just now,
though there med be in a week or two" (JO, p.83). On their first
date, however, although Jude decides not to see her on account of his
busy reading schedule which coincides with the meeting, he is
abruptly drawn to her from his study of the New Greek Testament as if
"a compelling arm of extraordinary muscular power seized hold of
him... and moved him along, as a violent schoolmaster as schoolboy he
has seized by the collar, in a direction which tended towards the
embrace of a woman for whom he had no respect" (JO, p.87). Again
reason . - and passmn collide and passion prevails, for Jude cannot but
show "obedience to oonjunctlve orders from headquarters" (JO, p.81).
If one is to compare this scene with that of the coop in Lady
Chatterley, one can immediately see how Mellors is drawn to Connie
and Connie to Mellors in exactly the same way.

In yielding to his sexual demands, Jude not only neglects his
divine studies, but also gives Arabella a golden opportunity to
seduce him into matrimony. Following the advice of her friends, Anny
and Sarah, "he’s to be had by any woman who can catch him the right
way" (JO, p.85), Arabella "set herself to catch him the right way"
(JO, p.85). A few pages later, we learn that she is not totally
satisfied by only having him to care for her: "I want him to more
than care for me; I want him to have me - to marry me! I must have
him. I can’t do without him. He’s the sort of man I long for. I shall
go mad if I can’t give myself to him altogether!" (JO, p.93).
Determined to seduce him, she first arranges for the house to be
vacated, and then once they are there alone, she draws him on 'by
explaining, after showing him how she is hatching an egg, which
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symbolises her fecundity, between her breasts: "it is natural for a
woman to want to bring live things into the world" (Jo, p.100).

' Whether or not Arabella becomes really pregnant as she
initially claims is quite ambiguous, but surely she has a strong
motive to pretend in order to get Jude to marry her, because "Lots of
girls do it; or do you think they’d get married at all?" (JO, p.94).
Her accidental meeting with physician Vilbert prior to her alleged
confession which makes the "gloomy" Arabella "brighter" (JO, p.101),
is decisive. As Penny Boumelha explains: "Since the idea of obliging
Jude to marry her has been her intention from the outset, it is
unclear whether she has obtained from the physician a simple piece of
advice - pretend to be pregnant - or whether, pregnant in fact, she
has got from him some of those ‘female pills’"® which Jude used to
advertise in Marygreen when he was a boy (JO, p.68). Boumelha is
probably right in suggesting the first option, but in so far as
"female pills" was widely understood, according to her, as an
"euphemism for abortifacients", she certainly has no strong ground
for the second one. Since it is Arabella’s intention to get pregnant,
or pretend to be so, in order to get married, then she definitely
does not need any abortive techniques to safeguard her sexuality and
herself from the consequences of unwanted children, at least not
before Jude refuses to marry her, which he has no mind at all to do.
Besides, "female pills" could perhaps also mean contraceptive
techniques which were available in the nineteenth century. At any
rate, the story of Arabella’s pregnancy proves false soon after the
marriage has been contracted.

On the wedding night, however, as is always the case with
Hardy, collision takes place between husband and wife, reason and
passion,f;?péa?ance‘ _and reality. After the ‘“officiator" has
contracted them to love, cherish and honour one another in
"precisely" the same way as they have done in the previous weeks
until death take them apart, an undertaking which "surprisingly" has
not surprised anybody except Hardy, the barrier of appearances breaks
down. Arabella is no longer the same woman he has known, but somebody
else in her shape. Her counterfeiting personality clashes with her
genuine reality: She shocks Jude by her fake hair, false bosam, and
artificial dimples; moreover, she has 1lied about her alleged
pregnancy, and has not revealed the whole truth about much of her
life, like mixing invariably with strange men, working as a barmaid
at Aldbrickham and living away from her family for three months (JO,
pp.103-7). Angel Clare’s reproachful words to Tess, also made on
their wedding night in Tess of the d’Urbervilles ("You were one
person: now you are another" (T, p.226)), are applicable here. If
Jude had said them to Arabella, surely no one would have blamed him,
for they fit the situation perfectly.

Marriage fails between Jude and Arabella, as it will between
Sue and Phillotson, not only because of bad choice, but also because
of an error in the convention of the marriage contract, which
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unrealistically binds husband and wife together for life even if they
don’t love one another and want to divorce. Speaking for Hardy here,
Jude contemplates what went wrong in his marriage: "Their lives were
ruined... by the fundamental error of their matrimonial union: that
having based a permanent contract on a temporary feeling had no
necessary connection with affinities that alone render a life-long
comradeship tolerable" (JO, p.115). Later, Jude will tell Sue:
"People go on marrying because they can’t resist natural forces,
although many of them may know perfectly well that they are possibly
buying a month’s pleasure with a life’s discomfort" (JO, p.324).
Notice the opposition between "temporary" and ‘"permanent", and
between "feeling" and "affinity" - the first referring to the legal
problem of the contract while the second to the psychologlcal

novels One may add a third set of oppositions and that is between
"contract" and "feeling": how can man/woman contract his/her feelings
for ever? It is because of the absurdity of the law which certainly
ignores the "feeling" part of marriage that Sue launches her severe
attacks on the institution and calls for its demolition altogether
for its complete failure to accommodate natural feelings of husband
and w1fe Of the many attacks general and personal, she makes upon
marrlage, perhaps the most sarcastic is the following:

If the marriage ceremony consisted in an oath and
signed contra between the parties to cease lovi

from that day forward, in consideration of persona
possession being glven, and to avoid each other’s
society as much "as possible in public, there would be
more loving couples than there are now. Fancy the
secret meetings between the perjuring husband and w1fe,
the denial of having seen each other, the clambering in

at the bedroom windows, and the hi in closets!
There’d be little coollng then. (JO, pp.323-24)

It has become a commonplace feature of Hardy to mock the wrong
prevailing situation by their opposite counterpart. In Far from the
Madding Crowd, for example, Bathsheba’s father is said to have made
his "ticketed" wife, to whom he grew less passionate, take off her
wedding ring and act as if she were a sweetheart, seeing him secretly
as urmarried couples would usually do, so that when he "could
thoroughly fancy he was wrong and committing the seventh ’a got to
like her as well as ever, and they lived on a perfect picture of
mutual love" (FMC, p.111). Likewise, in Mr Noon (1984), Lawrence,
recalling this 1little anecdote and the above quoted passage of
mockery, tells us how Johanna explains to Gilbert Noon that her
husband likes "to think of her as an eternal white virgin whom he was
almost violating" when he makes love to her. In order to enhance love
and sexual excitement between them, Everard likes to imagine himself
sinning with his lawful wife:

ou see, he did not ask and take his terrific sexual
aZ1flcat10n as if it was something natural and true
o marriage. He asked for it, he craved for it as if in
some way 1t were a sin. The' terrific, the magnificent
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black sin of sensual marriage: the g
which one was roud of, blrtgwhlch one ept egal s1n,

one hated to of in the da
lusted for by night. open day, “but. which one
(MN, pp.242-43)

Jude’s marriage to Arabella illustrates that marriage as a
social institution has failed to meet contemporary needs. It turns
established notions of matrimony upside down. Arabella, as Jude’s
wife, is immoral and a whore, and as a bigamist in Australia with
Cartlett, she is "as respectable as any married couple in the colony™
(JO, Pp-243). Sue, as Jude’s mistress, is chaste, and albeit,
perverse, saintly, and as Phillotson’s wife, she is adulterous. Later
on the pattern is reversed, perhaps to mock the institution of
marriage, but the situation is still maintained. When Sue is living a
chaste life with Jude, she is gullty by law of adultery (JO, p.311),
and when she is sexually submttmg to her husband, she is quilty of
prostitution. Jude calls her lawful marriage a "fanatic prostitution"
(35, PT437) because even though she is legally wedded to Phillotson,
she does not like to perform her sexual "duty" (JO, p.479) to him, as
the law would have her whenever he wishes, any more than a prostitute
likes to give herself to a poor customer whenever he chooses. What™
tortures Sue most in her marriage with Phillotson is "the necessity -
of being responsive to this man whenever he wishes" (JO, p.274).

Furthermore, just as she ‘regards her marital relationship with
Phlllotson as an adultery ("For a man and woman to live on intimate
terms when one feels as I do is adultery, in any circumstances,
however legal" (JO, p.285)), so does she consider her love affair
with Jude as good as any legal marriage: "though in her own sense of
the words she was a married woman, in the landlady’s sense she was
not" (JO, p.403). When Jude and Sue are supposed to be legally
committed to their spouses they are living with each other as freely
as husband and wife, and when they are divorced, they can neither
trust their love in marriage, nor can they believe that they have
'been legally divorced: "I have uncomfortable feeling that my freedam
‘has been obtained under false pretences!" (JO, p.322). Once again
"private" and "public" views clash with each other over the subject
of marrlage Of course, Hardy’s critics would have noticed that this
is not the first time that the writer challenges the public views and
upsets the moral judgement of the long retained traditional concepts
of his society. In Tess and The Mayor, Hardy deliberately reverses
the conventional conceptions of the "pure waman" and "man of
character". For those who do not believe that Hardy made strong cases
for Tess and Henchard, here is Sue to argue her feminist case.

Throughout the bock Sue is portrayed as Jude’s double. The
natural affinities between them may very well refer to the fact that
they are cousins, but it may also refer to the assumption that they
are androgynous.7 Whichever the case, Jude and Sue are counterparts,
and there are plenty of examples to illustrate this. The first comes
from Phillotson who has every reason to deny their similarities: "I
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have been struck with... the extraordinary sympathy, or similarity,
between the pair. He is her cousin, which perhaps account for some of
it. They seem to be one person split in two!" (JO, p.293). Phillotson
has already released Sue from her marriage obligation partly because
of their "extraordinary affinity", which reminds him of the platonic
love between Laon and Cythna in Shelley’s "Revolt of Islam" (JO,
p.295), and as he tells Jude in a letter: "You are made for each
other: it is obvious, palpable, to any unbiased older person" (JO,
p.304). The idea of "oneness" between Jude and Sue recurs throughout
the book, especially in two more places. If the Agricultural
Exhibition, in which they achieve a ‘'complete and mitual
understanding”, makes them "almost the two parts of a single whole"
(JO, pp.360-61), the death of their children stains, if not breaks
altogether, this perfect harmony: "O my comrade, our perfect union -
our two-in-oneness - is now stained with blood!" (JO, p.412). Despite
the strong affinity between them, Jude and Sue appear at times to be
different. When he, for example, tells her "You are just like me at
heart!", she responds "But not at head... Not in our thoughts!
Perhaps a little in our feelings" (JO, p.262).

When Jude becomes emotionally involved with Sue in a serious
relationship, Hardy raises all kinds of questlons regarding the
institution of marriage, starting from sexual/ spiritual attraction
and marriage, and ending in annulment and free union. If Tarriage is
presented as a &sonal dilemma, a private case, based on a wrong
choice between Jude alﬁ"Z-Tf'"abéIla, ‘as it is often in the early novels,
it is presented here as a social issue, a public debate between Jude
and Sue, on the one hand, and law and society, on the other. Since
Jude is still married to Arabella, Hardy poses this problem, then he,
by law and religion, is not supposed to fall in love with Sue or any
other woman. His simple attraction to Sue, no matter how impulsively
innocent, is a moral if not a legal violation of his marriage
contract (JO, —5’0146) WB? its ve.ry nature, therefore, falling in love
with Sue while he is still contracted to cherish Arabella raises the
question of divorce even when it is not there at this stage.

Had divorce been as easily attainable as he would have wished,
one would argue, Jude would have most probably divorced Arabella and
married Sue instead without much complications. Jude seems to be
thinking in the same line when he tells Sue after her hasty marriage
with Phillotson: "It all arose through my being married before we
met, didn’t it? You would have been my wife, Sue, wouldn’t you, if it
hadn’t been for that?" (JO, p.274). But to suggest divorce as the
only practical solution to the marriage problem, as Tess for example
‘does on her wedding night (see T, p.235), ‘would be to diminish the
importance of much of what Hardy is trying to convey through his
‘novel, reconciling reason and passion being certainly not the least.
i&;ré;er, Sue’s suggestion when she wants to be released from
Phillotson ("why can’t we agree to free each other? We made the
campact, and surely we can cancel it - not legally, of course; but we

188



can morally" (JO, p.285)) is surprisingly more logical than the
prevailing marriage laws. Anyway, soon after he has been drawn to
Sue, Jude contemplates marriage but discovers to his disappointment
that he cannot undertake it for many reasons:

foe first posson ves 22t 1 e mrmied, o iy
not well for cousins to fall in love even when
circumstances seemed to favour the ion. The third:
even were he free, in a family like his own where
marriage usually meant a tragic sadness, marriage with
a blood-relation would “duplicate the adverse
corditions, and a tragic sadness might intensified to a
tragic horror. (JO, p.137)

Like Jocelyn Pierston who has been "cursed" by the "well-
beloved" fantasy which prevents him from marrying until he is old,
and like Paul Morel who is repeatedly lbut wrongly told by his mother
that Miriam is after his soul, Jude and Sue are doomed in their love
relationships by their family’s unfortunate marriagés which haunt
them throughout the novel: "The Fawleys were not made for wedlock"
(JO, p.116, also see pp.224, 270, 324, 337, 349-50). By playing this
fatalistic card, Hardy is not making a strong case for his
protagonists to be representatives of their society.® Since Jude and
'Sue are cast as abnormal, temperamentally special, "extraordinarily
compounded" (JO, p.280), and since not every family is maritally
"cursed" like the Fawleys, then, one would argue, they can hardly be
taken as spokespersons for normal members of society, and their
marital problem is hardly a common one. Having said that, however,
one should not discredit the novel for after all heredity plays an
essential role in the psychology of people, mainly with regard to
love and marriage as Lawrence (and even Freud) has explored in The
Rainbow and Fantasia of the Unconscious.

In the same way that Arabella is associated with pigs, the
unclean animals which dominate all the scenes of her courtship and
marriage with Jude (see in particular JO, pp.108-113), so is Sue
linked with Christminster and divinity. If Arabella is the beast, Sue
IS surely the mun. Seeing her working in the ecclesiastical
establishment, Jude immediately identifies her with Christminster
"the heavenly Jerusalem" which has just made a strong impression on
him, perhaps because of her enigmatic nature, unattainability. Like
the "City of Lights", she first appears to him as "an ideal
character, about whose form he began to weave curious and fanatic
day-dreams" (JO, p.136), then as a "half-vision form" (JO, p.137),
and after her marriage to Phillotson, "like a vision" (JO, p.244).
The better he gets to know her, the more "ethereal" she becomes.
Echoing Shelley’s "Epipsychidion", Jude calls her a "disembodied
creature, you dear, sweet, tantalizing phantom - hardly flesh at all;
so that when I put my arms round you I almost expect them to pass
through you as through air!" (JO, p.309). It is because of these
spiritual affinities between Sue and Christminster that Jude, like
Paul Morel in regarding Miriam in Sons and Lovers, cannot but
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mistakenly see her as "a phantasmal, bOdlleSS Creature, one who..
has little animal passion" (JO, p. 324)

It is true that Jude’s perspective in the novel is central and
Arabella’s peripheral, but when it comes to Sue’s complex sexuality,
it is Arabella’s point of view, not Jude’s s, that is consistently

e e

rellable. Just as Clara Dawes’s perceptive views on Miriam’s
sexuallty are trustworthy, especially in the scene where she
contradicts Paul’s wrong ideas about her ("She does not want any of
your soul communion. That’s you own imagination. She wants you" (SL.
p.276)), so Arabella’s penetrating insights into Sue’s psycho-
sexuality are amazingly accurate. Sue may appear to Jude, as Miriam
does to Paul, a "phantasmal bodiless creature" or "Alma Mater", but
to Arabella, as Miriam is to Clara, she is a flesh and blood
creature.

Arabella’s credibility is established throughout the book,
especially in three different scenes. First, when Widow Edlin
suggests at the end of the book that Sue has found peace by leaving
Jude and returning to Phillotson, Arabella, with Hardy’s approval,
corrects her: '"She may swear that.on her knees to the holy Cross upon
her necklace tlll she’s hoarse, hbut it won’t be true!... she’s never
found peace since She left his arms, and never will again till she’s
_aswh_e _is now!"™ (JO, p.491). Secord, when Arabella calls in at night
after her arrival from Australia, it is she ‘who stJ.mulates Sue to
sexually submlt to Jude for the f1rst time '"Mine was not the
reciprocal Wwish tlll envy stlmulated me to oust Arabella" (JO,
p.428), and it is she who shows flashes of real intelligence in
“s_enMSJ;ng her change of mood the following day:

"I don’t know what you mean", said Sue stiffly.
"He is mine, if you come to that!"
He wasn’t yesterday"
Sue coloured rosea and said "How do you know?"
"From your manner when you talked to me at the
door. Well, my d you’ve been quick about it, and I
my visit lasf night helped it on - ha-ha! But I
don’t want to get him away from you".
(JO, p.334; my italics)
Finally, at the Great Wessex Agricultural Show, Hardy gives his
full support to Arabella in her profound analysis of Sue’s
personality - an analysis which he describes as "s_harpened v151on"
(JO, p.361). As a pattern, like the landlord who wants to dismiss
Jude and Arabella from his lodging after suspecting them to be
unmarried until he one night hears them fighting "he recognized the
note of genuine wedlock; and concluding that they must be
respectable, said no more" (JO, p.464), Arabella reaches the opposite
conclusion upon observing Jude and Sue walking intimately close: "o’
- I fancy they are not married, or they wouldn’t be so much to one
’,,tber« .as- that" (JO, p.361). Driven by jealousy Arabella first
detects a cont:radlctory mpulse in Sue’s complex feelings "She’s not

a partlcular warm-hearted creature to my thinking, though she cares
for him pretty middle much - as much as she’s able to; and he could
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make her heart ache a bit if he liked to try", and a bit later "she
don’t know what love is - at least what I call love!" (JO, pp.361-
62) . But as soon as Sue’s sexuality is awakened by the flowers which
"quickened her blood and made her eyes sparkle with vivacity",
Arabella is assured of Sue’s feeling: "What Arabella had witnessed
was Sue detaining Jude almost against his will while she learnt the
names of this variety and that, and put her face within an inch of
their blooms to smell them" (JO, pp.365-66). If the readers have any
doubt about the passionate nature of Sue’s sexuality, Arabella does
not, for the way in which "she locked up at him and smiled... told so
mich to Arabella" (JO, p.366). k

The question of Sue’s feminism is indeed very important and ~
relevant to her sexuality, but Hardy seems reluctant to fuse the two
issues together convincingly. On the one hand, he seems to favour Sue
as sexually timid so that she fits his definition of the "New Woman",
who accordlng to his Preface, was "coming into notice in her
thousands every year - the woman of the feminist movement - the
slight, pale, ‘’bachelor’ glrl - the J_ntellectuahzed emancipated
bundle of nerves that modern conditions were producing" (JO, p.42),
while on the other, he seems to prefer her to be the womanly type,
sexually passionate - as passionate as she needed to be - so that she
‘can still appeal to men, to Hardy in particular, by showing off her
natural beauty. Certainly Hardy was thinking in this line when he
wrote to Mrs Henniker about one of her emancipated heroines: '"the
girl... 1is very distinct - the modern intelligent mentally
emancipated young woman of cities, for whom the married life you
kindly provide for her would ultimately prove no great charm - by far
the most interesting type of femininity the world provides for man’s
eyes" (my italics) .10 Kate Millett is perceptive here when she raises
the question of whether Sue is actually the victim of social
circumstances which make her "frigid", or indeed the victim of a
11terary conventlons (Llly and Rose) which cannot allow her to have
both mind and body, intellectuality and sexuality. She blames Hardy
for his "uncertamty" and holds him responsible for turning Sue into
"an enigma, a pathetic creature, a nut, and an iceberg", 11 forgetting
the significance of this contradiction in Sue’s personality and how
this very trend has become the essence of characterization in the
modern novel.

It is precisely this inconsistency in her make-up that makes
Sue, 1like Paula Power in A ILaodicean, ambiguously attractive.
Throughout the book, Sue takes a stand and then as a pattern reverses
it without a good reason other than perhaps being awkwardly
coquettlsh She tells Jude how she may have killed her undergraduate
boyfrlend by "holding out against him so long at such close
quarters", but she will not accept being called fastidious: "People
say I must be cold-hearted, - sexless - on account of it. But I won’t
have it! Same of the most passionate erctic poets have been the most
self—contamed in their daily lives" (JO, pp.202-3). She may admit
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the fact that "My nature is not so passionate as yours!" and "My
liking for you is not as some women’s perhaps", but she will be
exasperated if he tells her "You are incapable of real love" (Jo,
pp.303-4), or "You are a flirt" (JO, p.264). Even though she strongly
resists love and marriage, she at least three times expresses her
profound need for love, if not for marriage: "Some women’s love of
being loved is insatiable; ; and so, often, as their love of loving;
and in the last case they may find that they can’t give it
continuously to the chamber-officer appointed by the bishop’s licence
to receive it" (JO, p.265, see also pp.305,429). Thus throughout the
book, Sue remains "something of a riddle to him" (JO, p.187).

Regardless to its various manifestations, Sue’s inconsistency
has Merence 12 Just as Arabella would use her physical
charms to take advantage of innocent men like Jude and Cartlett, so
would SugLMQy the use of her intelligence, manipulate men and enslave
them to to ‘her feminist cause. Though she initially does not love Jude
as she herself admits, she, "according to the rule of women’s whims"
(JO, p.301), does not mind attracting him to her, even if this would
cause him a lot of pain. In the scene where she insists on rehearsing
marriage with Jude before the actual ceremony with Phillotson takes
place, Hardy overtly stresses how "she would go on inflicting such
pains again and again, and grieving for the sufferer again and again,
in all her colossal inconsistency" (JO, p.231). Holding his arm, "a
thing she had never done before in her life... almost as if she loved
him", and walking with him in the church aisle "precisely 1like a
couple Jjust married", Sue tantallzes him so much - first by
ironically telling him "I like to do things like this" and then by
asking him "Was it 1like this when you were married?" - that the
narrator wonders: '"Was Sue simply so perverse that she wilfully gave
herself and him pain for the odd and mournful luxury of practising
long-suffering in her own person, and of being touched with tender
pity for him at having made him practise it?" (JO, PP. 228-30)

NN

clearly and most problematlcally 'in her sexual repression. In
anticipation of The Rainbow and Lady Chatterley’s Iover, where sexual
intercourse provides the grounds for struggle between men and women
inside and outside marriage, _Sue dominates her men not by having sex
w1th them 1like Ursula and Bertha Coutts do for exanple, but by
holdmg out. against thelr des:.res, which she herself has aroused. She
may not always be in coi‘f&ol as for instance when Jude forces her to
sutmit to him after Arabella’s sudden appearance: "I shouldn’t have
given way if you hadn’t broken me down by making me fear you would go
back to her" (JO, p.428). But she certainly seems to have gained the
upper hand in her power relationships with Jude and Phillotson, as
she did with her undergraduate friend. As a general rule, however,
Sue believes that "no average man - no man short of a sensual savage
- will molest a woman by day or night, at home or abroad, unless she
invites him. Until she says by a look ‘come on’ he is always afraid
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to" (JO, p.202). But as soon as she is married, Phillotson forfeits
her this right by mak_mg hlS sexual advances whenever he wishes
because, as he tells her, you are cc'xnmlttlng a sin in not llklng
wv%a to love me" (JO, p.285). Part of her argument against
marriage is the forfelture of this basic right over her own body. One
of Sue’s reasons for fearmg the marriage ceremony, as Hardy explains
in his letter to Gosse, "is that she fears it would be breaking faith
with Jude to withhold herself at pleasure, or altogether, after it;

though while uncontracted she feels at 11berty to yield herself as
seldom as she chooses". 13

Tt is true that when Sue marries Phillotson she does not know
what marriage really means, until she is _struck by the nature of its
sexual reality: "Jude, before I married him I had never thought out
fully what marriage meant, even though I knew... I dare say it
happens to lots of women; only they sulmit, and I kick" (JO, p.276).
It seems that on the face of things Sue married Phillotson for
trivial reasons, such as jealousy at the news of Jude’s marriage and
fear of damaging herreputatlon after her scandal at the training
school (JO, p. 284)' But on a deeper level, it seems that she marries
him because she wants a friend, a protector, a trustworthy companion,
somebody who can replace her missing father. Hardy makes no secret
about this. In referring to a possibility of a relationship between
Jude and Sue he writes: "If he could only get over the sense of sex,
as she seemed to be able to do so easily of his, what a comrade she

_would make" (JO, p.208; also see p.430). Although Hardy insists on
Phillotson’s healthy sexuality ("It was a renunciation forced upon
him by his academic purpose, rather than a distaste for women which
had hitherto kept him from closing with one of the sex in matrimony"
(JO, p.217)), there are some unexplained sexual peculiarities about
Phillotson - one comes from Aunt Drusilla "There be certain men here
and there no women can stomach. I should have said he was one" (JO,
p.249), and the other from Sue when Widow Edlin asks her if there was
anything wrong with Phillotson: "I cannot tell. It is something... I
cannot say" (JO, p.475). Being sexually healthy, however, does not
necessarily make Phillotson sexually attractive for he is not, at
least not to Sue and Aunt Drusilla.

Once married, _Sue mlstakenly believes that Phillotson would not
make any sexual demands on her - being eighteen years her senior, and
‘celibate as he was for quite a long time - or indeed that if he does,
she would easily rebuff him. That she thinks of him as a substitute
father figure or a close friend is certainly one valid interpretation
of their relationship, at least from Sue’s point of view, and Hardy
is definitely encouraging such a reading by a number of successive
examples varying from simple hints ("He is the only man in the world
for whom I have any respect or fear" (JO, p.209)) to explicit
comments such as "though I like Mr Phillotson as a friend, I don’t
like him - it is a torture to me to - live with him as a husband"
(JO, p.273; also see pp.285, 297 and 314). The word "father" is used

o
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in the text, however, once in connection with Phillotson ("he was old
enough to be the girl’s father" (JO, p.155)) and another in
connection with Jude ("You are ‘father’, you know. That’s what they
call the man who gives you away"), a statement to which the narrator
says: "Jude could have said ‘Phillotson’s age entitles him to be
called that!’ But he would not annoy her by such a cheap retort" (JO,
p. 228) In psyc:hoanalytlcal terms, therefore, whether 1t is Jude or
to, to anchor her emotlons to, a replacement for her missing father.
Earlier, Aunt Drusilla makes the point that Sue might be suffering
from an Oedipal complex: "She was brought up by her father to hate
her mother’s family... I never cared much about her" (JO, p.160).
this can prove anything, it is the Oedipal nature of Sue’s story.
Just as Paul Morel would vainly search for a mother-substitute in the
spirit of Miriam, so would Sue search for a father-protector in the
spirit of both Jude and Phillotson. This may very well explain the
reasons behind her extreme physical revulsion from his sexual
embraces which makes her sleep in the cupboard and leap from the
window.

What Sue does not like about her marriage to Phillotson, beside
his sexual demands, is the loss of her individuality. When Jude calls
her "Mrs Phillotson", a “wlabel" which deprives her from her long
retained identity, she protests: "But I am not really Mrs Richard
Phillotson, but a woman tossed about, all alone" (JO, p.266). The
first of her criticisms against the institution of marriage comes
earlier when she is reading about the marriage service in the Prayer-
book: "According to the ceremony as there printed, my bric brldegroom
chooses me of hlS own w111 and pleasure; but I don't choose T h.lm
Somebody glves ‘me tgwhnn iike a she-ass or she—goat or any other
domestic animal" (JO p.226). In condemning marriage, it would be
remembered through the book, Hardy gives his full support to Sue.
When Jude, for instance, tells her how people go on marrying largely
for sexual reasons, she cannot but compare marriage to legalized
prostltutlon "T think I should begin to be afraid of you, Jude, the
moment you had contracted to cherish me under a Goverrment stamp, and
I was licensed to be loved on the premises by you - Ugh, how horrible
and sordid!" (JO, p.323). Later, she tells him how women, instead of
marrying for sexual reasons as he claims, marry for soc1al securlty
"Fewer women like marriage than you suppose, only they enter into it
for the dignity it is assumed to confer, and the social advantages it
gains them sometimes - a dignity and an advantage that I am quite
willing to do without" (JO, p.324). This of course underlines the
maln dlfference between Sue and Arabella: where the latter accepts
marrlage for th%e reasons, the former rejects it for precisely the
‘same ones.

‘ By the same token, moreover, just as Hardy supports Sue ard
Jude in their modern views on marriage, so he also attacks Gillingham

and Arabella for _their conventlonal ones. Speakmg for their
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traditional society, Gillingham not only suggests that Sue '"be
smacked, and brought to her senses" (Jo, P.296) hbut also advises
Phillotson to use his authority "You must tighten the reins by
degrees only. Don’t be too strenuous at first. She’ll come to any
terms in time" (JO, p.443), while Arabella insists that Phillotson
should tame Sue:

you shouldn’t have let her... She’d have came

round in time. We all do! ,Custom does it!... I
shouldn’t have 1ét her“go! I should have kept her
chained on - her splrlt ki would have been hroke

soon enough! There’s nothing like bondage and a sto
deaf taskmaster for taming us women. ge51des, oun3;

gg;_g;g laws on your side". (JO, p '389)

It is only after her children’s tragic death when she
d{astlcally_,, deteriorates from_the feminist type to the conventional
one, that Sue’s early remarks ("I am not modern... I am more ancient
than mediaevalism" (JO, p.187)) can be fully understood. Though this
is by no means a defeat of her feminism it is .a set back for her
emancipation principles as Hardy himself explalns or perhaps regrets
in his Preface (JO, p.431). One main aspect of Sue’s succumbing to
convention is her adoption of the Christian faith which she and Jude
have long suppressed Because C‘nrlstlanlty forbids sex outside
marrlage, she tells Jude: "I have thought that we have been selfish,
careless even impious, in our courses, you and I. Our life has been
a vain attempt at self-delight. But self-abnegation is the higher
road. We should mortify the flesh - the terrible flesh - the curse of
Adam!... We ought to be continually sacrificing ourselves on the
altar of duty" (JO, pp.419-20). As for her illegitimate children, "I
see marriage differently now. My babies have been taken from me to
show me this! Arabella’s child killing mine was a Jjudgement - the
E‘_l_ght slaying the wrong" (JO, p.425).

It is because of this breakdown in Sue’s emotions that Jude
attacks not only religion ("You make me hate Christianity, or
myst1c1sm, or Sacerdotallsm, or whatever it may be called, if it’s
that which has caused this deterioration in you" (JO, p.426)), but
also her "extraordinary blindness" to her old feminist logic: "Is it
mto you, or is it common to woman? Is a woman a thinking unit
at all, or a fraction always wanting its integer?" (JO, pp.426-27).
As the narrator observes: "Sue and himself had mentally travelled in
opposite directions since the tragedy: events which had enlarged his
own views of life, laws, customs, and dogmas, had not operated in the
samemanneronSues She was no longer the same as in the
independent days" (JO, p.419). But the more he argues with her the
more he is convinced that it is not she that he should condemn; it is
the prevailing dogmas of the society he should abolish. His earlier
words to Sue regarding women ("instead of protesting against the
conditions they protest against the man, the other victim" (JO,
p.355)) are certainly applicable here in reverse. '"Who were we'", Jude
asks her, "to think we could act as pioneers!" (JO, Pp.428). Since
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they can helther change society’s attitudes towards love and marriage
for "the time was not ripe for us" (JO, p.482), nor can they sustain
the struggle with it "or whatever our foe may be" as they "have no
more fighting strength left no more enterprise”, then they have no
ch01ce ut subtnlt "we must conform... It is no use fighting agamst
God!" | (Jo p 417) Jude dies at the end not because he is defeated by
his soc:Lety's conventions, lut because he fails to reconcile his
’confllctlng emotions between Sue and Arabella, between spirit and
flesh. This is Jude’s tragedy.

Although Hardy raises all sorts of questions regarding the
absurdity of the traditional laws of marriage, he surprisingly poses
no solution to the problem. This perhaps underlines his conscious
intention of demollshlng marriage as a social institution. As he
himself states in the Preface, "Jude the Obscure is simply an |
endeavour to give shape and ccherence to a series of seemings, or
personal impressions" (JO, p.39). Seventeen years later, he adds in~
his "Postscript", after defending his hook against Margaret
Oliphant’s accusation of an "anti-marriage league", "The author has
been reproached by some earnest correspondents that he has left the
question [of matrimony] where he found it, and has not pomted the
way to a much-needed reform" (JO, p.42). In a letter to Florence
Henniker (dated 1 June 1896), Hardy denies being "an advocate of
'free love’" and then explains: "Seriously I don’t see any possible
scheme for the union of the sexes that w[ou]ld be satisfactory". But,
twenty-two years later, in another letter to Mrs Henniker (dated 27
October 1918), he not only expresses his profound tendencies towards
"free love", but also implicitly rejects marriage as a modern
institution: "if I were a woman I should think twice before entermg
into matrimony in these days of emancipation when everything is open
to the sex".l4

In the novel, moreover, Jude expresses the same anxieties over
society’s conventions of love and marriage. Though he is able to
sense the problem, he, like his creator, is not ready yet to say what
it is or how to solve it: "I perceive there is something wrong
somewhere 1n our social formula: what it is can only be discovered by

Igen and women w1th greater 1n51ght than mine, - if, indeed, they ever
‘discover it - at least in our time" (JO, p.399). Jude’s main problem
is "It takes two or three generatlons to do what I tried to do in
one" (JO, p.398). I have cited all the above quotations because they
all have one thing in common: they all point to Lawrence. From a
socio-historical point of view, Hardy is perceptive, for it is not
until perhaps ILawrence, and more specifically in his creation of
Ursula and Birkin, that "such" men and women can finally be seen able
to fully explain what is wrong in society. The more one reads Hardy,
the more he or she is convinced that he is the natural predecessor of
Lawrence, the one who has influenced him and provided him with
fertile literary ground to grow his ideas on. Of course when Hardy
wrote Jude, he did not know (or was he speculating?) that somebody
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else with "greater insight", like Iawrence, would be coming to
continue his exploration of love and marriage and to do what he could
not have done: point the way to a "much-needed reform" by providing
many insightful solutions to the marriage problem. If Hardy lacks -
Lawrence’s solutions, he certainly _anticipates many of the sexual -
problems that would confront his 1lovers inside and outside of
marriage.

On the whole, then, Jude the Obscure remains one of Hardy’s\
most celebrated novels, not because it is his last one, but also
because it sums up many of his arguments about the marriage question.
Margaret Oliphant is right to equate Jude with Grant Allen’s The
Women Who Did (1895) in her contemporary article "The Anti-Marriage
League", for Hardy after all is out to defeat love and abolish
marriagg, 15 Jude also makes no mistake when he says "O Susanna
Florence Mary!... You don’t know what marriage means!" (JO, p.225)
because as a social institution, marrlage fails to live up to Sue’s
expectatlons as it does to Jude’s before her. Everybody in the novel
seems to have a dlfferent meaning jol:mtne concept of marriage. For
Jude and Sue, first it is "a sort of trap" (JO, p.337) and then it is
a "fanatic prostitution" (JO, p.437); for Arabella, it is "more
business-like" (JO, p.335); for Phillotson, it is a seduction ("I
took advantage of her inexperience" (JO, p.292)); for Aunt Drusilla,
it is a "heredity curse", and for Widow Edlin, "Weddings be funerals"
(JO, p.479). If The Well-Beloved is Hardy’s farewell to fiction, as
the old Pierston loses his artistic gift at the end, Jude the Obscure
definitely has the last say on love and marriage.16

IIT
Lady Chatterley’s Lover (1928)

According to his own account, Lawrence’s main concern in J{
Chatterley’s lover is to reconcile the "penis" (and "the womb") 7 to
the "intellect", the two centres of being. Seeing the '"mental
consciousness" abusing the "phallic consciousness" as he argues in "A
Propos of Lady Chatterley’s lover", he determines to do justice to
the latter. He, therefore, supports the "penis" against the
"intellect". In this respect, Mark Kinkead-Weekes writes: "The old
Lawrence still speaks in ’there should be no versus’, but his novels
turns ’versus’ into repudiation, of ‘mental-spiritual consciousness’
in the individual, of all kinds of relationship but the phallic, of a
whole society".18 This is not the first time that Lawrence has been
misunderstood, for what Kinkead-Weekes is claiming in the passage is
questionable. When ILawrence defends the "penis" against the
mintellect", he does not mean to be unjust. All he wants to do in his
novel is to reconcile the two centres of being. In "A Propos",
Lawrence states his philosophy of reconciliation very clearly when he
says: "Life is only bearable when the mind and the body are in
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harmony, and there is a natural balance between them, and each has a
natural respect for the other",19

Lawrence had always worked under a similar pattern of balance
in which he joined and defended the overpowered or the undervalued
object until he maintained the balance between the two confronted
objects. Joining one party against the other does not necessarily
mean negating the other by any means whatsoever. If the improvement
of the character of Mellors is important at all, it is for the
consideration of the balance between body and mind. By becaming
Connie’s intellectual equal in the third version, Mellors maintains
his individual integrity in the same way Ursula has at the end of The
Rainbow. All he needs to do is to achieve fulfilment in marriage so
that he can be transcended to the "ultimate-whole" in Lawrence’s
terms.

The absence of the simple condition of "harmony" in the story
is fatal. Nobody seems to be happy or satisfied with life at all.
"ours", writes Lawrence at the opening of the novel, "is essentially
a tragic age, so we refuse to take it tragically" (ICL, p.5). The
Chatterleys are "among the ruins" and they seem to have no chance of
recovering whatsoever unless they renounce marriage and start all
over again with new spirit, for "the modern cult of personality is
excellent for friendship between the sexes, and fatal for
marriage".zo This still would not be enough for Clifford, who is now
crippled for life and cannot have children. His life is characterized
by disconnectedness because he has lost the vitality of "touch" with
other people. He is "like a man looking down a microscope, or up a
telescope. He was not in touch" (ICL, p.17). The detachment is even
apparent within himself where mind and body are entirely out of
contact.

The beginning of the novel recalls immediately the end of "The
Virgin and the Gipsy", where the cataclysm happens and Yvette is
about to die, not from the flood itself, but symbolically, from
shivering and pneumonia. It is only the gipsy’s tender flame of
healing that saves her life when he has wrapped his body around hers
and given her tender warmth and resurrection (VG, pp. 245-48), the
gipsy himself being a "resurrected man". The comparison between the
two stories is great; in fact, one is the forerunner for the other.
Taking into account the significance of body, one can at once call
Clifford bankrupt of emotions. He, unlike the gipsy, cannot save
Connie’s life from the "cataclysm" that has happened simply because
he has no sensual "body" capable of having feelings and warmth. He
cannot even save himself. The beginning foreshadows the whole story
for it has "The Virgin and the Gipsy" as a theme.

It is evidently true that Clifford’s body is paralysed by the
war and not wasted by the mind, as it might have happened otherwise.
However, the fact still remains valid that Clifford’s impotence ‘is
primarily caused by his inherent incapacity to appreciate the meaning
of "touch" and sensitivity: "he had been so much hurt that samething
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inside him had perished, some of his feelings had gone. There was a
blank of insentience" (ICL, p.6). Before he is "shipped back hame
smashed", we are told, "the sex part did not mean much to him" (LCL,
p.13). Even on his honeymoon he could not match Connie’s vigorous
sexuality. His paralysis is, therefore, symbolic and suggestive of
his sexual attitude and a fair image of his phallic failure. Lawrence
is not exaggerating Clifford’s impotence, nor is he imposing the
symbol on the novel (as he claims in "A Propos"). As a matter of
fact, Clifford’s paralysis has come spontanecusly as a symbol to
emphasis the unproductivity of his body, his class and other men of
his sort. In "A Propos", Lawrence writes: "I have been asked many
times if I intentionally made Clifford paralysed, if it is symbolic.
And literary friends say, it would have been better to have left him
whole and potent, and to have made the woman 1leave him
never‘t:heless".21 In "St Mawr", Lawrence examines a similar case of
marriage and sterility between Lou and Rico where husband and wife
suffer from emotional and physical failure of the phallus: "And soon,
tacitly, the marriage became more like a friendship, platonic. It was
marriage, but without sex. Sex was shattering and exhausting, they
shrank away from it, and became like brother and sister" (SM, p.14).

Connie, on the other hand, is similarly isolated from the
feelings of "touch" with her husband and with other people, and
forced to live her life through Clifford’s, no matter how miserable
it might be. The more he depends on her, the more she is detached
from life and happiness. They are so absorbed in one another mentally
that they are almost antagonistic emotionally. As far as his writing
and reading are concerned, they are alive, but sentimentally they are
in deadlock: "He was so much at one with her, in his mind and hers,
but bodily they were non-existent to one another, and neither could
bear to drag in the corpus delicti. There were so intimate, utterly
out of touch" (ICL, p-19). According to ILawrence’s marriage
philosophy, Clifford and Connie are not spiritually married for
"marriage is no marriage that is not correspondence of blood".%2 she
is more likely represented as a housekeeper or a hostess who is
supposed to entertain Clifford’s intellectual friends and
aristocratic relations without finding any interest in them at all.
This, of course, is in addition to taking care of the child-husband
Clifford. All of these responsibilities are later given to Mrs Ivy
Bolton, the housekeeper, when Connie gets sick.

Because sex does not mean anything to Clifford, his definition
of it becomes futile like the stories he writes. He says that the
marital intimacy is more personal and "sex was merely an accident, or
an adjunct, one of the curious obsolete, organic processes which
persisted in its own clumsiness, but was not really necessary" (LCL,
p.13). Later on, when the topic of having a child by another man is
brought up, Connie is overwhelmed by Clifford’s impersonal motive
which fails to consider her sexual needs: "you and I are interwoven
in a marriage. If we stick to that we ought to be able to arrange
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tllllifsz thing, as we arrange going to the dentist" (ICL, p.47). wWhat
Clifford really wants is an heir to guarantee 's mastershi
over Tevershal{, and not a child to fulfil hiswfggzi’lss instincti o

ive
desire.

The spirituality of sex and marriage could have won her had she
not had the sexual excitement with Michaelis, whom she kept thinking
of while Clifford was addressing the matter of having a child: "she
knew he was right theoretically... but how could she know what she
would feel next year?" (ICL, p.48). Indeed, sex is unpredictable. As
a writer, Michaelis is much more successful than Clifford. He is able
to make an impression on Connie from first meeting for "he didn’t put
on airs to himself; he had no illusions about himself" (LCL, p-24).
Driven by her sexual desires which have been deprived for so long,
she makes love to him in her parlour. At first, he is able to rouse
in her "a wild sort of compassion and yearning, and a wild, craving
physical desire" (LCL, p.31), but when she expects more fraom his
"masculinity", he fails to satisfy her, because "he was always come
and finished so quickly" (LCL, p.31). Like Skrebensky in The Rainbow,
he is reduced to nullity for he is better than Clifford "at making a
display of nothingness" (ICL, p.54). And unlike Ursula, Connie
insists on her satisfaction: "she soon learnt to hold him, to keep
him there inside her when his crisis was over... while she was
active... wildly, passionately active coming to her own crisis...
from his hard, erect passivity" (ICL, p.31).

In The Rainbow and elsewhere, Lawrence is very much concerned
with the struggle of power as it manifests itself in the act of
sex.23 In lady Chatterley’s Iover, however, Lawrence’s interest goes
yet further to investigate the secrets of this power and how one
partner subdues the other in sexual intercourse where passion and
tenderness are supposed to be working peacefully. He frankly states
that if a woman wants to exercise a power over her man, all she needs
to do is "to hold herself back in sexual intercourse, and let him
finish and expend himself without herself coming to the crisis: and
then she could prolong the connection and achieve her orgasm and her
crisis while he was merely her tool" (ICL, p.8). The Marchesa in
Aaron’s Rod behaves to her husband in a very similar manner (AR,
Pp.284-85). In their youth in Germany, Connie and her sister, Hilda,
exercise the same sort of power over the boys: "she could yield to a
man without yielding her inner free self" (ICL, p.7).

In her affair with Michaelis, Connie, unlike the Marchesa, does
not intend to hold herself as she used to do in Germany, because that
was "the end of a chapter" (ICL, p.8). If Connie’s youthful sexual
experience is based on Frieda’s, then ILawrence is in a better
position to know Connie inside out, rather than exploring her in his
fiction. Because her love relationship with her husband is so barren
and sexless, Connie has ceased to assert her power. But when she sees
Michaelis "finished almost before he had begun" (LCL, p.57), she
mlearnt” to hold him inside her. She does not, however, mean to
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reduce him and this is why he has "a curious sense of pride and
satisfaction" (ICL, p.31), after they finish. Connie’s feelings of
llself_assurarx:e" ard llllttle mmll (LCIJ p 32) are rlot to m
taken as vanity. They are actually feelings of confidence that she is
still vital in the act of sex after those years of futility with her
crippled husband. Even later on when she discovers that he is
sexually "passionless, even dead" (ICL, p.54), she has not intended
to ruin him until she is forced to do so, for she "found it
impossible to come to her crisis before he had really finished his"
(LCL, p.57). : |

Since Michaelis is sexually defenceless ("that passive sort of
giving himself was so obviously his only real mode of intercourse"
(ICL, p.57)), he tries to force his will-power on her by offering to
marry her. He asks her, "Why don’t you and I marry? I want to marry.
I know it would be the best thing for me... marry and lead a regular
life" (LCL, p.55). In The Rainbow Skrebensky offers to marry Ursula
after his sexual nullification. This has a significant pattern in
Lawrence’s novels, where the sexually overpowered man seeks marriage
from the oppressor woman, not to yield to her, but to force his will-
power on her and to subdue her intellectuality. Since IlLawrence’s
characters are exceptionally unconventional, they are made to suffer
in love and marriage before they are consummated and rewarded by true
love and suitable mates.

Without considering love or the true meaning of marriage,
Michaelis wants to marry the already married Connie. This is not
strange, for Lawrence himself married in the same way. But Michaelis’
case is a bit different. His main intention in marriage is very
personal. Since he cannot compete with her sexually, he tries to
exercise his power over her spiritually, in the same way Gerald and
Rico force their wills on the horses. Because she would not favour
him as a husband as he realises, he, one might add after they finish
the act of sexual intercourse, tells her that he is "damned if
hanging on waiting for a woman to go off is much of a game for a man"
(ICL, p.58). Connie is immediately drawn back and defeated by
Michaelis’ intellectualism which has perished something in her and
"her whole sexual feeling for him, or for any man collapsed that
night" (ICL, p.58). This is what Lawrence would call the mind’s
subjugation of the body.24

Mellors, too, has had sexual disillusiorment in his life. When
Connie asks him why he married Bertha Coutts, he reveals his sexual
history with women. His first experience was with a school-master’s
daughter who enjoyed poetry and reading, but would not sulmit to him
sexually. The second is with a teacher who played the fiddle and
loved "everything about love, except sex" (ICL, p.209). Puzzled by
the spirituality of the two women, he is attracted to Bertha Coutts
for her sexual appeal: "that was what I wanted: a waman who wanted me
to fuck her" (ICL, p.209). Soon after their marriage, Bertha turns
out to be like the Marchesa ("always puts me off" (ICL, p.210)), and
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never arrives at her orgasm when he comes to his: "If I kept back for
half an hour, she’d keep back longer. And when I’d come and really
finished, then she’d start on her own account, and I had to stop
inside her till she hrought herself off" (ICL, p.210).

Daleski and Balbert are, certainly, mistaken when they campare
Bertha Coutts’ self-assertion in sexual intercourse with Connie’s,
for Connie does not need masturbatory sex unless she is forced to,
while Mellors’ wife always insists on clitoral orgasm even if her
partner is sexually strong. 25 Bertha is always insisting on her
"self-will", and holding back, no matter how hard Mellors tries to
wait inside her to satisfy her. She is always waiting for him to
finish first, and then uses him and his "erect male passivity" as an
instrument to play with and exercise her power over. To Lawrence,
this is sex abuse. Connie, on the other hand, does not assert herself
in the sex act, unless she is forced to. We remember how Michaelis
finishes before he has even started, and how Connie "learns" to hold,
not herself, but him in order to achieve her full right of orgasm. If
there is anybody to be blamed for that, it should be Michaelis whose
"masculinity" is meant to be deficient.

However, Daleski is probably right when he says that both
Connie and Bertha are partially based on Frieda.2® Simultaneously,
this claim should not be taken as evidence to suggest that Connie is
like Bertha in asserting herself in the act of sex. Obviocusly, it is
Michaelis and Bertha Coutts that lLawrence is condemning for their
inhuman brutality and subsequently, dismissing them from the novel.
In contrast, Connie and Mellors are equally supported by Lawrence and
equally hurt by their past sexual experiences, as we have already
seen. Before showing us good sex, Lawrence first needs to tell us
what bad sex is.

Subsequently, the meetings of Connie and Mellors in the wood
are characterized by hostility. They, for nearly eight months, have
not exchanged a word with one another. In the coop episode,
"tenderness" plays a great role in warming up the hearts of the
couple and bringing them for the first time together. This is one of
the best "tenderness" scenes in Lawrence’s fiction. It is not unusual
to have a couple drawn together by a tender passion but the intensity
of the passion which has melted the two hearts’ antagonism is
extraordinary. Its influence has brought Connie and Mellors together,
in spite of their "fixed" attitudes against love and sex. When Connie
is moved to tears by the sight of the chicks playing on the grass
(ICL, pp.119-20), Mellors is divided between two opposite impulses:
to follow his principle of keeping away from human contact, or to
follow his natural instinct and respond to Connie. It is important to
highlight the fact that Mellors is not an ordinary gamekeeper. He has
taken the job for a very special reason: to be out of touch with
people, mainly women. His withdrawal from the world has a sublnpe
significance, and it is this feature that makes him praiseworthy, 1n
addition to, of course, his tenderness. Mellors’ tender passion has,
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therefore, outweighed his withdrawal-urge, and made him respond to
Connie’s tears. Mellor’s spontanecus passion is a vital element in
his make-up, and this is why Lawrence, like Hardy in his treatment of
Giles Winterborne in The Woodlanders, refers to him as a "creature"
and associates him with the vitality of the wood in the same manner
he identifies Clifford with Wrabgy Hall.

Although '"tenderness" has the power of bringing Comnie and
Mellors together in the coop scene, it has not yet been able to
release them from their past experiences. The lovers have to go
through a process of gradual change to establish confidence in both
the self and the other partner before they can find true 1love.
Therefore, the arrangement of the sexual scenes in the book is so
skilfully planned that it marks the process of change in the lovers
and the development of their comprehension and expression of true
love and sex-passion. The first experience of sexual intercourse does
not bring Connie to orgasm: "the activity, the orgasm was his, all
his; she could strive for herself no more" (LCL, p.122), and Mellors
is not to be blamed for he has been a "passionate man, wholesame and
passionate" (LCL, p.127). In fact, "he was kind to the female in her,
which no man had ever been" (ICL, p.127).

The second act of sexual intercourse does not bring her to
crisis either, because she still insists on her separateness, and
would not give herself away. She, however, does not insist on her
orgasm as she has done with Michaelis, for the difference between the
two experiences is the vitality of the partner this time. Mellors has
succeeded in expressing his tender passion for Connie and in showing
her his ability in sex, whereas Michaelis has completely failed. Like
Clifford, Mellors has a sex philosophy which reflects Lawrence’s
views on the "dead" and the "living" stated in the middle of the book
(LCL, p.105):27 "I pelieve if men could fuck with warm hearts, and
the women take it warm-heartedly, everything would come all right.
It’s all this cold-hearted fucking that is death and idiocy" (ICL,
p.215).

It is not until the third time when Mellors intercepts her in
the wood that Connie, for the first time in her life, feels a real
consummation: "we came off together that time... It’s good when it’s
like that. Most folks live their lives through and they never know
it" (IcL, p.140). Only at this stage of her life does Connie realise
that a "yearning adoration" is established in her, and instead of
becoming happy, she fears it terribly. According to Lawrence’s theory
of marriage expounded in The Rainbow, the separate selves of the
lovers must sink into oblivion before they are consummated. This,
however, involves a kind of "death" and "rebirth" or "resurrection of
the body" as Lawrence says in the novel. What Connie fears most is
the loss of the self in the process of "death" and "rebirth". She
insists that "she must not become a slave" (ILCL, p.141).

Having understood this, one can safely say that Connie’s
previous assertiveness in the act of sex, no matter how different it
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is from Bertha Coutts, has been a defensive tactic against her fear
of losing the self (see ICL, p.8). love and sex are working hand-in-
hand here. The more Connie loves Mellors, the more she will be
tempted to give herself to him. Or, the more passionate he is, the
more submissive she becomes. It is true that sex is before love, but
the latter does grow between them passionately. In this scene in
particular, and after the mutual orgasm, Connie, if not both, senses
a new love passion for Mellors and her fear is intensified by
Mellors’ special sensuality which is, for Connie, threatening to her
individual integrity. Certainly, she does not want to lose her
identity, yet she knows very well that she cannot hold herself
forever, for "if she kept herself for herself, it was nothing... she
was to be had for the taking" (ICL, p.122). Awakened by Mellors’
compassion, she realises that she does not want to exercise her power
any more, for it is "known and barren, birthless" (ICL, p.141). Now,
she is ready to lose herself and "sink in the new bath of life" (LCL,
p.142) . Again, it is the tenderness of Mellors that finally wins
Connie’s sukmission.

Although The Rainbow is the first Lawrence novel to advocate
the relationship between the self and love, it is not until Lady
Chatterley’s Iover that we are able to see a true relationship
between them. The difference between the two novels marks the
distance Lawrence has travelled in investigating the vital connection
between the self and love. In the earlier novel, however, Lawrence
employs a notion of relations between the two sexes defined as "two
in one"?® in which man and woman are supposed to meet as opposites
after establishing their individualities (by balancing body and mind)
and to anticipate a consummation in marriage. Although this theory
seems to be the most appropriate to accommodate both the self and
love, it does not achieve much success between the three pairs in the
earlier novel, because the fear of a total loss of identity in the
act of loving is never overcome. This is why the sex acts between the
lovers are characterised by violence (see for example, R, pp.321-23).

In Women in Iove, the same fear of losing the self in the act
of loving is transferred to Birkin, who announces another theory of
relations known as "unison in separateness", and insists on his
singleness in marriage. Whereas Aaron in Aaron’s Rod insists not only
on his aloneness to preserve his individuality, but also on the male
leadership, and asks the woman to submit according to his theory
established therein of "one up, one down". In Lady Chatterley’s
lover, however, the fear of losing the self in love is for the first
time overcome not by any of the previous theories, but by "the
resurrection of the body" or "democracy of touch". Daleski sees the
working theory in this novel as "two in one", and he, the.reforgé
considers Lady Chatterley’s Iover as "a return and not an advance".

I disagree with this, for many reasons. Firstly, "two in one" has
failed to enable the lovers to overcome their fear, as we have seen
in The Rainbow. Secondly, although "democracy of touch" involves a
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kind of "death and rebirth", an important element in "two in one", it
is the passion of tenderness alone that is able to bring the lovers
closer together, despite their fear of losing the self and
withholding. This is why the sex scenes in lady Chatterley’s Iover
are more tender and passionate than in any other part of lawrence’s
fiction. Thirdly, sex in Our Iady, as Lawrence called it, is more
fruitful and can lead to consummation (Ursula, at the end of The
Rainbow maintains her individuality, but has not been fulfilled).
Lastly, "two-in-one" entails that man and woman must submit to one
another and dissolve into one, complete entity, whereas "democracy of
touch" involves both sulbmission to one another and yet preserving the
self intact. For these reasons, I consider lady Chatterley’s ILover as
an "advance" and not a "return".

Consummation is not necessarily orgasm. In the third sexual
scene, Connie does achieve her crisis, but has not overcame her fear.
This is what makes the fourth sexual scene more important to the
development of the notions of love and self. In order to understand
how "tenderness" functions in this scene, one needs to consider the
domestic scene which takes place immediately before intercourse (ICL,
pPp.172-177) . Visiting him one day in the hut, Connie plays the role
of the housewife. She not only makes tea for him, but also waits upon
him while he eats. This might look as if it is a commonplace (when
Connie sees Mellors washing himself half-naked, we are also told it
is commonplace (ICL, p.89)). But if we consider that Connie is the
lady of Wragby Hall, and she does not usually do such things, then we
can see how passionate the scene is.

Talking like husband and wife about the possibility of having a
child, Connie develops two feelings which foreshadow the complication
of the sex act: "resentment against him, and a desire to make it up
with him" (ICL, p.177). In the first part of the scene, Connie begins
in fear and agony; she is "stiffened in resistance" and sees the sex
act as a "farcical", "humiliating" and "ridiculous performance" (LCL,
p.179). When it is over, she starts weeping and sobbing: "I want to
love you, and I can’t. It only seems horrid" (ICL, p.180). Her
weeping over her separateness is a manifestation of her deep insight
into herself. In an attempt to free herself from the capture of her
wilful-mind, she clings to Mellors with "uncanny force" in order to
save her "from her own inward anger and resistance" (ICL, p.180).
Again, Mellors is driven by his tenderness to make love to her for
the second time.

The sex act recalls that of Aaron and the Marchesa in Aaron’s
Rod. The readers remember how Aaron wins the Marchesa with his rod in
a kind of challenge between them (AR, p.299), before he kbreaks her
arrogance and reduces her to "a girl-child" in the sexual intercourse
("she seemed almost like a clinging child in his arms" (AR, p.305))
(also observe how Lawrence reduces Clifford to child-man in the same
manner (ICL, p.302)), and finally dismisses her after her submission
Wthis is not my woman" (AR, p.305). The two episodes are indeed
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similar, but the outcomes are very different. The coming together of
Aaron and the Marchesa lacks the compassion and tenderness of Mellors
and Connie. Their sexual intercourse is more like a contest rather
than love-making. It is also important to see that Connie’s
submission is, unlike the Marchesa’s, made freely and willingly.

In the second part of the scene, Connie’s submission is
confirmed. Suddenly "the resistance was gone, and she began to melt
in a marvellous peace" (ICL, p.180). But what would happen if Mellors
turns out to be merciless and behaves like Aaron? Definitely, it
would be death but without rebirth:

She yielded with a qulver that was like death, she went
all open to him. And oh, if he were not tender to her
now, how cruel, for shewasallopentohimand
helpless!

She quivered again at the t inexorable en
inside her, so strange and terrible. It might come wi
the thrust of a sword in her softlys-‘.%ned body and
that would be death. She clung in a anguish of
terror. But it came with a “strange slow thrust of
peace, the dark thrust of peace ard nderous,

rimordial tenderness, such as made the world in the

inning. And her terror subsided in her breast, her
bréast dared to be gone in peace, she held nothlng She
dared to let go everything, all herself, and be gone in
the flood. (LCL, pp.180-1)

The outcome of the act of intercourse is remarkable. Connie not
only reaches her orgasm, but consummation too. Her fear is finally
gone when Mellors continues being passionate and extended his
tenderness in the sex act. When he comes to her "with a strange slow
thrust of peace" instead of a "thrust of a sword", she lets go of the
self in the tender "death and rebirth" and then she is born "a
woman". In order to be reborn a "woman" she must lose both her
resistance and fear, which she finally has. The "ugly" images of the
penis and sex act itself which preoccupies her in the first part of
the intercourse are also lost, and now she is able to enjoy their
liveliness. When she is awakened from the spell of loving, she clings
to Mellors’ breast, again, and murmurs "my love! my Ilove!"™ (ILCL,
p.182), as a natural expression of her felt emotion. Love is finally
established between them in addition to the sexual intimacy.

Again, according to Lawrence’s philosophy of marriage explored
in The Rainbow, Comnie and Mellors have completed the course of
achieving their individualities and fulfilment. All they need to do
is simply to marry and guarantee their union. But because Lady
Chatterley’s lover works under a different theory of ‘'democracy of
touch" in which the two selves of the lovers must be consummated both
in union and separation, they still need to undergo a further process
of purification. In this respect, Earl Ingersoll writes: "One further
stage is necessary to confirm the pursuit of ’true marriage’. In Lady
Chatterley’s Iover it is the other famous love scene - ‘the night of
sensual passion’". 30

This sexual scene is very important for the following reasons.

First of all, it is different from the previous ones; it is driven by
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a "sensual" passion and not "tenderness". lawrence makes it very
clear when he says: "it was a night of sensual passion" (LCL, p.257).
The difference between the two passions is explored in the book and
outside it. In the wheelchair scene we remember how "tenderness"
revives Mellors’ limbs when Connie caresses and kisses his hand, and
how "the flame of strength went down his back and his loins, reviving
hin" (ICL, p.199). We also recall the tenderness scene in "The Virgin
and the Gipsy" when the gipsy saves Yvette’s 1life by his tender
passion of the body which revives warmth between them (VG, pp.248-
49). The passion of tenderness is, therefore, a restorative and
healing force. The sensual passion, on the one hand, is a
deconstructive power which has the ability to burn out shame and
destroy "confusion of the earths" as lawrence says in his essay
"Love":

In pure commnion I become whole in love. And in pure,
fierce f_aSSlon of sensuality I am burned into
essentiality. I am driven from the matrix into sheer
§§rate distinction... Then in the fire of their

eme sensual love, in the friction of intense,
destructive flames, I am destroyed and reduced to her
essential otherness. It is a destructive fire, the
profane love. But it is the only fire that will purify
us 1nto singleness, fuse us frag the chaos into our own
gem—-like separateness of being.

In addition to this, the sexual act is very important for
Connie to purify her passion and "burn out the shames". Since the
whole passage is a process of refinement of soul, it is described in
terms of "death and rebirth". Connie’s fear and urwillingness are not
to be 1linked with her previous fear of losing the self amd
withholding it, because she has already passed that stage
successfully. Her fear here is not caused by Mellors harsh treatment
either, but by the process itself. Like the patient who is undergoing
an operation, she has "to be passive like a slave" (ICL, p.257).
While Mellors, the doctor, has to "have his way and his will of her".
The operation is very painful and she "thought she was dying: yet a
poignant, marvellous death" (LCL, p.257). When the sensuality burns
"the soul to tinder" and "smelt out the heaviest ore of the body into
purity" (ICL, pp.257-8), she "felt a triumph, almost a victory". Thus
Mellors burns out the last vestige of Connie’s shame. Her happiness
recalls how Clifford and Michaelis were "a bit doggy and humiliating"
(LCL, p.258), and how Mellors "dared [to] do it, without shame or sin
or final misgiving". In interpreting this scene, Daleski writes:

Lawrence, it seems, is i to est that love
between a man and a womantr}r,n]ds"% be bsc'g? "sensual" and
" er", in a sense in which thte?se wonor%s are defined
their context in the novel. It 1s a convinc
o ition because he has not been able to establish tha
ggg "sensuality" is a manifestation of love. We can see
clearly enough that the same man can be both "tender
and "sensual'; we are not convinced that he can be both
with the woman he loves. I submit that Lawrence cannot
convince us because, in effect, he is also tr"‘ymg to
reconcile a 'male" sensuality with a

tenderness; and though the two are perhaps not
intrinsicaily irreconcilable, he - at any rate - was
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temperamentall incapable of effecti
reconciliation: 32 pab ecting such a

Daleski may be right to suggest that the reconciliation of the
flame that melts and heals, with the fire, that sears and consumes,
is perhaps impossible theoretically. But surely he has no ground
either to claim that Iawrence cannot convince us that the man can be
both "sensual" and "tender" with the same woman he loves, nor to
suppose that he is trying unsuccessfully to reconcile '"male"
sensuality with "female" tenderness. In the first case, Mellors has
convincingly proven that he is the man who is both "sensual" and
"tender" with the woman he really loves. Connie, admittedly, makes
this very clear when she talks to Hilda: "you have never known either
tenderness or real sensuality; and if you do know them, with the same
person, it makes a great difference" (ICL, p.264). Also, Connie’s
happy reactions after the sex act itself can be taken as a support of
this view.

As for the second claim, I do not think that Lawrence, on the
surface, 1is trying to reconcile '"male" sensuality with "female"
tenderness because if he does this, he will deconstruct what he has
already established earlier in the book. But deep in the novel
Lawrence is able to effect such a reconciliation. We remember how
Mellors’ tenderness wins Connie’s submission, and how the sexual
intercourse "in the TItalian way" reduces the 1lovers to their
"essentialities" and "gem-like separateness". Both are pleasurable
experiences for Mellors and Connie. By combining the two sexual
scenes, it becomes evident that Mellors and Connie have reconciled
sumission with separateness and united '"male" sensuality with
"female" tenderness. What Lawrence actually wants to emphasis in Lady
Chatterley’s lover, is that man and woman can submit to one another
willingly, and yet they can still preserve their identities
separately. Lawrence could not effect the reconciliation literary on
the surface for two main reasons. First, he is uncertain of the value
he is offering in the "sensual" intercourse and its reception.
Second, he has not established the relationship between love and
sensual passion (not in the same way he does with love and
tenderness) to convince us that sensuality is a manifestation of
love, especially when he says "it was not really love" (ICL, p.257).

Superficially, however, Lawrence makes Mellors stand purely for
the passion of tenderness, and confidently supports it against the
materialistic world of insensitivity:

I stand for the touch of bodily awareness between human
beings... and the touch of tenderness. And she 1s my
mate. And it is a battle against the money, and the
machine, and the insentient ideal monkeyishness of the
world. And she will stand behind me there. Thank God
I’ve got a waman! Thank God I’ve got a waman who 1s
with me, and tender and aware of me. (ICL, p.290)

lawrence is reticent about the passion of sensuality - for the same
reasons explained earlier. But he, at the same time, is capable of
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reconciling the self with love and achieving harmony between body and
mind without tackling the sensual passion. This is one of the two
aspects of consummation between the two lovers. It is, in a way, "two
in one" as Daleski claims, but this is not the whole truth of the
matter. If "tenderness", the other aspect of love, is carefully
considered, then "democracy of touch" is certainly the theory of the
novel.

One last point worth considering is the question of Lawrence’s
"male" and "female" elements. In discussing lLawrence’s psychological
conflict within himself, one needs to consider Mellors’ character. As
far as Lawrence can be identified with Mellors, the "phallus
consciousness" has resolved certain problems in lLawrence. One of
these problems is the principle of female hostility and withdrawal.
Birkin’s withdrawal from the world of action and Aaron’s hostility
refer to Lawrence’s fear of women’s dominance and excess of female
elements in his make-up. If this is acceptable, then Mellors’
achievements at the end of lady Chatterley’s Iover should, by
contrast, refer to Iawrence’s establishment of harmony within
himself. Connie’s deep insight into herself is evidence of Lawrence’s
ability to discover his own psychological dispute. It is essential to
stress the fact that Mellors’ withdrawal from the materialistic
outside world is not driven by his inner female emotions.33 unlike
Birkin in Women in Iove, Mellors’ withdrawal has a principle behind
it: "I don’t believe in the world, not in money, nor in advancement,
nor in the future of our civilization. If there’s got to be a future
for humanity, there’ll have to be a big change from what now is"
(ICL, p.288). Unlike Jude who only expresses the same need for change
at the end of Jude the Obscure, Mellors is able to solve some of his
problems.

As already explained, Mellors’ withdrawal in the beginning of
the story and taking a job as a keeper in the wood, underline his
character. He is a special man of principles, and his rejection of
the world should be, therefore, viewed accordingly. His "man-being”
is evident when he says:

they used to say I had too much of the woman in me. But

its not that. I’m not a woman not because I don’t want

to shoot birds, neither because I don’t want to make

money, or get on. I could have got on in the m,

easily, but I didn’t like the army. Though I d

manage the men all right: they like me and they had a

bit of a holy fear of me when I got mad. (ICL, p.287)
Iawrence himself felt the need to emphasise Mellors’ manliness and
clarify any ambiguity: "And he realized as he went into her that this
was the thing he had to do, to come into her tender touch, without
losing his pride or his dignity or his integrity as a man" (LCL,
p.290). This quotation and many others prove that Mellors’ withdrawal
is willingly and rationally taken as a protest against corrupted
modern civilization, and it is not a natural drive of his female

impulse.
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As far as the "phallic consciocusness" is concerned, Mellors can
show his "maleness" through the various acts of sexual intercourse
where he proudly stands as a manly man of compassion and power. After
what the novel has shown about him and his sexual vitality, he cannot
have a "female" character or else the whole story loses its meaning
and becomes futile. On these grourds, I reject Daleski’s claim that
Mellors’ has a "preponderantly female character" and that Lawrence
has failed to reconcile his "male" and "female" elements, especially
when the theory of "democracy of touch" is carefully considered.

The pursuit of true marriage between Mellors and Connie remains
the major concern at the end of Lady Chatterley’s Iover. Before they
marry, they first need to divorce their spouses and free themselves
in the same way they have released their bodies from the capture of
the minds. Harmony between flesh and soul has been established, and
life has become "bearable". Lawrence has finally overcome his life-
long problem of reconciling the self with love, and balancing his
male and female elements within himself on the one hand, and man and
woman in marriage on the other. lLady Chatterley’s Iover is not only
Lawrence’s last novel but also the conclusion of all of his literary
works. If Jude the Obscure is the ultimate defeat of love and
marriage, Lady Chatterley’s lover is certainly the ultimate success.
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CONCLUSION

Between Hardy’s first major novel, Under the Greermood Tree
(1872) and Lawrence’s last, Lady Chatterley’s Iover (1928), marriage
has in some respects travelled full circle. Of all the works in the
two canons, marriage (or potential marriage) is most successful in
these two books. Despite Fancy Day’s "secret" that she would not tell
Dick Dewy at the end of the novel and Connie’s marital failure with
Clifford, Hardy and Lawrence present marriage as a campatible union
if not altogether a fulfilment. If Fancy’s choice of a husband,
because of society’s dogmas and the nature of the traditional novel,
is largely restricted to social factors of class, education, wealth,
employment and age, as it is represented by Dick Dewy, Parson Maybold
and Farmer Shiner, Connie’s choice is psychologically divided between
the barren intellectuality of Clifford and 1lively sensuality of
Mellors, at least in the authors’ treatment.

As society developed and became more complex (the "ache of
modernism" (T, p.129) in Hardy’s terms), so did the treatment of
marriage, and instead of being largely a social institution, it
increasingly became socio-psychological. By the time Hardy was
writing Tess of d’Urbervilles and Jude the Obscure in the last decade
of the nineteenth~century, there occurred a split between pubhc and
prlvate views with regard to courtship and marriage. This change was
partly accounted for by the increasing numbers of women supporters in
their vigorous campaigns against the inequality of the sexes. Tess
and the counterparts Jude/Sue are no longer mindful about society’s
old conve.ntlons of men and women’s relatlonshlps they are too busy .

______

a partner to mind the materlallstlc State laws. It is not until 'Ihe/
Ralnbow (1915) ~and Women in Iove (1920) that social and psychological
issues, public and private principles, law and nature, are re-united
in the pursuit of a true marriage. Like Tess with Alec, Ursula can
never marry Skrebensky, the corrupted civilized man, even if she
thinks she is carrying his baby, nor can Gudrun accept Gerald’s
pleading proposition even if she is a feminized version of his
decaying socialised personality. Only Birkin and Ursula are able to
marry and achieve a relative success after rejecting Hermione and
Skrebensky and breaking their social ties with the disintegrated
modern world.

In searching for their Utopian dreams, Michael Henchard in The
Mayor of Casterbridge (1886) and Aaron Sisson in Aaron’s Rod (1922)
are compelled to divorce themselves from their previous experiences
with their wives and children, and seek a new land to achieve
prosperity. In spite of their relative materialistic success, they
are defeated at the end, not only by their failure to see marriage as
an institution of equal partnership between man and woman, but also
because of their inability to understand and acknowledge the "female"
camponent of their make-up. If Hardy uses "several horses crossing
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their necks and rubbing each other lovingly" (MC, p.80) and "the dead
body of a goldfinch" (MC, p.405) to symbolise Henchard’s emotional
failure, so does Lawrence use a bomb to blow up Aaron’s rod as a
symbol for his defeat: "the loss was for him symbolistic. It chimed
with something in his soul: the bomb, the smashed flute, the end"
(AR, p.331).

The nineteenth-century label "they married and 1lived happily
ever after" is no longer a satisfactory ending for either writer
because Hardy and Lawrence are amongst the first novelists to realise
that marital relationships between men and wamen are problematic and
thus should be treated. It is for this reason and because of their
own experiences with their parents and wives that Hardy and Lawrence
focus their examinations on the theme of marriage: whereas the former
is to demolish it as a social concept, the latter is to re-shape it
anew by repeatedly working out his theories in restless attempts to
find proper solutions to men and women’s oppositions. As early as The
Return of the Native (1878) and Sons and Iovers (1913), Hardy and
Lawrence are able to identify, as far as their psychological
intuition allowed them to, that marriage is a struggle to maintain
the self intact, not only with the partner but also with the mother.
Clym Yeobright and Paul Morel, like their creators, are not divided
from the outside by two lovers as usual in the case with love and
marriage, they are torn from the inside between mother and
sweetheart, between Oedipal love and sexual desire.

Although Hardy’s influence on Lawrence is evident throughout
his novels, as this study has shown, it is Lawrence and Lawrence
alone that has been able to resolve the marriage problems as they
arose at different stages of his life. Jude’s words: "I perceive
there is something wrong somewhere in our social formulas: what it is
can only be discovered by men and women with greater insight than
mine" (JO, p.399) are not only Hardy’s last words on the marriage
question, but also Lawrence’s first clue to the marriage solution. If
their matriarchal up-bringing accounts for their strong affinities in
thoughts and preoccupations, their marital relationships with their
wives account for their differences. One main difference between them
is the fact that despite his unconventionality in exploring sexual
relationships between men and women inside and outside marriage,
Lawrence seriously believed in both fidelity and marriage, while
Hardy seems at times to have believed in neither. As Hardy was so
troubled in his own marriage with Emma that he could not wait to see
strict marriage laws being relaxed or abolished altogether, so was
Lawrence so satisfied in his marriage with Frieda that he was
constantly searching for new grounds on which he and his wife could
be happier.

In the course of my investigation, three main points have
emerged. First, although Hardy’s novels are psychologically
explorable they are not primarily psychological in the sense that
Lawrence’s books are. Just as Hardy’s novels are written essentially
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to depict Victorian life as it appeared to the writer fram the
outset, so are Lawrence’s novels written profoundly to explore human
psychology and attitudes towards love, sex and marriage. This is not
to say that Hardy is only a sociological writer and ILawrence
psychological for both writers have a number of meeting points
between them and the two disciplines. Second, as far as the question
of I'na%'ri?ge. is .concerned, I find that Hardy is increasingly
pessimistic 1n his outlook and treatment, while lLawrence is more
optimistic as he always tries to reach a perfect relationship between
men and women by repeatedly re-defining marriage through his working
theories.

Finally, in so far as the issue of feminism was understood by
the authors’ contemporary societies, the study reveals that even
though the two authors can generally be claimed as feminists (e.q.
egalitarians) in most of their works, especially in those written
from a female point of view, they are not political feminists in the
sense Kate Millett is for instance. However, the question of their
feminism is historically subject to the changing factors of time,
place and situation. In Hardy’s novels, the study discovers a direct
relationship between marriage and feminism: the more women became
aware of their subjugation/emancipation, the more they are tempted to
reject marriage as a social institution. In ILawrence’s novels, on the
other hand, there is another working correlation: the more women
achieve their emancipation and individualism, the more successful
marriage becomes. Though this relationship may not be well
established in all the novels, especially the leadership ones, it
still remains Lawrence’s ultimate objective in writing.

If Jude the Obscure is considered the final defeat of marriage
in the novels of Hardy, from then onwards to lady Chatterley’s lover,
marriage, as the study has tried to show, has begun to comparatively
prosper and ascend the scale of success, at least in Lawrence’s
treatment if not between the characters. But since things have to go
worse for Lawrence before they can get better, then Sons and lovers
can also be seen as another defeat of love and marriage in
exploration and not in intention. Unlike Hardy, Lawrence does not
intend by any means to dissolve the concept of marriage even when
marriage fails at the end. His intention is to analyse
problematically the reasons for its failure so that he can resolve
the problem later on in another novel. In fact, the coming together
of Clara and Baxter Dawes is Lawrence’s first attempt to reconstruct
marriage. By introducing different philosophical and psychological
theories of marriage to reconcile man and woman’s opposition on the
one hand, and reason and passion, on the other, and by modifying
Plato’s figure of the charioteer and the two horses in the Phaedrus
used earlier by Hardy, Lawrence has indeed been seriocus in
reconstructing marriage.

on the whole, then, this thesis has sought to illustrate the
interrelationship between Hardy and ILawrence with regard to the
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question of marriage, and has also shown how society’s conventions,
which developed rapidly between 1870 and 1930, are reflected in the
novels of Hardy and Lawrence. Coventry Patmore’s prediction in 1887
"the student of 1987, if he wants to know anything really about us,
will not find it in our poets or our philosophers or our
parliamentary debates, but in our novelists", quoted at the beginning
of this thesis, is proved right.
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(1989), pp.28-30.

17. In a letter (dated 16 December 1924), Hardy told her that: "We
are so proud of you down here that we wish to keep you for ourselves,
so that you may be known as the Wessex actress who does not care to
go away, & who makes Londoners come to her", The Collected Letters of
Thomas Hardy, Vol.VI (1920-25), p.297.

18. Gittings (1978), p.63.

19. Millgate (1982), p.297; Gittings (1978), p.65.

20. Page (1982), p.183. Hardy wrote twenty-four surviving letters in
the last six months of 1893 and only one in 1894. On 25 October 1893,
he wrote to her: "I must not write to you for ages? I have written so
much lately as to bore you, I am sure”.

21. The Collected Letters of Thomas Hardy, Vol.II (1893-1901), p.13.

22. Ibid., p.18 and p.86 respectively. In a letter to Edmund Gosse,
Hardy wrote: "Sue is a kind of woman which has always had an
attraction for me - but the difficulty of drawing the type has kept
me from attempting it till now", The Collected Letters of Thomas
Hardy, Vol.II (1893-1901), p.99.

23. The Collected Letters of Thomas Hardy, Vol.II (1893-1901), p.87.

24. Millgate (1982), pp.112-13.
25. A Letter addressed to Edward Nehls, Nehls ed., (1957), p.548.

26, "Study of Thomas Hardy", Phoenix, (1936), p.481. Daleski (1965),
pp.13, 33.

27. Quoted in Meyers (1990), p.23.

28. The Letters of D.H. Lawrence, Vol.iii (1916-21), p.637. Also see
Spender (1973), pp.26-7, where Frieda’s daughter Barbara Weekley Barr
saw Lawrence’s "feminine" achievements in this light. She wrote: "He
did not have the ordinary man‘’s domineering independence on his
womenfolk, but could mend, cook, and find his own possessions”.

29. The Letters of D.H. Lawrence, Vol.ii (1913-16), p.181; Vol.iii
(1916-21), p.27; Vol.i (1901-13), pp-.490, 493 respectively.

30. Quoted in Dix (1980), p.23; The Letters of D.H. Lawrence, Vol.ii
(1913-16), p.165 respectively.

31. The Letters of D.H. Lawrence, Vol.i (1901-13) p.181 and p.190
respectively.

32. Ibid., p.155.

33. Delavenay (1972), p.8.

Nt

34. I personally believe that Lawrence’s life can be leLQed into
four s£gges. Heyfirst started his life as a female or effgmlqatelas
his biography,letters and critics have repeagedly shown. This lsfa 80
obvious in his early fiction, mainly The Rainbow, where he confuses
his gender and casts himself as a woman (Ursula). In the.second gtage
and particular in Women in Love, he, in trans%tloqal period, gfr r:gs
himself as androgynous (Birkin), which implies not only the
liberation of the self from any sex role stereotype but also e
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achievement of an emotional balance between hj icti " "
as he moves from his "female" self to his "gifefoggéfc§§ggle§§éZ§ﬁi'
novels mark his third phase of development, where he sees himselg
more as a man and a leader. Here, he identifies himself, like Hard
with the intellectual heroes like RAaron and Richard Somers if ngé
sometimes with the strong leaders like Rawdon Lilly and Cipfiano In
the final stage and more precisely in Lady Chatterley’s Lo;er
Lawrence succeeded once more to effect a reconciliation between hié
"male" and "female" selves when he has learned both to submit to a
woman and simultaneously to preserve the self intact.

35. "Autobiographical Fragment", Phoenix (1936), p.818.
36. Chambers (1935), p.29.

37. Chambers (1935){ p.103; "Autobiographical Sketch", Phoenix
(1968), p.593 respectively. For elaboration on their mutual readings
see Chambers (1935), pp.92-105; and Simpson (1982), pp.150-52.

38. Chambers (1935), p.184; The Letters of D.H. Lawrence, Vol. I
(1901-13), p.197.

39. Moore (1974), p.14S.

40. Moore (1974), pp.155-6; and p.155 respectively. For expansion on
Lawrence’s relationship with Blanche Jennings, see Smith (1978),
Pp-.15-21.

41. For expansion of the textual comparison between Lawrence and
Carpenter and the influence of the 1latter on the former, see
Delavenay (1971); also see pp.21-25 for Alice Dax’s connection.

42. The letters of D.H. Lawrence, Vol.i (1901-13), p.153.

43. A letter to Moore (1974), p.136. For expansion on their literary
collaboration see Corke (1975), (Part One, 1883-1912), pp.178-80.

44. Page (1981), p.82; Also see Moore (1974), p.132.

45. The Letters of D.H. Lawrence, Vol.i (1901-1913), p.286; Page
(1981), p.85 respectively.

46. Chambers (1935), p.183.

47. The Letters of D.H. Lawrence, Vol.i (1901-13) p.361.

48. In 1935, Alice wrote a letter to Frieda telling her not only tpat
she was the right mate for Lawrence but how she also decided to give
him up for his own good, see Moore (1974), p.149.

49. Green (1974), p.15 and pp.10-11 respectively.

50. Frieda Lawrence (1935), pp-.4-6.

51. The Letters of D.H. Lawrence, Vol.i (1901-13), p.384;' Frieda
Lawrence (1935), p.52 respectively. Compare this statement with what
Lawrence told Louie Burrows about Jessie : my mother "would have
risen from the grave to prevent my marrying her", see footnote No. 38

above.

52. Quoted in Meyers (1990), p.80.
53. Nehls, (1957), p.171.

54. Morrell (1974), pp.35-6; Page (1981), p.103.

- trays some of
55. Meyers (1990), pp.91-93. In Mr Noon, Lawrence por
these affairs; see, for example, MN, pp.159-60, 175, 182, 350.

. letter to Frieda, he mocks her and his rival Von Henning:
E?f ;gﬁé;ant Henning, or aﬁybody, have him. But I don’t want anybody,
till I see you... I don’'t believe even you are aﬁ your best wéfn ygu
are using Henning as a dose of morphine - he’s not much else to
you";The Letters of D.H. Lawrence, vol.i (1901-13), p.404.
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57. Green (1974), p.70.

58. Quoted in Dix (1980), p.6. In a letter to Mi

(dated 5 October 1913) Lawrence writes: "I never digtigiglFﬁzsgertiz
‘I have heard about him since I was in Germany", see The Letteés of
Q.H. Lawrence, Vol.ii (1913-16), p.80. Critics who discuss this issue
include Hough (1956), pp.39-40; Moynahan (1963), p.24; Delavenay
(1971), pp.239-40, 119-20. Moore (1974), p.212.

59. The Letters of D.H. Lawrence, Vol.i (1901-1913), p.550. He also
wrote: "It is hopeless for me to try to do anything, without I have a
woman at the back of me... A woman that I love sort of keeps me in
direct communion with the unknown".

60. The Collected Letters of D.H. Lawrence, Vol.i (1901-13), p.441.

61. Frieda Lawrence (1935), p.52. Frieda‘’s statement agrees with
Jung’s comment that "an immature man is quite right to be afraid of
women, because his relations with women are generally disastrous",
see Two Essays on Analytical Psychology (1972), p.106.

CHAPTER 3
1. Howe (1976), p.66.

2. For differences between the serial and the book versions, see
Gatrell (1988), pp.29-51.

3. Gregor (1974), p.81.

4. It is worth mentioning here that as a common pattern in marriage,
Hardy often prevents his men and women from getting married
immediately after they choose to do so, either because there is
something wrong with the marriage licence, as in Desperate Remedies,
Blue Eyes, The Return, and Two on a Tower; or partly as a result of
temperament as in Far from the Madding Crowd (between Sergeant Troy
and Fanny Robin), The Woodlanders, The Well-Beloved and Jude. In
either case, marriage if completed is bound to fail or turns out to
be either invalid as in Desgperate Remedies or a fatal mistake as in
The Return and Tess.

5. In an earlier version, Thomasin (like Tess in her serial version)
is cheated into marriage by Wildeve (Toogood as he was initially
named). Wildeve’s hesitation to marry Thomasin is evident throughout
the versions. For elaboration, see Gatrell (1988), pp.34-37.

6. Freud (1922), On Sexuality, pp.232-4.

7. This feature is most obvious in Henry Knight, Angel Clare, Giles
Winterborne and Jocelyn Pierston as well as in Hardy himself; see The
Life (1962), p.32, where Hardy writes that "a clue to much of his
character and action throughout this life is afforded by his lateness
of development in virility, while mentally precociousﬁ,.and Gittings
(1975), p.29: "Hardy’s own analysis of his sexual ‘virility’ ... does
seem to indicate that he developed sexually very late, if indeed he
developed at all".

8. "Study of Thomas Hardy", p.514.

9. For further elaboration on "the marriage of opposites" see
Kinkead-Weekes (1986), p.21-40.

10. For comparison between Clym and Oedipus, see Benway (1986), p.51.
For Freudian reading of the novel see McCann (1961), p.157; and

Jordan (1982), p.101 and p.112.

11. Howe (1967), p.65; Millgate (1982), p.22; and Casagrande (1987),
p-36.

12. Jordan (1982), p.103.

13. Perhaps E.M. Forster is the best example_ here. His Oedipa’
attachment to his mother made him not only emogxonaliy depende?t
her but also a homosexual. In "Not I But the Wind... (1935),
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Frieda also quotes Lawrence as saying "If my mother had 1j
never have loved you, she wouldn’‘t have let);e go". lived I could

14. Millgate (1982), p.21.

15. Casagrande (1982), p.140; also see The Life, p.32 and Gittings

(1975), p.29, where Hardy’s sexuality is said to have
the same way as that of Clym. ve developed in

16. Casagrande (1982), p.136. Also see Garson (1991 .63; J
(1982), pp.113-15; and McCann (1961), p.154. ( )» P-63i Jordan

17. For elaboration on Eustacia‘’s death/suicide, see Moore (1974),

p.-171; Giordano, (1980), pp.504-21; Gatrell (1988), p.47; d
(1988;, p_81_ ’ ’ ( ) P ; an Morgan

18. Moore (1974), p.171.

19. Mocore (197?), pp.66-75; Chambers (1935), p.190 respectively. For
passages supplied by Jessie Chambers, see Moore (1951), pp.365-87 and
Simpson (1982), pp.150-52.

20. Frieda Lawrence (1935), p.52. Lawrence himself describes the
novel as "autobiography", see The Letters of D.H. Lawrence, Vol. i
(1901-13), p.490.

21. For discussion of Mrs Morel’'s position in the patriarchal mining
district and feminism see Simpson (1982), pp.26-28.

22. For citation see Selected Short Stories: D.H. Lawrence (1982),
pp.104-5 and p.293 respectively.

23. The Letters of D.H. Lawrence, Vol. i (1901-13), pp.189-91. The
rest of the letter is even equally important: "We knew each other by
instinct. She said to my aunt about me: ‘But it has been different
with him. He has seemed to be part of me’ - And that is the real
case. We have been like one, so sensitive to each other that we never
needed words. It has been rather terrible and has made me, in some
respects, abnormal". Compare this to what Hardy says about the
relationship between Clym and Mrs Yeobright in The Return of the
Native: "Indeed, how could it be otherwise when he was a part of her
- when their discourses were as if carried on between the right and
left hands of the same body?" (RN, p.247).

24. The letters of D.H. Lawrence, Vol.i (1901-13), p.477.

25. As a pattern in the book, Mrs Morel manages to rescue both Mr
Morel and Paul from death by reviving the feeling of touch in them
(see SL, pp.47-49, and pp.67-68 respectively) but she fails to save
William because she is late in affecting an inspiration (see SL,

p.135).

26. For disturbance and influence on childhood, see Kuttner (1916),
p.87, and Fromm (1957), pp.47-48.

27. Fantasia of the Unconscious (1923), p.112.

28. Ibid., p.124.

29. The theme is thoroughly discussed in Miller (1970) and Wright
(1989).

30. In his study of the novel, Dorbad (1986), pp.78, 79-85, writes:
"Critical opinion on Miriam has seldom wavered over the past thirty
years or so; the verdict is unanimous and somewhat severe. The
language of possessiveness dominates virtually every account of her
nature". Also see Phillips (1974), pp.46-56; and Balbert (1989),
pp.49-50, where they hold the same views.

31. Chambers (1935), p.201. Among those who discuss this issu? are
Spilka (1957), p.66; Gomme (1978), pp.30-49; Pullin (1978), p.60; and
Balbert (1989), pp.39, 49-50.

220



32. Critics who discussed Clara‘'s feminism include Millett (1977)
4

pp.254-57; Dix (1980), pp.32-4; Simpson (1982 .28-37;
(1989), pl’).39_46. ! ’ P ( ), PP.28-37; and Balbert

33. Here I disagree with Daleski (1965), p.56, who divides

responsibility of Paul’s failure in love and marriage b
Morel and both Miriam and Clara. J stween Mre

34. The Letters of D.H. Lawrence, Vol ii (1913-16), p.90.

35. Among critics who discuss the killing scene are: Hough (1956),
pp.51-52; Daleski (1965), pp.57-59; and Macleod (1985), p.33.

CHAPTER 4

1. Langbaum (1985), p.15. Also see Casagrande (1987), pp.32-61.
2. "Study of Thomas Hardy", p.444.
3. Langbaum (1985), p.19.

4. Chambers (1935), p.103. For comparison and influence between
Lawrence and both Hardy and George Eliot see Squires (1970a), p.264.

5. Page (1977), p.39; Squires (1970a), pp.306-8; sSchweik (1967),
p-426. For text revisions, see Gatrell (1979), pp.74-98 and Gatrell
(1988), pp.15-19.

6. Schwarz (1979), pp.33-34. Also see Casagrande (1979), pp.69-70;
and Casagrande (1982), p.105.

7. For Boldwood’s different stages of self-destruction see Giordano
(1978), pp.244-53.

8. Carpenter (1964), pp.341-44.

9. For elaboration see Morgan (1988), pp.53-6; her discussion owes a
lot to Carpenter’s article which precedes her book by twenty-four
years.

10. Ingham (1989), pp.38-9.

11. The words "transitional”, "pivotal" and "experimental" are
repeatedly used by many critics including Rutland (1938), pp.211-17;
Weber (1950), pp.133-53; Drake (1960), pp.251-57; Casagrande (1971),
p.104; Boumelha (1982), pp.98, 113-114; and Higgins (1990), p.124.

12. Daleski (1984), pp.3-24. Much of the heated debate on marriage in
The Woodlanders is more concerned with social class and education
than with love and sexual attraction; see for example, pp.56-57, 82-
83, 121-22, 141, 152, 219, 224-26, 232, 270-273, 350, 314-16.

13. The abstract notions of "man-being" and "woman-being" are
frequently used by Lawrence in The Rainbow and elsewhere. In a'letter
to A.W. Mcleod, Lawrence writes: "Because the source of'all.llfe and
knowledge is in man and woman, and the source of all living 1is 1n the
interchange and the meeting and mingling of these two: man-life and
woman—-life, man-knowledge and woman-knowledge, man-being and woman-
being", see The Letters of D.H. Lawrence, Vol. ii (1913-16), p.181.

14. The Letters of D.H. Lawrence, Vol. ii (1913-16), p.l42.

15. Twilight in Italy (1916), pp.80-82.
16. "Study of Thomas Hardy", p.408.

17. "study of Thomas Hardy", p.514.
18. Daleski (1965), p.85.

19. "Study of Thomas Hardy", p.475.
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20. For precise dates see Kinkead-Weekes 1989

. .121-~ .
According to the study for example, the weddin(g of)'Anngp and &zigl
takes place on Saturday 23 December, 1882; see p.122.

21. Among critics who discuss this scene are: Leavis (1955 .
Daleski (1965), p.98; and Balbert (1989), pp.71-72. ( )o p-123;

22. The Letters of D.H. Lawrence, Vol. ii (1913-16), p.165.

23. Fantasia of the Unconscious (1923), pp.173-74.

24. Moi (1985), p.1l04; also see Daleski (1965), pp.30-31.

25. This scene is one of the two objectionable passages which led the
authorities to suppress the book. The other is Ursula and
Skrebensky’s sexual scene which takes place in "The Bitterness of
Ecstasy"” chapter. It is worth mentioning here that the authorities
ignored the fact that Lawrence portrayed this lesbian scene only to
condemn it at the end; see Simpson (1982), p.40.

26. Kinkead-Weekes (1989) not only confirms my view that Tom and
Lydia‘s marriage is the most successful in the book, but also
concludes his study by stressing that: "the more self-conscious and
cerebral the ‘new’ women become, the 1less capable they seem of
marrying the other or risking the self", see pp.126-27 and p.134
respectively.

CHAPTER 5

1. Among those who talk about Male and Female Principles in Lawrence
are: Daleski (1965), pp.30-31; Draper (1966), p.193; Brayfield
(1971), pp.43-45; Davis (1973-74), pp.567-68; Spilka (1978), p.196;
Sumner (1981),p.35; Macleod (1985), pp.173-90; and Langbaum (1985),
pPp.21-22.

2. Wright (1989), p.72.

3. Showalter (1979), pp.101-:2; Miles (1979), p.34; and The Letters
of D.H. Lawrence, Vol.ii (1913-16), p.181 respectively.

4. Gregor (1974), pp.118-19.

5. Hofling (1968), p.431, considers mother and child’s intimacy "as
the main source of Henchard’s jealousy estrangement”. Langbaum
(1992), p.20, believes that Henchard does not have any feeling for
jealousy and correlates this not only with "minimal sexuality" but
also with moral fineness.

6. Taft (1981), pp.399-407, finds immediate similarities between the
text where Henchard is first seen reading a ballad sheet (see MC,
p-69) and John Ashton’s ballad "gSale of a Wife", p.403. For
elaboration on the factual circumstances of the wife sale which Hardy
came across in the Dorset County Chronicle, see Winifield (1970),
pp.224-27; Millgate (1971), pp.237-43; and Gregor (1974), pp-129-30.

7. Howe (1967), p.84; Langbaun (1992), p-21. Also see quder.(1976),
p.31, where she writes: "in the Victorian novel it 1is virtually
impossible to get away from the concept of marriage as a flnanc1§1
transaction. The idea of money is there even when the cash |is

absent".

8. Freud believes that suppressed sexual emotions can generate strong
energies and capabilities for achieving success, wh;le Lawrence holds
the opposite view: people cannot fulfil their aims 1n llfe'untxl they
are first sexually satisfied, see "Democracy", Phoenix (1936):
pp-699-718. Showalter (1979), pp.105-.6, seems to agree with Frgud.
"Financial success, in the mythology of Victorian manliness, requires
the subjugation of competing passions”.

-88; . ; Wright (1989),
9. Kramer (1975), pp.86-88; Showalter (1979), p-.107;

p.-78; and Langba&m (1992)/ p.22. Showa}ter (197?), p.106, sees ;he
relationship between the two men as having "emotional overtones of a

marriage”.
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10. Showalter (1979), p.114; Stubbs (1979 .54:
pp.55-7; and Casagraﬁde (1985), pp.101-2. )+ P.54; Casagrande (1979),

11. "Study of Thomas Hardy", p.481.

12. "Morality and the Novel", Phoenix (1936), Pp.530-31.

13. Study in Classic American Literature (1923), p.100; "The Real

Thing", Phoenix (1936) PP.197-99; Fantasia of ;
(1923), p.189. ! ’ the Unconscious

14. The Letters of D.H. Lawrence, Vol. iii (1916-21), p.216. Also se

; 2 . . e
Vivas (1961), p.24 and Niven (1978), pp.137-42, wheée they refer the
defeits of the book to Lawrence’s uncertainty of his direction in the
novel.

15. Daleski (1965), pp.194-95; Nehls (1957), Vol. I, pp.500-1; and
Meyers (1990), pp.208-10. In "Education of the People”, Phoenix
(1936), p.665, Lawrence writes: "Friendship should be a rare, choice,
immortal thing, sacred and inviolable as marriage. Marriage and
deathless friendship, both should be inviolable and sacred: two great
creative passions, separate, apart, but complementary; the one
pivotal, the other adventurous: the one, marriage, the centre of
human life; the other, the leap ahead".

16. Simpson (1982), p.109.
17. Daleski (1965), p.199.

18. Millett (1970), p.272. Among critics who see Lawrence as an anti-
feminist are: Draper (1966), p.186; Blanchard (1975), p.431; Apter
(1978), p.156; Pullin (1978), p.49; Spilka (1978), p.192; and
Tristram (1978), p.137.

19. Macleod (1985), ©p.49, believes that Lottie +too has been
unfaithful to Aaron Jjust as Frieda was unfaithful to Lawrence.
Although this is true of Frieda as Lawrence knew only too well, one
cannot accept Macleod’s claim because the text does not support it.

20. "A Propos of Lady Chatterley’s Lover", Phoenix II (1968), p.500.
Compare this with what Hardy says about Eustacia in The Return:
"Fidelity for fidelity’s sake had less attraction for her than most
women: fidelity because of love’s grip had much" (RN, p.122).

21. Hough (1956), p.96; Millett (1970), p.269; Niven (1978), p.136;
Macleod (1985), p.48; and Meyers (1990), p.257. Simpson (1982),
p.-117, sees Ramon’s two wives, Carlota and Teresa, in The Plumed
Serpent, as representing two sides of Kate’s personality. Lawrence
does this because he wants to fully explore himself. In one of his
letters he writes: "My motto is ’‘Art for my sake’", adding "One sheds
one’s sickness in books - repeats and presents again one’s emotions
to be master of them", The Letters of D.H. Lawrence, Vol.ii K1913—
16), p.90. In the novel, Aaron does exactly this when he writes a
letter to Sir William Franks: "Well, here was a letter for a poor old
man to receive. But, in the dryness of his withered mind, Aaron got
it out of himself. When a man writes a letter to himself, it is a
pity to post it to somebody else. Perhaps the same is true of a book"

(see AR, p.308).

22. Hough (1956), p.178.

23. Pinion (1978), p.234, says that Hannele and Mitchka owe something
to Frieda and her sister Johanna, while Captain Hepburn 1s a sketch
of Donald Carswell. Though this might be true, Pinion would have been
more persuasive had he been able to also identify Mrs ngburn with
Frieda and Captain Hepburn with Lawrence for the similarity between
the two couples is more revealing than what he is suggesting.

24. For exposition see Leavis (1976), p.115.

25. Phoenix II (1968), p.444 and p.550 respectively.

p.195, couple Hannele
h of character, and

26. Harris (1977), pp.43-52 and Spilka (1978),
with Ursula for their memorability and strengt
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consider them "among the finest testimonies we h
s ave ’
liking for - and profound respect for - women". ve of Lawrence’s

CHAPTER 6

1. On the use of the pattern see Daleski (1984), pp.3-24.

2. Impink (1988), pp.70-92. It is important to note here th
at much
what Stevens (1987), pp.20-25 says about Tess seems to fit cmogg

neatly the story of A Pair of Blue Eyes. Though I personally d
. o)
see Alec and Angel as respectively based on Hard;pand hisyclosggz

friend Horace Moule, as the article strongly ar

. _ gues, Stephen Smith
and Henry Knight or indeed Jude Fawley and Richard éﬁill&gson would
have been better examples for his biographical study.
3. Ingham (1989), p.14.
4. Spencer (1897), p.377.

5. The Collected Letters of Thomas Hardy, Vol. II (1893-1901), p-33.

6. Ibid., Vol. I (1840-1892), p.264 and, p.250 respectively.
7. Buitenhuis (1984), p.83.

8. The Collected Letters of Thomas Hardy, Vol.I (1840-18%92), p.251.

9. Gregor (1962), pp.123-50 and Van Ghent, (1969), pp.48-61.

10. Sankey in LaValley (1969), pp.96-7. Also see The Collected
Letters of Thomas Hardy, Vol.I (1840-1892), p.253, where Hardy denies
allegations that Tess’s mother is scheming to get Alec marry her
daughter. One way of getting Alec to marry Tess would be to submit to
him sexually and then force him to repair the damage by marrying her.
Joan is not angry with Tess because she has lost her virginity; she
is angry because Tess refuses to ask Alec to marry her.

11. The Collected Letters of Thomas Hardy, Vol.I (1840-1892), p.249
and p.245 respectively.

12. Gregor, (1974), p.180.

13. "Study of Thomas Hardy", p.487. In Sons and Lovers, Lawrence
changed his mind about the portrayal of his parents and wanted to re-
write the novel in order to defend his father against the
possessiveness of his mother. He also wanted to do justice to the
portrayal of Miriam and alter her spiritual figure to a more sexual
character. In Lady Chatterley’s Lover, Lawrence spent three years
revising the book and adjusting the opposition between body and mind
represented by Mellors and Clifford. Being cast as protagonist and
antagonist, Mellors and Clifford respectively can be seen in exactly
the opposite positions if one can sympathize with Clifford.

14. Among critics who discuss this scene are: Tanner (1968), pp.221-
23; Gregor (1974), p.182; Pinion (1977), p-128; Daleski (1984), p.74;
Laungbaum (1985), pp.28-29; Claridge (1986), p.327; and Gatrell
(1988), pp.47, 107-8 »

15. Page (1990), p.22. In various Arab societies, a woman is expegted
to be a virgin on her wedding night. If she is not, then she 1is a
fallen woman and her family is disgraced. While I was teaching Tess
to Arab students, in the Spring of 1990 in the University of Bahrain,
the students (mostly women) could not accept the idea tha; Tess 18
seduced. For them, it was a very clear case of rape as glnlon'has
suggested. When the question of Angel came up ;n the .dlSCU§SLO?,
nearly all of the students, unsurprisingly, sided WLFh him in
rejecting Tess on the wedding night. "How could he possibly accept
her when she had already consummated sex with another man and had a
baby by him?", one student asked me. It was only when I attacked
Angel for his double standard that some femalg stgdents (three out of
ten to be precise) were able to change their views and argue that
Angel, who had a lot in common with Arab men, shquld_be puplshed for
leaving Tess, while the other students remained firm in their support

of Angel.
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16. Quoted in LaVvalley (1969), p.102. Pinion (1977 125 ‘

’ . . ; Cla
(1986), p.327; Waldoff (1979), p.145; and Wright (iéeg), p-106 r;gg;
to be very concerned with the question of Tess's purity. '

17. Studies in Classic American Literature (1923), p.9. He also
writes: "Art -speech is the only truth. An Artist is usually a damn

liar, but his art, if it be art, will tell you the truth of his day".

18. For discussion on Angel’s healthy sexuality see Gatrell (1991)
pp.70-80. '

19. Morgan (1988), p.85.
20. Ibid., p.97.

21. Claridge (1986), p.335, argues that there is evidence in the text
that Alec is as good as Angel if not better and that he loves Tess
dearly and wants to marry her and make it up to her. It is only when
Tess rejects him that he behaves as he does later on.

22. Referring to the psychology of love in 1912, about the time when
Hardy was preparing his Wessex Edition, Freud (1912), p.180, writes:
"Two currents whose union is necessary to ensure a completely normal
attitude in love have, in the cases we are considering, failed to
combine. These two may be distinguished as the affectionate and the
sensual current”. Since man’s love-object is, according to Freud,
usually modelled on a maternal image, he would therefore, approach
the idealized woman sexually as if he is approaching his mother with
whom an act of incest is impossible. The split of emotions is soon to
develop: where he can love he cannot sexually desire, and where he
desires he cannot love. Among these people there are Clym Yeobright,
Henry Knight, Angel Clare and Jocelyn Pierston. In Lawrence, there
are Paul Morel and other scattered examples in Women in Love where
Gerald makes love to Gudrun (see WL, pp.430-36) and is reduced to an
infant, and in Lady Chatterley’'s Lover where Clifford’s relationship
with Mrs Bolton resembles mother/son love (see LCL, pp.111-14). Also
see Waldoff (1979), pp.14%-52.

23. Boumelha (1982), pp.14-15.

24, In "Foreword"” to Women in Love, Phoenix II, p.275, Lawrence
writes: "It is a novel which took its shape in the midst of the
period of war, though it does not concern the war itself. I should
wish the time to remain unfixed, so that the bitterness of the war
may be taken for granted in the characters".

25. Frieda Lawrence (1935), p.52.

26. Firestone (1971), argues that until and unless artificial child
bearing is technologically possible, there will never be women’s
independence.

27. Daleski (1965), pp.185-60; Roberts (1987), p.44.

28. For comments on the intellectual - sexual conflict between Birkin
and Hermione, see "Prologue" to Women in Love, Phoenix II (1968),
pp.102-4: "His fundamental desire was, to be able to love complgtely,
in one and the same act: both body and soul at once, struck into a
complete oneness in contact with a complete woman".

29. Ibid., pp.103-4.
30. Meyers (1990), pp.150-51.

31. It is important to see how Lawrence, like Hardy ip The Well-
Beloved, uses art to express his thoughts and support his arguments
in fiction. In The Rainbow, we remember how Anna become outraged when
Will carves Adam so big and Eve so small, anq how Captain Hepburn
becomes angry when Hannele makes a doll.of him, and we spall see
later how Ursula will react to Loerke’s picture of.Lady Go@xya when
he makes the girl small and delicate and the horse big and rigid.

32. Hough (1956), pp.81-2; Daleski (1965), pp.174-78.
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33. Among critics who expressed theirrdissatisfaction with

the n
are: Hough (1956), pp.81-2; Daleski (1965), pp.174-8; Willizgé
(1966), pp. 135-8; Niven (1978), p.97; and Donaldson (1986), p.64.

34. Knight (1961), pp.406~7; Meyers (1973) .146. Al
(1990), p.221, where he still holds the same’vfgw. 80 8ee Meyers

CHAPTER 7
1. Brewster (1934), p.166. Also see FLC, P-.156.

2. Sumner (1981), p.165. Hardy's regret of Sue's breaking down at the
end (see JO, p.43) may well support this claim.

3. "Study of Thomas Hardy", p.509.

4. wWright (1989), p.122. Also see Millgate (1982 .369; Boumelh
(1982), pp.146, 152. ( )o P36 2

5. The Collected Letters of Thomas Hardy, Vol.ii (1893-1908), p.93.

6. Boumelha (1982), p.152. Also see Jacobus (1975), p-318; Banks
(1964), pp.85-106.

7. For examples of Sue’s androgyny, see JO, pp.135, 163, 198, 201-2,
271, 429. For discussion on Sue’s androgyny, see in particular:
"Study of Thomas Hardy", p.509; Kiberd (1985), pp.91-96; Jekel
(1986), pp.182, 194-95; Blake (1978), pp.708-9; Impink (1988), pp.74-
75. For discussion on cousinship and original of Sue, see Gittings
(1978), pp.73-77. Critics who discuss similarities between Jude and
Sue include: Alvarez (1961), pp.416-17; Prasad (1976), p.122; Goetz
(1983), pp.200-1; Boumelha (1982), pp.140-41; Hahn (1986), pp.210-12.

8. Heilman (1965), p.219; Boumelha (1982), p.137; Morgan (1988),
p.137.

9. In a 1letter to Edmund Gosse, Hardy insists on the healthy
sexuality of Sue: "There is nothing perverted or depraved in Sue’s
nature. The abnormalism consists in disproportion, not in inversion,
her sexual instinct being healthy as far as it goes, but unusually
weak and fastidious", The Collected Letters of Thomas Hardy, Vol.ii
(1893-1908), p.99.

10. The Collected Letters of Thomas Hardy, Vol.iv (1909-13), p.154.

11. Millett (1977), p.133.
12. Blake (1978), p.721; Heilman (1965), pp.212-13.
13. The Collected Letters of Thomas Hardy, Vol.ii (1893-1908), p.99.

14. The Collected Letters of Thomas Hardy, Vol.iv (1909-13), p.122;
Vol.v (1914-19), p.283 respectively.

15. Oliphant (1895), pp.381-85.
16. Millgate (1982), pp.374-75.

17. In talking about the importance of the "phallus" as a se¥u§1
symbol, Lawrence also equates the "womb", see "Making Love To Music",
Phoenix (1936), p.165. Also see Balbert (1989), pp.168-71.

18. Kinkead-Weekes (1978), p.11l7.

19. "A Propos of Lady Chatterley’s Lover"” p-492. Sumner (1981),
pp.163-64, believes that only Lady Chatterley’s Lover can fully

achieve such harmony between body and mind.

20. "A Propos", p.507; see Kiberd (1985), p.164, where the same point
is made about Jude.

21. "A Propos”, p.514.

22. Ibid., p.505.
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23. Kinkead-Weekes (1978), pp.101-21. Also see R - —aq.
AR, pp.194, 304-5. ’ , PpP-321-23, 471-81;

24, In a letter to Bertrand Russell (dated 8 December 1915
mentions the conflict between mind and body: "the mentaflaéngzisz

consciousness exerts a tyranny over the blood-conscious "
Letters of D.H. Lawrence, Vol. ii (1913-16), p.470. ness’, Ihe

25. Daleski (1965), p.288; Balbert (1989), p.162.
26. Daleski (1965), p.290.

27. Peters (1988), pp.5-20. Also see Balbert (1989), pp.134-35.

28. Even though this is a Lawrencean marriage theory, it is first
suggested by Hardy, most explicitly in Jude, where Sue remarks after
her children’s death: "our perfect union - our two-in-one - is now
stained with blood", JO, p.412. Also see JO, p.262, where Hardy
suggests a Y-shape relationship between Jude and Sue: "You are just
like me at heart!"/"But not at head”. This is Lawrence’s ultimate
theory of marriage which he finally discovers in Lady Chatterley’s
Lover; see Macleod (1985), p.227, where she holds the same views.

29. Daleski (1965), pp.294-96, 299-300. Also see Hough (1956),
pp.152, 166, where before Daleski he suggests "there is no real
advance in thought wupon earlier work... The message of Lady
Chatterley is hardly different from that of The Rainbow and Women in
Love".

30. Ingersoll (1987), pp.39-40.

31. Phoenix (1936), p.1l54.

32. Daleski (1965), p.309.

33. 1Ibid., pp.301, 310. Daleski suggests that Mellors, with whom
Lawrence is <closely identified, has a “"preponderantly female
character”, and that the night of sensual passion is also an

indication of Lawrence’s failure to reconcile his "male" and "female"
impulses. Also see Ingersoll (1987), pp.40-41.
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